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Cuvant introductiv

Institutul de Pregatire Psihopedagogica si Consiliere din Universitatea de
Arte “George Enescu” lasi prin Centrul de Studii si Cercetdri Interculturale, a
organizat in anul 2012 o manifestare internationald cu obiectivul declarat de a
stimula producerea cunoasterii stiintifice in domeniul educatiei artistice si a
dezvoltarii comunitatii de practica si cercetare educationald in domeniul artistic.
In volumul de fata au fost incluse o parte a studiilor prezentate. Comunicirile
stiintifice in cadrul sectiunilor au fost pe urmatoarele domenii: Muzica, Teatru,
Arte plastice, Educatie.

Organizarea in 17-18 noiembrie 2012 a Conferintei internationale cu tema
“Cercetari comparative si studii in politicile europene privind educatia
artisticA si interculturald” s-a dorit a fi o oportunitate de abordare
interdisciplinard si interculturald 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, in
context european, precum si promovarea pe plan national si international a
climatului de toleranta si comunicare interetnica;

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

3- exemple practice de aplicare a perspectivei interculturale in domeniile vizate,
indreptate 1n directia intaririi coeziunii sociale, a dezvoltarii societdtii civile
romanesti si legate de interferentele interetnice ;

4- initierea s1 dezvoltarea de raporturi de colaborare, respectand legislatia, cu
diferite institutii romanesti si internationale vizand formarea formatorilor pentru
activitdti artistice extracurriculare si mai ales pe formarea continua a
mediatorilor scolari pentru populatia rroma ;

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

Interesul manifestat de catre specialistii din tard si Europa (Republica
Moldova, Italia, Grecia) fatda de aceste initiative este concludent prin
comunicdrile prezentate, in acest volum fiind incluse studii ale specialistilor din
Romania, Republica Moldova, Grecia, care speram sa fie utile celor implicati in
activitatea de educatie si cercetare din domeniul artistic.

Conf. univ. dr. EUGENIA - MARIA PASCA



CAPITOLUL I/PART 1

MUZICA/MUSIC

1. VALORILE EDUCATIEI ARTISTICE DIN PERSPECTIVA
MODERNIZARII iNVATAMANTULUI GENERAL
THE VALUES OF THE ARTISTIC EDUCATION FROM THE
PERSPECTIVE OF THE GENERAL EDUCATION MODERNATION

Marina Morari, Associate Professor PhD,
»Alecu Russo” State University from Balti, Republic of Moldavia

Rezumat: [n evolutia sa actuald, reforma invatamintului din Republica Moldova
inregistreaza procese de modernizare. Unul din imperative in pregatirea elevului pentru viata
ramine a fi dezvoltarea valorica a personalitatii acestuia. Arta ca un produs al activitatii
umane, nu poate fi trecuta cu vederea in educatia elevilor. Activitatea artistica a omului,
precum si produsul acestei activitati — creatia artisticd, devin cauze determinante in educatie.
Expresia educatie artistica in raport cu expresia educatie estetica exprima mai exact §i mai
precis valorile pentru care trebuie pregatit elevul. Educarea omului si abia in plan secund a
artistului — dezideratul disciplinelor ariei curriculare arte din scoala de cultura generala.
Prin cunoasterea a tot ce poate da o arta, prin cercetarea motivelor creatiei artistice, poate fi
dedusa valoarea artei si a educatiei artistice.

Esenta artei se adreseaza perceptiei si constiintei noastre. Elevul ca consumator si
creator se indreapta spre realitatea exterioara sau preponderent spre cea interioard pentru a
se exprima si a comunica pe cale artistica propria intelegere, simtire, viziune. Parcurgerea
acestei experiente artistice contribuie esential la formarea personalitatii fiecarui copil.
Valoarea creatiilor artistice poate fi potentiata doar in crearea conditiilor de realizare a unui
contact nemijlocit dintre elev si opera artisticad.

Cuvinte cheie: educatie artistica, valorile educatiei artistice, act artistic, produs artistic.

O modernizare a Invatamintului implicd transformari profunde ale
institutiilor, valorilor, perceptiilor si ideilor noastre. Criza din societate poate
avea aspect de transformare, dacd percepem transformarile culturale ca fiind
dinamice si sistemice, ceea ce Inseamnd ca ele sunt strins interconectate si
interdependente. In literatura de specialitate sunt discutate tranzitiile din
societate, care ar avea un impact profund asupra vietii noastre. Una din ele,
precum remarcd John H. Knowles [4, p. 7], este legatd de valorile culturale si
implicd ,,0 modificare de paradigma”, prin care s-ar forma o anumitd imagine
asupra realitdtii. Natura omului si relatia /ui cu universul devin un element de
integrare sau dezintegrare a societatii.

Fritjof Capra [2, p.16-18] priveste schimbarea paradigmei curente ca parte a
unui proces mai larg de fluctuatie a sistemelor de valori, iar ceea ce ne trebuie
pentru a ne pregati de marea tranzitie in care urmeaza sa intram este o profunda
reexaminare a principalelor premise si valori ale culturii noastre, o respingere a
acelor modele conceptuale care supravietuiesc utilitdtii lor si o noud
recunoastere a unor valori eliminate in perioadele anterioare ale istoriei



culturale. Bazindu-se pe ideile lui Arnold Toynbee cu privire la ascensiunea si
declinul civilizatiilor; pe notiunea straveche de ritm universal fundamental care
duce la modele culturale fluctuante; pe analiza lui Pitirim Sorokin asupra
fluctuatiei sistemelor de valori si idealul de tranzitii culturale armonioase
descrise in cartea gindirii chineze I/ Ching, Fritjof Capra propune modelul
dinamicii culturale. Dezechilibrul cultural aflinu-se la radacina crizei noastre
curente, reprezinta un dezechilibru in gindurile si sentimentele noastre, valorile
si atitudinile noastre, structurile noastre sociale si politice [Idem, p.26].
Sociologul Pitirim Sorokin, incd la debutul secolului trecut, numeste trei
sisteme fundamentale de valori, care se afla la baza tuturor manifestarilor unei
culturi: senzorial, ideatic si idealist [Apud: 2, p. 16]: sistemul de valori
senzoriale considera ca materia este realitatea finala; sistemul de valori ideatice
considera ca realitatea adevarata se afla dincolo de lumea materiala, in sfera
spirituald, care se poate cunoaste prin experientd interioard. Astfel, sistemul de
valori idealist, ca unitate atotcuprinzatoare dintre culturile senzoriald si ideatica
poate genera echilibru, integrare si implinire estetica in arta, stiintd si tehnologie
din timpurile noastre. In concluzie, sustinem supozitia, potrivit cireia valorile
educatiei artistice trebuie sa fie percepute ca element al sistemului de valori care
motiveaza activitdtile omului si toate schimbarile din invatdmint rezulta din
dezvoltarea contradictiilor sale interne. Reducerea decalajului dintre educatie si
dezvoltarea societatii marcheaza actiunea de modernizare a invatamintului, care
include atit sistemul de Tnvatamint, precum si procesul de Tnvatadmint.
Modernizarea Invatamintului se manifesta ca o transformare spectaculoasa,
avind citeva directii principale de studiu si actiune [3, p.48-49]:
- Prospectarea — actiunea de studiere anticipativa a educatiei pentru adaptarea
a acesteia la ritmul rapid de dezvoltare a societitii,
- Reevaluarea si selectarea continutului invatdmintului — construirea
curriculumului educational,
- Conceperea si experimentarea permanentd a modalitatii de lucru, a noii
strategii de instruire-educatie,
- Asigurarea unui mai mare grag de certitudine a reusitei in activitatile
instructiv-educative etc.
Coordonatele fundamentale ale modernizarii invatdmintului o definesc succint:
- Modernizarea se extinde asupra invatamintului in ansamblul sdu si nu poate
fi redusa la unele aspecte izolate sau particulare. In contextul cercetarii noastre —
valorile educatiei artistice urmeaza sd fie elementul prin care se realizeaza
adecvarea componentelor invatamintului in directia fundamentarii procesului de
dezvoltare a personalitatii umane.
- Eficienta modernizarii poate fi evaluatd prin prisma aportului siu la
infaptuirea idealului educational. In contextul cercetirii noastre — valorile
educatie1 artistice sunt chemate sd raspunda la imperativele modernizarii,
asigurind si stimulind transpunerea 1n practica a idealului educational [7, p.552].



Modernitatea este chemata sa valorifice elementele pozitive si sd impund
totodata principii, modalitdti si tehnici noi de organizare si desfasurare a
invatamintului. Avind in vedere aceste idei, vom putea circumscrie relatia dintre
traditie s1 modernizare a educatiei artistice in contextul Invatdmintului general.
In sfera axiologicd a educatiei si invatdmantului este subscris conceptul de
valoare, care desemneaza totalitatea lucrurilor semnificative pentru om:
valoarea este recunoscutd abia Tn momentul in care omul se raporteaza in mod
personal la ea. Reflectia desprea valori devine tot mai constantd anume in
momentele cruciale ale istoriei. Celebra formuld a lui Friedrich Nietzsche —
Umwertung aller werte, nu poate fi ocolitd daca incercim sd definim din
perspectiva axiologica, timpul reformelor din invatdmintul general. Omenirea nu
elaboreaza sisteme de valori absolut noi in anumite perioade istorice, ci le
reconsidera doar pe cele deja elaborate, adaugand la acestea si valori noi, Tnsa in
numar incomparabil mai mic decat cel deja constituit.
Sistemul de wvalori al educatiet din Republica  Moldova
s-a constituit din conceptul educational, exprimat de documentele conceptuale,
teoretice, juridice si normative ale educatiei s1 invatamantului:
* Conceptia dezvoltarii Invatdmantului in Republica Moldova (1994);
Planul National de dezvoltare a Tnvatdmantului in Republica Moldova (1995);
Conceptia educatiei in Republica Moldova (2000);
Legea Invatamantului (1995);
Conceptiile disciplinelor scolare (1992);
Curriculum de baza. Documente reglatoare (1997);
* Proiectarea curriculumului de baza. Ghid metodologic (1997);
Curricula disciplinelor scolare (1999-2000);
* Ghidurile metodologice de implementare a curricula (pe discipline scolare)
(2000);
* Evaluarea in Invatamant. Orientari conceptuale. Ghid metodologic (2002);
* re-conceptualizarea si structurarea valorilor invatamantului national;
* re-conceptualizarea confinuturilor educationale — principii §i criterii de
structurare, noile materii de predare-invatare incluse;
* re-conceptualizarea si structurarea tehnologiilor educationale.

Conceptul modern de educatie trateazd valoarea ca pe un lucru
indispensabil celui educat, el insusi contribuind efectiv la aparitia valorii [8,
p.12]. Continuturile educatiei reprezintd mai degraba o provocare pentru aparitia
valorii decat valoarea insasi, aceasta producandu-se prin activitatea celui educat.
Universalitatea educatiei artistice se datoreaza caracterului universal al valorilor
antrenate, deoarece tot ce are atributie la om, se produce in sfera valorilor.
Aducem citeva argumente pentru valorile educatiei artistice ca factor al
schimbarii in educatie:

—Disciplinele educatiei artistice structureaza valorile educatiei Tn conformitate
cu principiile activitatii artistic-estetice a elevilor (principiul legaturii artei cu



viata, principiul perceptiei propriu-zise, principiul interpretdrii artististice,
principiul creatiei artistice etc.).

—Domeniului educatiei artistice acorda prioritate formarii de atitudini, deoarece
atitudinile reprezinta valorile fundamentale ale personalitatii, esenta fiintei
umane. Prin atitudini omul se raporteaza la universul exterior (lumea din afara
sa) si la propria lume interioara (universul intim).

—Valorile educatiei angajeaza toate tipurile de valori, cu conditia ca acestea sa
reprezinte mesajul promovat de teleologia, continuturile, metodologia si
epistemologia educatiei.

Structurarea valorilor in cadrul disciplinelor artistic-estetice este exprimata de
formula: Valori fundamentale ale humanitas-ului (Adevarul, Binele, Frumosul,
Dreptatea, Libertatea), Valori specifice creatiei artistice (estetice, morale,
religioase, teoretice) si Valori contextuale (valorile imanente si valorile in actu)
ale operelor de literatura si arta [Idem, p. 15].

Un imperativ in pregdtirea elevului pentru viatd ramine a fi dezvoltarea
valoricd a personalitatii acestuia prin mijloacele artelor. Activitatea artisticd a
omului, precum si produsul acestei activitati — creatia artistica, devin cauze
determinante in educatie. Educatia artisticd in raport cu educatia estetica
exprimd mai exact si mai precis valorile pentru care trebuie pregdtit elevul.
Educarea omului si abia in plan secund a artistului — dezideratul disciplinelor
ariei curriculare arte din scoala de cultura generala [5].

Prin cunoasterea a tot ce poate da o artd, prin cercetarea motivelor creatiei
artistice, poate fi dedusd valoarea artei si a educatiei artistice. Prin procesul de
creatie artisticA omul 1si exprima vibratiile sufletului. Prin creatia operei de arta
omul evadeazi din eul siu spre a trii si pentru altii. In acest sens, prin
intermediul artei se stabilesc relatiile dintre oameni, arta devine o treptd a
culturii, prin arta incepe inaltarea spre umanitate a omului. Nu numai producerea
operelor de arta, ci si patrunderea operelor de arta in existenta devine nazuinta a
omului. Actul artistic nu poate lipsi In procesul de educatie a elevilor.
Manifestarile artistice satisfac anumite cerinte sufletesti ale omului, pe care nu le
poate implini stiinta, morala, religia [1, p.239].

Arta ca un produs al activitdtii umane, nu poate fi trecutd cu vederea in
educatia elevilor. Scoala, in toate influentele educatiei si invatamintului nu poate
forma personalitatea elevului fard domeniile de educatie artistica (literard,
muzicald, coregrafici, plasticd etc.). Intelegerea teoreticdi a domeniului de
educatie artisticd se dezvaluie prin conceptele act artistic, proces artistic, produs
artistic, care devin cauze determinante in educatie.

Dupa Ernst Neumann, in domeniul vietii estetice sint patru mari si
importante manifestari, care formeaza un sistem estetic unitar: 1) activitatea de
creatie artisticd; 2) Produsul sdu: opera de artd; 3) Gustarea operei de artd si
judecatile de valoarea esteticd (judecatile de aprobare si dezaprobare, pe care ea
le provoaca; 4) Imbricarea vietii noastre intregi intr-o frumoasa forma artistica:
cultura estetica si artistica [6, p. 17]. Astfel, din activitatea artisticd productiva a
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omului, din realitatile din care se naste acest domeniu de viatd, se constituie
componentele imanente sistemului de estetica.

Esenta artei se adreseaza perceptiei si constiintei noastre. O opera de arta
devine eveniment al constiintei umane 1n procesul de receptare a acesteia.
Receptarea artei se constituie din mai multe elemente produse simultan sau
succesiv: stari afective si numeroase acte intelectuale. ,,O receptare dezvoltatd a
artei presupune o constiintd educata si informata. Satisfactia trezita de o opera
de artd creste Tn masura luciditdtii cu care o stdpinim intelectualmente,
intelegind-o in valorile si mecanismul ei” [9, p. 312]. Receptarea operei de arta,
precum atentioneaza T. Vianu, presupune actiunea de valorificare estetica a ei,
care nu se produce automat de catre spirit.

Specificitatea artei (pentru ca exista arte care implica dezvoltarea unei
succesiuni de secvente cum ar fi: arta cinematografica, teatrul, muzica,
literatura) se caracterizeaza prin simultaneitate, prin comprimarea actiunii intr-o
unitate de timp si de loc (spre exemplu: pictura, sculptura). In timp ce prima
categorie de arte se bazeaza in mai mare mdsurd pe o perceptie rapida in care
spectatorul trebuie sd sesizeze instantaneu continutul esential (o secventd),
pentru ca imediat sa poatd trece la o altd secventa, fiecare secventa constituind
elemente particulare ale unui intreg.

Elevul ca consumator si creator se indreaptd spre realitatea exterioara sau
preponderent spre cea interioara pentru a se exprima $i a comunica pe cale
artisticd propria intelegere, simtire, viziune. Parcurgerea acestei experiente
artistice contribuie esential la formarea personalitatii fiecdrui copil. Valoarea
creatiilor artistice poate fi potentiatd doar in crearea conditiilor de realizare a
unui contact nemijlocit dintre elev si opera artistica.

Valorile educatiei artistice pot fi clasificate din mai multe puncte de vedere:

- din perspectiva componentelor sistemului de invatamant:
teleologica (idealul, scopul, obiectivele, standardele si finalitatile educatiei),
continutala (materii de studiu si formare, instrumentarul de studiu si formare),
tehnologica (activitati si oportunitdti de invatare, procedee, mijloace, metode,
tehnici, forme de predare-invatare-evaluare), epistemologica (concepte, teorii,
principii, idei, precepte, legi, legitati, norme);

- in functie de natura obiectului de cunoastere: activitiatile de perceptie
propriu-zisd, interpretare, creatie, reflectie/gindire;

- din perspectiva tehnologiilor didactice: totalitatea instrumentelor de predare
— Invatare - formare — evaluare (modele, metode, tehnici, procedee, forme etc.).
Ca valori-instrumente ale educatiei, tehnologiile declanseazd si produc actul
educational generator de valori ale persoanei celui educat. Activitatile de
predare-invatare-formare-evaluare nu numai ca produc valori ale persoanei ci
constituie ele Tnsele valori aleeducatiei.

Daca continuturile de invatare includ ansamblul de cunostinte, deprinderi,
aptitudini proiectate la nivelul unor documente oficiale si vizeaza stimularea
dezvoltarii personalitdtii elevilor in cadrul unei discipline, atunci in sens larg,
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continuturile invatarii reprezintd ansamblul valorilor unei discipline. Spre
exemplu, valorile educatiet muzicale in invatamintul preuniversitar din
perspectiva a curricula modernizata reunesc [5]:

— Trdairea muzicala drept chintesenta a actului muzical.

— Cultura muzicala ca finalitate a educatiei muzicale.

— Principiul tematismului in traseul de realizare a curriculumului.

— Lectia de educatie muzicald ca forma de activitate (creatie) muzical-
pedagogica, conceputd n baza principiilor dramaturgiei artistice.

— Sistemul activitatilor muzical-didactice ale elevilor ca produs derivat din
cele patru forme de activitate muzicala: creatie-interpretare-audiere-analiza.

— Cultura muzicald care inglobeaza rolul, functiile si finalitdtile culturii in
general, in procesul careia elevul, cunoscand/valorificind lumea, se cunoaste/se
construieste pe sine ca fiintd spirituala.

— Educatia muzicala propriu-zisa ca muzicalizare a fiintei umane prin
cultivarea unor calitati specifice: sentimentul muzical = simt deosebit al muzicii,
gandirea muzicald = judecata in sonoritati-trairi, constiinta muzicald = capacitate
de a auzi artistic-sonor lumea, inteligenta muzicala = grad superior al culturii
muzicale.

— Educatia prin muzicd, aldturi de cultivarea unor competente generale ale
elevului (emotivitatea, imaginatia, gandirea creativa, trairile morale etc.),
urmareste devenirea spirituala - nivelul suprem al oricarei educatii.

Finalitatea pedagogica a comunicdrii elevului cu opera de arta este data nu
numai de valoarea esteticd a creatiei artistice, ci si de participarea creatoare a
subiectului in aceasti comunicare/cunoastere. In acest sens, continuturile de
invatare la disciplinele ariei curriculare arte in general si la educatia muzicald in
particular, includ teme de studiu (in care sunt ascunse legitatile artei) si
repertoriul muzical de auditie/interpretare/creatie muzicala elementara. Pentru a
cunoaste arta muzicii, este necesara descoperirea legilor acestei arte.
Cunoasterea muzicald presupune in primul rand cunoasterea limbajului muzicii,
cunoastere care sd-i permita elevului-receptor sa decodeze semnificatia expresiei
artistice, sa-1 permita elevului-creator sd se implice in actul de creatie muzicala
elementard, si-i permitd elevului-interpret si comunice mesajul respectiv. In
concluzie, valoarea creatiilor artistice poate fi potentiatd doar in crearea
conditiilor de realizare a unui contact nemijlocit dintre elev si opera artistica.
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Abstract: In its current evolution, the educational reform in the Republic of Moldova is
registering processes of modernization. One of the imperatives in training the pupil for life
still remains the value development of his/her personality. The art, as a human activity
product, cannot be overlooked in pupils’education.

The man’s artistic activity, as well as the product of this activity — the artistic creation,
become decisive causes in education. The expression artistic education related to the
expression aesthetic education expresses more exactly and more accurately the values which
the pupil is prepared for. Educating the man and only, secondly, the artist, is the desideratum
of the subjects in curricular field arts from in general-education school. By knowing
everything arts can give, by researching the reasons of the artistic creation, we can deduct
the value of art and of the artistic education.

The essence of art addresses our perception and conscience. The pupil as a consumer is
directing towards the reality outside or mainly towards the inner one in order to express
him/herself and communicate in an artistic way own understanding, feeling, vision. Passing
through this artistic experience contributes essentially to the formation of each child’s
personality. The value of the artistic creation can be percepted only in creating adequate
conditions to realize a direct contact between the student and the artistic work.

Keywords: artistic education, values of artistic education, artistic act, artistic product

The modernization of education implies deep transformations of the
institutions, of our values, perceptions and ideas. The crisis in the society may
have an aspect of transformation, if we perceive the cultural transformations as
being dynamic and systemic, which means that they are strongly interconnected
and interdependent. In specialized literature, they discuss the transitions in
society, which would have a deep impact on our life. One of them, as John H.
Knowles observes [4, p. 7], is linked to the cultural values and implies a
,paradigm amendment”, through which a certain image on reality would be
formed. The man’s nature and 4is relation with the universe become an element
of integration or disintegration of the society.

Fritjof Capra [2, p.16-18] looks at changing the current paradigm as part of a
larger process of fluctuation of the systems of values, and that which we need in
order to get prepared for the big transition we are about to enter, is a deep
reexamination of the main premises and values of our culture, a rejection of
those conceptual models that survive their utility and a new recognition of

13



certain values eliminated in the former periods of the cultural history. Based on

Arnold Toynbee’s ideas on the ascension and decline of civilizations; on the

ancient notion of fundamental universal rhythm leading to fluctuant cultural

models; on Pitirim Sorokin’s analysis on the fluctuation of the value systems
and the ideal of harmonious cultural transitions described in the book on

Chinese thinking I Ching, Fritjof Capra suggests the model of cultural dynamics.

The cultural imbalance, being at the roots of our current crisis, represents a

imbalance in our thoughts and feelings, our values and attitudes, our social and

political structures [Idem, p.26].

The sociologist Pitirim Sorokin, since early last century, appoints three
fundamental systems of values, which are at the basis of all the manifestations of
a culture: sensorial, ideational and idealist [Apud: 2, p. 16]: in the system of
sensorial values, the material is considered as final reality; in the system of
ideational values, the true reality is outside the material world, in the spiritual
sphere, which can be known through the inner experience. Thus, the system of
ideational values, as comprehensive unity between the sensorial and ideational
cultures can generate balance, integration and aesthetic fulfillment in nowadays
arts, science and technology. As a conclusion, we support the supposition,
according to which the artistic education values should be perceived as an
element of the value system which motivates the man’s activity and all the
changes in education and results from the development of its internal
contradictions. Reducing the gap between education and social development
marks the action of modernization of education, which includes both the system
of education, and the process of education.

The modernization of education is manifested as a spectacular
transformation, having several main directions of study and action [3, p.48-49]:

- Prospecting — the action of education preliminary studying for its adaptation
to the rapid rhythm of social development,

- Reevaluating and selecting the educational content — construction of the
educational curriculum,

- Designing and continuous testing the working method, the new strategy of
training-education,

- Insuring a larger degree of certainty of success in the instructive-educational
activities, etc.

The fundamental coordinations of the educational modernization define it in

brief:

- Modernization extends on education as a whole and cannot be reduced to
certain isolated or particular aspects. In the context of our research — the
values of artistic education are to be the element through which the adequacy
of the education components is realized in the direction of grounding the
process of human personality development process.

- The efficiency of modernization can be evaluated through the prism of its
contribution to realization of the educational ideal. In the context of our
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research — the values of artistic education are called to meet the imperatives

of modernization, insuring and stimulating the transposition into practice of

the educational ideal [7, p.552].

Modernity is called to capitalize the positive elements and impose at the same
time principles, modalities and new techniques of organization and realization of
education. Taking into consideration these ideas, we will be able to circumscribe
the relation between tradition and modernization of the artistic education in the
context of general education.

In the axiological sphere of education and learning the concept of value is
subscribed, which designates the totality of things significant for the man: the
value is recognized only in the moment when the man reports himself personally
to it. The reflection on the value becomes more and more stable namely in
crucial moments of history. The famous saying of Friedrich Nietzsche —
Umwertung aller werte, cannot be avoided, if we try to define from the
axiological perspective, the time of the reforms from general education.
Humanity does not elaborate absolutely new value systems in certain historic
periods, but considers only those already elaborated, adding to these new values,
but far less in number than the one constituted already.

The system of values of education in the Republic of Moldova has been
constituted from the educational concept, expressed in conceptual, theoretical,
juridical and normative documents of education and learning:

* The concept of the educational development in the Republic of Moldova
(1994);

* The National Development Plan of Education in the Republic of Moldova
(1995);

» The Concept of Education in the Republic of Moldova (2000);

The Law on Education (1995);

The Concepts of School Subjects (1992);

The Basic Curriculum. Regulatory Documents (1997);

Design of the Basic Curriculum. Methodological Guide (1997);

The Curriculum of the School Subjects (1999-2000);

* The Methodological Guides on Implementing the Curriculum (per school
subjects) (2000);

* The Evaluation in Education. Conceptual Orientations. Methodological Guide
(2002);

* Re-conceptualization and Structuring of the national education values;

* Re-conceptualization of the Educational Contents — Structuring Principles and
Criteria, the newly included teaching-learning subjects;

* Re- conceptualization and Educational Technologies Structuring.

The modern concept of education treats the values as an indispensable
thing for the educated, he himself effectively contributing to the appearance of
the value [8, p.12]. The contents of education represent a challenge for the
appearance of the value rather than the value itself, the latter being produced
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through the activity of the educated one. The universality of the artistic
education is due to the universal character of the values involved, as everything
that refers to the man, is produced in the sphere of the art’s values. Here are
several arguments for the artistic education values as a factor of change in
education:

— The subjects of the artistic education structure the educational values
according to the pupils’ principles of the artistic-aesthetic activity (the
principle of the link of art with life, the principle of the perception itself,
the principle of the artistic performance, the principle of the artistic
creation, etc.).

— The field of the artistic education gives priority to the formation of
attitudes, as the attitudes represent the personality’s fundamental
values, the essence of the human being. Through attitudes, the man is
reported to the external universe (the world from his outside) and to his
own inner world (the intimate universe).

— The educational values involves all the types of values, on condition that
they represent the message promoted by the educational theology,
contents, methodology and epistemology.

Structuring the values within the artistic-aesthetic subjects is expressed by the
formula: Fundamental values of the humanitas (the Truth, the Good, the Beauty,
the Rightness, the Liberty), Values specific to the artistic creation (aesthetic,
moral, religious, theoretical) and contextual Values (the immanent values and
the values in actu) of the literature and art works [Idem, p. 15].

An imperative in preparing the pupil for life still remains the personality’s
value development through the means of art. The man’s artistic activity, as well
as the product of this activity — the artistic creation, become decisive causes in
education. The artistic education in report to the aesthetic education expresses
more exactly and more accurately the values which the pupil is to be prepared
for. The education of the man and only, in the second place, of the artist — is the
desideratum of the arts curricular subjects in the general education school [5].

By knowing everything that art can give, by researching the reasons of the
artistic creation, we can deduct the value of the art and of the artistic education.
Through the process of artistic creation the man expresses the vibrations of his
soul. Through the creation of the art work the man evades from his own ego to
live for others as well. In this respect, through arts, the relations between people
are settled, art becomes a step of culture, through art the man’s ascension
towards humanity starts. Not only the production of the works of art, but also the
penetration of the works of art in existence should become the man’s aspiration.
The artistic act cannot miss from the pupils’ educational process. The artistic
manifestations satisfy certain soul requirements, which science, the moral and
religion cannot fulfill [1, p.239].

The art as a product of the human activity, cannot be overlooked in
pupils’education. The school, in all the educational and learning influences,
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cannot form the pupil’s personality without the areas of artistic (literary,

musical, choreographic, plastic, etc.) education. The theoretical understanding of

the field of artistic education is revealed through the artistic act concepts, artistic
process, artistic product, which become decisive causes in education.

According to Ernst Neumann, there are four big and important
manifestations in the field of the aesthetic life, which form an unitary aesthetic
system: 1) The Activity of Artistic Creation; 2) Its Product: the work of art; 3)
Tasting the work of art and the judgements of the aesthetic value (the
judgements of approval and disapproval, which it causes; 4) Dressing up our
entire life in a beautiful artistic form: the aesthetic and artistic culture [6, p. 17].
Thus, from the man’s productive artistic activity, from the realities from which
this field of life gets born, constitutes the components immanent for the aesthetic
system.

The essence of art addresses our perception and conscience. A piece of art
becomes an event of the human conscience in the process of its reception. The
Art Reception is constituted from more elements produced simultaneously or
successively: affective states and numerous intellectual acts. ,,A developed art
reception supposes an educated and informed conscience. The satisfaction raised
by a piece of art increases the lucidity with which we master it intellectually,
understanding it in its values and mechanism” [9, p. 312]. Recepting a work of
art, as T. Vianu observes, supposes the action of its aesthetic capitalization,
which is not produced automatically by the spirit.

The specificity of the art (because there are arts implying the development of
a succession of scenes like: the cinematographic art, theatre, music, literature) is
characterized through simultaneity, through the compression of the action in a
time and place unity (for example: painting, sculpture). While the first art is
based, to a larger extent, on a rapid perception, in which the spectactor is to
immediately perceive the essential content (a scene), so that he right away is
able to pass to another scene, each scene constituting particular elements of a
total whole.

The art values can be classified from more points of view:

- From the perspective of the educational system components:
teleological (the ideal, aim, objectives, standards and finalities of education),
related to content (subjects of study and formation, the toolkit of study and
formation), technological (activities and learning opportunities, procedures,
means, methods, techniques, teaching-learning-evaluation forms),
epistemological (concepts, theories, principles, ideas, precepts, laws,
regularities, norms);

- Depending on the nature of the object to kmow: activities of actual
perception, performance, creation, refection/thinking;

- From the perspective of didactic technologies: the totality of the teaching-
learning-formation-evaluation  tools (models, methods, techniques,
procedures, forms, etc.). As values-tools of education, the technologies
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trigger and produce the value-generator educational act of the person of the

educated one. The teaching-learning-formation-evaluation activities not only

produce values of the person, but they themselves are values of education.

If the learning contents include the set of knowledge, habits, skills designed at

the level of some official documents and refer to stimulating the development of

the pupils’ personality within a subject, then to a large extent, the learning
contents represent the ensemble of the values of a subject. For example, the
musical education values in pre-university studies from the perspective of the

modernized curriculum reunite [5]:

— The musical feeling as the quintessence of the musical act.

— The musical culture as finality of the musical education.

— The principle of the thematism in the route of the curriculum realization.

— The musical education lesson as form of musical-pedagogical activity
(creation), designed on basis of the artistic drama principles.

— The system of the pupils’ musical-didactic activities as product derived from
those four forms of musical activity: creation-interpretation-audition-
analysis.

— The musical culture that encompasses the role, functions and finalities of
culture in general, in the process of which the pupil, knowing/capitalizing the
world, knows/builds himself as spiritual creature.

— The musical education itself as the human being’s sensitiveness to music by
cultivating some specific qualities: the musical feeling = special sense of
music, the musical thinking = judgment in sonorities-feelings, musical
conscience = the ability to hear the world artistically-soundly, the musical
intelligence = higher degree of the cultural culture.

— Education through music, along with the cultivation of the pupil’s certain
general skills (sensibility, imagination, creative thinking, moral feelings,
etc.), seeks becoming spiritual - the supreme level of any education.

The pedagogical finality of the pupil’s communication with the work of art
is given not only by the aesthetic value of the artistic creation, but also by the
creative participation of the subject in this communication/knowledge. In this
respect, the learning contents in the subjects of the arts curricular area in general
and musical education in particular, include topics of study (in which the arts
legalities are hidden) and the musical repertoire of
audition/interpretation/elementary musical creation. In order to know the art of
music, it is necessary to discover the regularities of this art. Knowing music
means, first of all, knowing the musical language, which would allow the pupil-
receptor to decode the significance of the artistic expression, to allow the pupil-
creator to get involved in the act of elementary musical creation, to allow the
pupil the pupil-performer to communicate the respective message.

In conclusion, we mention that the pupil as consumer and creator is heading
towards the external reality or mainly towards the inner one to express and
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communicate artistically own understanding, feeling, vision. Passing through
this artistic experience essentially contributes to forming each child’s
personality. The value of artistic creations can be percepted only by creating
conditions of realization of a direct contact between the pupil and artistic work.
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2. CUNOASTEREA MUZICALA iN FORMAREA
CUNOSTINTELOR MUZICALE LA ELEVI
THE MUSICAL COGNITION IN THE FORMATION OF THE
MUSICAL KNOWLEDGE TO PUPILS

Viorica Crisciuc, Lecturer, Doctoral Candidate,
»Alecu Russo” State University from Balti, Republic of Moldavia

Rezumat: In articolul respectiv, se propune traseul specific de cunoastere muzicald in
procesul de formare a cunostintelor muzicale la elevi. In cele ce urmeazd, am identificat
cateva modalitati semnificative in procesul de formare a cunostintelor muzicale la elevi,
pornind de la conceptul specific educatiei muzicale - cunoastere muzical-artisticd. In
cercetarea respectivd, pentru a parcurge calea cunoagterii specifice muzicii, s-au analizat
diverse trasee propuse de cercetatorii din domeniile: pedagogic, psihologic, filosofic. Acest
traseu porneste cu percepea primard a muzicii §i prin patrunderea in sensurile evenimentelor
sonore accede spre trairea profunda a mesajului muzicii. Procesul de formare a cunostingelor
muzicale reprezinta componenta indispensabila a mecanismului cunoagterii artistice. Astfel,
cunogtintele muzicale sant componente constitutive ale etapelor de formare a competentelor
specifice domeniului.

Cuvinte cheie: cunoastere muzicala; cunostinte muzicale; proces de predare; educatie
muzicala.

Procesul de formare a cunostintelor muzicale la disciplina Educatie
muzicald, este conditionat de specificul cunoasterii muzical-artistice proprie
domeniului. Acest traseu porneste cu percepea primarda a muzicii $i prin
patrunderea in sensurile evenimentelor sonore accede spre trairea profundd a
mesajului muzicii. Procesul de formare a cunostintelor muzicale reprezinta
componenta indispensabild a mecanismului cunoasterii artistice. Astfel,
cunostintele muzicale sant componente constitutive ale etapelor de formare a
competentelor specifice domeniului. Actul cunoasterii in procesul de formare a
cunostintelor, din perspectiva elevului, nu este doar un act pedagogic de
asimilare a cunostintelor, ci si un act de cunoastere specificd - de trdire
emotionald, investigatie si descoperire a mesajului sonor.

Procesualitatea formarii cunostintelor se realizeaza 1n contextul
interactiunii unor etape de natura pedagogicd, psihologica, gnoseologica si
logica (S.Cristea, I.Bontas, [.Nicola, I.Cerghit, C.Oprea, M.Stefan, 1.Pitis etc.) si
specific  muzicale (D.Kabalevskii, B.Asafiev, E.Abdulin, Iu.Aliev,
E.Nazaikinski, V.Vasile, [.Gagim, M.Morari). Enumeram etapele procesului de
formare a cunostintelor de naturd pedagogica, gnoseologicda si logica: (a)
perceperea obiectelor si fenomenelor — care corespunde etapei cunoasterii
senzoriale. In cadrul cdreia prin contactul direct cu realitatea, prin mijlocirea
simturilor §i a capacitatii rationale se formeazd imaginea globala a realitatii sub
forma de perceptii si reprezentari, in plan mintal; (b) intelegerea, abstractizarea
si generalizarea cunostintelor — este etapa cunoasterii constiente, logice,
rationale, abstracte. Pe baza comparatiilor, analizei si sintezei, se abstrag mental
elementele esentiale, tipice si generale ale realitatii studiate, realizdndu-se
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intelegerea, generalizarea acestora sub forma de notiuni, concepte, idei, teze,
legi, teorii, ca urmare a interactiunii dintre mijloacele intuitive si mijloacele
logico-matematice de predare-invatare; (c¢) fixarea (stocarea) cunostintelor —
este actul de inregistrare si fixare (stocare) mintali. In cadrul acestei etape se
creeazi fondul aperceptiv, se asiguri memorizarea logicd a cunostintelor. In
contextul actului de fixare poate actiona fenomenul de feedback, in sensul
interventiei cu suplimentari, reludri sau corectari informationale; (d) formarea
priceperilor si deprinderilor — este etapa de aplicare a cunostintelor, de
formare a capacitatilor, priceperilor si deprinderilor intelectuale si practice, de
proiectare si investigatie stiintificd dupa caz. Aceastd etapa este definitorie
pentru formarea competentelor si incepe prin experientele efectuate in clasa si
continuate prin lucrarile, experientele si activitatile practice in afara orelor sub
forma de muncd independentd a elevilor. (¢) evaluarea cunostintelor — este
actul didactic de control (verificare), apreciere si notare a cunostintelor. El
evidentiaza nivelul, valoare si eficienta predarii-invatarii. Evaluarea este
proiectatd de profesor prin diverse mijloace, ea detine caracterul de reglaj —
pentru profesor si autoreglaj — pentru elev, realizandu-se principiul feedback-
ului. Prin operatiile procesului de predare (definire, expunere, explicare) elevul
in procesul de asimilare a cunostintelor muzicale parcurge traseul de cunoastere
artistica a continuturilor curriculare.

Pentru a parcurge calea cunoasterii specifice artei muzicii, vom analiza
diverse traseuri de cunoastere propuse in domeniile pedagogic, psihologic si
filosofic, acestea fiind raportate la specificul cunoasterii artistice. Potrivit
psihologilor occidentali, pentru efectuarea activitatilor muzical-didactice elevul
are nevoie de o suma de cunostinte clasificate dupa niste criterii bine structurate
(Ovide Decroly, John Dewey). In viziunea cercetitorilor, elevul trebuie si
parcurgd drumul cunoasterii de la activitatea practica ,,in sensul pragmatic” la
experientd, apoi la teorie. In scoald, elevul nu trebuie si acumuleze doar
cunostinte teoretice, ci prin activitati practice sa le descopere. Delimitam etapele
traseului de cunoastere, In viziunea cercetatorilor occidentali: (a) crearea unei
situatii empirice problematice, foarte apropiate experientei de viata a copilului;
(b) constientizarea problemei; (c¢) valorificarea experientei anterioare si
obtinerea unor noi informatii pentru rezolvarea problemelor; (d) formularea
unor ipoteze de rezolvare in baza totalititii de  informatii detinute; se
imagineaza, totodatd, consecintele probabile ale fiecareia din ipoteze; (e)
alegerea ipotezei, care pare a fi cea mai adecvatd pentru verificarea eficientei.
Prin confirmarea ipotezei, ea devine o noud cunostin{d, un nou adevar si, in
consecintd, un nou instrument de actiune in viitor'[5. p. 86].

Potrivit specificului cunoasterii artistice a muzicii, trairile emotionale stau
la baza continutului creatiei artistice. Astfel, fara trairea mesajului sonor-artistic
nu poate fi perceput continutul muzicii. Opera muzicald exista doar atunci cand

! Munteanu G., 1997, De la didactica muzicala la educatia muzicald, Bucuresti, Humanitas
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ea sund, iar receptorul 1i decodificd sensurile. Opera muzicald reprezintd
amploarea spirituald a individualitatii compozitorului. Trairile sunt nu numai
rezultatul asimildrii muzicii, ci temelia cunoasterii. Scopul muzicii nu poate fi
redus numai la trezirea sferei emotionale a omului. Patrunderea in intelesurile
muzicii se face in baza emotiilor, care devin indicatoarele efectului si influentei
muzicii asupra starii psihologice a omului. Asimilarea deplind a muzicii este
inseparabil legatd de operatiile cunoasterii emotional-rational-logice.
Cunoasterea rational-logica are rolul auxiliar in cunoasterea muzicii. In procesul
emotional/artistic/generalizator de cunoastere a muzicii elementul rational
participda ca factor care regleaza, ordoneazd (stiintific) trdirile, emotiile,
provocate de muzicd. In cunoasterea muczicii cunoasterea rationald este
dominata de cea emotionala.

Savantul B. Asafiev a reliefat procesualitatea specificd cunoasterii
muzicii:

1. Acumularea experientei muzical-auditive la elevi. Un rol esential, dupd opinia
lui B. Asafiev, il are maiestria pedagogica a profesorului. Muzicologul
considera ca dificultatea constad in aceea ca ,,stiintific nu se poate deduce de la ce
trebuie sd inceapd un profesor in formarea culturii muzicale la elevi™’ [1. p.
150].

2. Al doilea nivel in cunoasterea muzicii presupune introducerea treptata in
constiinta elevilor a elementelor esentiale care organizeaza miscarea muzicala.
3. Nivelul al treilea in cunoasterea muzicii este sfera experientei propriu-zise -
activitdfi de muziciere in diverse ipostaze, incepand cu transcrierea notelor
pentru asimilarea logicii citit-scrisului muzical, continudnd cu interpretarea
lucrarilor muzicale in diverse genuri. Vocalizarea notelor in procesul asimilarii
citit-scrisului muzical, poate contribui activ la imbogatirea tezaurului muzical-
auditiv si formarea culturii muzicale la elevi.

Prin urmare, constatdim cd procesul cunoasterii artistice a muzicii trebuie
inteles ca un tot Intreg, un sistem integru si nu proces divizibil. Numai printr-o
analiza stiintificd putem identifica elementele constituente — etapele acestui
proces: (a) introducere preliminard in studiul structurii lucrarii muzicale in
procesul cunoasterii perceptive; (b) detalierea continutului lucrarii prin prisma
experientei artistice a elevului, prin intermediul generalizarii diverselor nivele a
structurii schematice a mesajului lucrarii; (c) co-creatie - construirea imaginii
auditiv-subiective in baza conceperii sumative a structurii lucrarii muzicale.

Cunoasterea muzicii se manifestd ca un proces triadic cu elementele —
sincretism —analizd - sinteza. Caracterul triadic, ca principiu universal
gnoseologic, dezvdluie mecanismul procesului cunoasterii muzicale si ne
permite sd determindm clasificarea cunostintelor muzicale din perspectiva
procesului de formare la lectia de educatie muzicala.

2 Acadnes B.B., 1971, My3bikaneHas Gpopma kak nporecc, Ku.1 u 2. Jlenunrpan: Myssika, JICHUHTp.OTI-HUE
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Conform lui B. Asafiev, care a fundamentat in stiinfa muzicologica
conceptul triadic de dezvoltare a creatiei muzical (I — M — T: Intio-impuls,
motus-dezvoltare, terminus-sfarsit/concluzie), care poate fi acceptat ca model de
formare si dezvoltare a cunoasterii muzicii. Potrivit cercetdtorului Gh. Orlov
elementele procesului de cunoastere pe interior sunt organizate dupa o ierarhie.
Fiecare element este activizat printr-un impuls care se reflectd respectiv in
elementul urmator. Mecanismul procesului de cunoastere se imparte in doud
faze: (a) faza perceptibila — in care se adapteaza emotiile la mesajul muzical,
pregatind traseul pentru faza urmatoare; (b) faza aperceptibila— in care sunt
incluse procesele identificarii, diferentierii s1 organizarii legéaturilor structurale a
cunostintelor muzicale, directionate pentru valorizarea i asimilarea sensului
mesajului muzicii.

Dacda vom analiza in profunzime teoria propusd de Gh. Orlov, vom
observa ca fazele respective, printr-o sintezd analitica, se disperseazd in
elemente specifice, adaptabile la situatii concrete de formare a cunostintelor
muzicale la procesele psihologice interioare. Procesele cunoasterii respectd o
clasificare specificd in interiorul bifazic al mecanismului. Orlov Gh. distinge
elementele specifice procesului de predare a cunostintelor muzicale: (a) auzire
directionatd — care se manifesta dupa aparitia impulsului, reactionat la emotia
precedata de traire, (cdnd auzibilul ne-a starnit emotii ne-a interesat, Incepe
procesul audibil directionat); (b) delimitarea elementelor diferentiate din
amalgamul de sunete; (c) sesizarea elementelor structurale - proces complex
psihologic prin care numai cu prezenta experientei anterioare se produce
gandirea specifica cu care elevii compara, delimiteazd, comaseaza elementele
cunostintelor muzicale — ,,percep categoria de ordine” in muzica’ [1, pag.121].

In cercetidrile lui I. Sposobin “[6, pag.85] sant caracterizate tipurile de
expunere a materialului muzical in procesul de predare a cunostintelor muzicale.
Pentru cercetarea noastrd prezintd interes studiile despre elementele muzicii,
despre forme si procesele de analizd a mesajului sonor, prin care se asimileaza
muzica, modalitatile de analizd a formei muzicale (L.Mazeli, B.Medusevskii,
B.Protopopova, B.Tukerman, Iu.Tiulin, V.Bobrovskii).

Abordarea procesualitatii in muzica este sustinutd in cercetarile lui E.
Nazaikinski, care dezvoltd ideea cu privire la ,,decodificarea / intelegerea /
asimilarea cunostintelor muzicale” in procesul de formare prin: (a) procesul
componistic — directionarea de la sincretism spre analiza complexului in
procesul de compunere a muzicii; (b) procesul pedagogic — orientarea spre
sincretismul psihologic potrivit varstei scolare; principiile pedagogice potrivit
varstei adolescentiste, sinteza cunostintelor muzicale ca obiectiv in invatamantul
superior (respectiv potrivit varstei); (¢) activitatea reflexiva/critica — perceperea
lucrarii artistice ca fenomen complex si descrierea lucrarii muzicale (sinteza).
Categoriile procesuale sincretism - analiza-sinteza, (Kant, Hegel) ca concept cu

3 Acadnes B.B., 1971, My3bikaneHas Gpopma kak nporecc, Ku.1 u 2. Jlenunrpan: Myssika, JIeHUHTp.OTI-HUE
* Hazaiixuuckuii E.B., 1982, Jloruka My3bsikanbHOi kommosuiun, Mocksa: 31 Mysbika
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referire la procesualitatea cunoasterii si formuld a gandirii dialectice, s-a
inraddcinat si este actuald si in zilele contemporane in filosofie, stiinte,
arteologie’ [6. p.121].

Dupa V.Ostromenski, procesualitatea cunoasterii este parcursd prin dinamica
dezvoltarii muzicii s1 dinamica trdirilor omenesti, care sunt niste paralele, ce se
disperseaza uneori, dar in majoritate se contopesc. Ca o dovadd a acestui
paralelism este modalitatea Tn care se contureaza structura creatiei muzicale in
cadrul procesului de cunoastere. Contrastarea, confruntarea, organizarea,
sincronizarea impulsurilor prestabilesc degajarea trairilor in cunoasterea muzicii.
V.Ostromenski propune un traseu in procesul de cunoastere a mesajului sonor:
1. Patrunderea orientativa in structura creatiei muzicale in cadrul actiunii de
receptare;

2. Interpretarea imaginii muzicale prin prisma experientei artistice a auditorului
si a generalizarilor desprinse din analiza structurii creatiei muzicale;

3. Re-crearea subiectivda a imaginii artistice Tn urma cunoasterii structurii
creatiei muzicale’[7. p.24].

In acest context, remarcim despre delimitarea a patru trepte in procesul de
cunoastere dupd G. Balan: (a) reactia emotionala,(b) perceptia imaginativa,
care este alcatuitd din reprezentdri mentale, in care eventual gasim explicatii
literare; (c) efectul muzicii asupra gdndirii: meditatii inspirate de starile
sufletesti; (d) gdndirea muzicala, care este divizatd in trei nivele: a) nivelul
respectiv tine de efectul muzicii asupra gandirii, care induce la meditatii ,,ne
muzicale”, subiective, inspirate din stirile sufletesti si reprezentarile mintale
amintite anterior; b) Tn urmatorul nivel gandirea devine pur muzicald in sens ca
contemplarea muzicii devine o realitate obiectiva, de ordin sonor. Consideram,
ca acest proces de cunoastere este un act veritabil, in care muzica se percepe
desprinsd de impactul ei1 emotional si intelectual; c) respectivul nivel se
caracterizeaza prin perceptia muzicii ca lume in sine, care traieste exclusiv prin
elocventa si forta sunetului” 7[2. p.23].

Procesul de formare a cunostintelor muzicale la elevi
| |

Traseul cunoasterii muzicale (nivelurile)

v
Reprezentare auditiva; Experienta propriu-zisa; Trairile, perceperea
(acumularea experientei introducerea elementelor care = frumosului (valorizarea
auditive);(perceperea favorizeaza intelegerea, aplicarea, cunostintelor, trairea
primara, cunoasterea ) sinteza cunostintelor muzicale profunda a mesajului

Figura N1. Traseul cunoasterii muzicale in procesul de formare a cunostintelor
muzicale

3 HasalKuHCKHii E.B., 1982, Jloruka my3bikanbHON Kommno3uiuu, Mocksa: M3n.My3bika
% Octpomenckuii B.JI., 1992, BocnpusiTie My3bIKi Kak Tearoriaeckas mpooiema, Kues: Mys.Ykpansa
" Bilan G., 1998, Cum si ascultim muzica, Bucuresti Humanitas
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Prezintd interes conceptul de ,,cunoastere de tip muzical” prin care
cercetdtorul I.Gagim reliefeaza subtilitatile actului muzical in raport cu alte arte.
Cunoasterea de tip muzical este: (a) cunoastere intuitiva: imediatd, nemijlocita,
infailibila si1 absoluta; sesizeaza fondul esential, este un act unic, indivizibil; este
proprie sesizarii fenomenelor spirituale, unde descoperirea adevarului are loc nu
prin rationare/explicare, dar prin trdire si intelegere (W.Dithey), se raporteaza
direct la creativitate, ea stabileste o comunicare simpatica (H.Bergson); (b)
cunoastere traire: gen de cunoastere noologica, originald, unde dispare dualitatea
subiect-obiect, unde trdirea este proces interior care, desfasurdndu-se, ia
cunostintd de sine 1insdsi; (c) cunoastere prin identificare: o cunoastere
preponderent calitativd In raport cu cunoasterea preponderent cantitativa
(stiintificd), o cunoastere fenomenologici (E.Hussert, M.Heidegger) °[4,
pag.17].

Prin cunoscuta definitie datd muzicii ca ,,exercitiu aritmetic al sufletului
pe care-l face fara ca sa stie” — G.W.Leibniz subliniaza caracterul irational al
muzicii, aratdnd cd perceptia contribuie la o cunoastere aparte, tainica. E
,cunoasterea inimii” (,,raison du coeur”) cu logica sa specificd. Cunoasterea
prin muzica prilejuieste o cunoastere distinctd - cunoasterea prin ,,intrarea in
obiectul cunoasterii, prin identificarea - contopirea cu el. Astfel, [.Gagim
remarca, treptele cunoasterii de tip muzical: (a) reprezentare auditiva; (b) reactie
empirici; (c) experienta propriu-zisd: triirile, perceperea frumosului “[3, p.231].
Cunoasterea de tip muzical derivd dintr-un gen mai larg de cunoastere —
cunoasterea prin auz, ea implicd activ atentia si concentrarea, sporind rolul lor in
descoperirea sensului nevazut al celor auzite si se produce prin intermediul a
patru de ,,I”: Imaginatie, Intuitie, Inspiratie, Inconstient™.

In aceastd ordine de idei mentionim faptul, cd in procesul de predare a
cunostintelor muzicale reprezintd un act specific de comunicare a receptorului
cu muzica, prin etapele constitutive a cunoasterii de tip muzical. Astfel,
rezumand sursele stiingifice (Im.Kant, B.Asafiev, A.Sposobin, L.Mazeli,
B.Medusevskii, B.Protopopova, B.Tukerman, Iu.Tiulin, V.Bobrovskii,
V.Ostromenskii, Gh.Orlov, G.Bdlan, [.Gagim) ne-au condus la delimitarea
criteriilor de caracterizare a procesului de cunoastere muzicala:

o Criteriului emotional-artistic-imaginativ, care se construieste pe cunoasterea
lumii inconjuratoare prin emotii specifice procesului de predare a cunostintelor
muzicale;

e Criteriului rational-afectiv care este practic-utilitar, stiintific-teoretic si se
bazeaza pe operatiile psihologice cognitive si afective, specifice procesului de
predare a cunostintelor muzicale.

¥ Gagim 1., 2004, Fundamente psihopedagogice si muzicologice ale educatiei muzicale, Referat stiintific, al tezei
de doctor habilitat, Chisinau
? Gagim L., 2003, Dimensiunea psihologicd a muzicii, Editura Timpul, Tasi
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In concluzie, cunoasterea muzicald presupune totalitatea cunostintelor
muzicale percepute ca un sistem unitar din perspectiva procesualititii
cunoasterii de tip muzical. Mecanismul cunoasterii muzicale corespunde/se
subordoneaza procesului de formare a cunogtintelor muzicale din urmatoarele
considerentele: (a) poseda valoare estetica, sunt modele de realizare artistica; (b)
poseda valoare educativa, ofera situatii de structurare a unor capacitati si
atitudini esentiale pentru atingerea competentelor specifice educatiei muzicale;
(c) poseda diversitate tematica si stilistica, prin procesualitate se abordeaza teme
variate, specifice universului elevului, dar apartindnd unor epoci si stiluri
muzicale diferite, definitorii pentru formarea competentelor la elevi; (d) este
centrat pe elev — subiectul educatiei; (c) prin cunoasterea muzicala elevul
parcurge traseul specific educatiei muzicale si specific pedagogiei in general.
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Abstract: In the article in question is conceptualized the basic route of the process of
assimilation of the sonorous message, specific to the music education, the musical cognition.
In the following, we sought to identify some ways of signification during the formation of the
musical knowledge to pupils, starting from the reference points related to the concept of the
musical cognition. In this research, we have analysed various routes of cognition proposed by
the researchers in the fields of pedagogy, psychology, philosophy, that approached the
specific aspects of cognition in music. The formation of knowledge is conditioned by the
specificity of cognition after the primary perception of music, then through the mechanism of
cognition: comprehension, application, synthesis and valorisation, to a profound experience
of the sonorous message. Thus, the musical knowledge is the important tools in the stages of
formation of the contextualized application capacity of the musical knowledge to pupils, in
musical-teaching activities of the lesson.

Keywords: musical cognition, musical knowledge, process of formation, music education.

The formation of musical knowledge in musical education discipline is
conditioned by the specifics of musical and artistic cognition of its own domain.
This route starts with the primary perception of music and by penetration into
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the meanings of sonorous events; it accedes to the profound experience of music
message. The formation of musical knowledge is the indispensable component
of the mechanism of artistic cognition. Thus, the musical knowledge is the
constituting component of the skills training stages specific to the field. The act
of cognition in the formation of knowledge from pupil’s perspective is not just a
pedagogical act of knowledge assimilation, but it is an act of specific cognition —
of emotional experience, investigation and revelation of sonorous message.

The processuality of knowledge formation is done in the context of the
interaction of certain stages such as pedagogical, psychological, gnoseological
and logical (S. Cristea, I. Bontas, 1. Nicola, I. Cerghit, C. Oprea, M. Stefan, I.
Pitis etc.) and specific musical (D. Kabalevskii, B. Asafiev, E. Abdulin, Iu.
Aliev, E. Nazaikinski, V. Vasile, I. Gagim, M. Morari). We would like to
mention the stages of pedagogical, gnoseological and logical knowledge
formation: (a) the perception of objects and phenomena which corresponds to
the stage of sensory cognition, in which by the direct contact with the reality, by
means of senses and rational capacity is formed the global image of the reality in
forms of perceptions and representations in mental plan; (b) the comprehension,
the abstraction and generalization of knowledge is the stage of conscious,
logical, rational and abstract cognition. On the basis of comparison, analysis and
synthesis, are mentally abstracted the key elements, which are typical and
general of the studied reality, arriving to their comprehension and generalization
in forms of notions, concepts, ideas, theses, laws, theories, as a result of the
interaction between intuitive and logical-mathematical means of teaching and
learning; (c) the fixation (the storage) of knowledge is the act of recording and
mental fixation (storage). At this stage, the apperceptive fund is created and the
logical memorization is ensured. In the context of the fixation act, feedback
phenomenon may act in the purpose of the intervention with additional
information, reversals or informational corrections; (d) the formation of
competencies and abilities is the stage of knowledge application, of capacities
building, of intellectual and practical skills and abilities, of design and scientific
investigation as appropriate. This stage is essential for the formation of
competencies and begins with the experience performed in classroom and
continued through the works, experiences and practical activities outside school
hours as independent work of pupils; (e) the evaluation of knowledge is the
didactic act of checking (supervision), appreciation and rating of knowledge. It
highlights the level, the value and the efficiency of teaching and learning. The
evaluation is designed by the teacher by various means and it has a control
character for the teacher and a self-control character for the pupil thereby
upholding the principle of feedback. By the operations of the teaching process
(definition, exposure, explanation), the pupil in the assimilation process of
musical knowledge, pass through the path of artistic cognition of the curricular
contents.
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In order to pass through the path of specific cognition of the art of music,
we will analyze various ways of cognition proposed in the fields of pedagogy,
psychology and philosophy, they being reported to the specifics of artistic
cognition. According to Western psychologists, for the achievement of the
musical and didactic activities, the pupil needs a sum of knowledge classified by
some well structured criteria (Ovid Decroly, John Dewey). In the opinion of the
researchers, the pupil must pass the way of knowledge from the practical
activity “in the pragmatic meaning” to the experience and after that to the
theory. In school, the pupil must not acquire only theoretical knowledge, but he
must discover them through practical activities. According to the Western
researchers, we delimit the following stages of the path of cognition: (a) the
creation of a problematic empirical situation very close to the life experience of
the child; (b) the awareness of the problem; (c) the exploitation of the previous
experience and getting of new information to solve problems; (d) the
formulation of some solving hypothesis on the basis of the totality of
information held. At this stage, it also imagines the probable consequences of
each of hypothesis; (e) the choice of the hypothesis which seems to be the most
appropriate for the checking of the efficiency. By the confirming the hypothesis,
it becomes a new knowledge, a new truth and, consequently, a new tool of
action for future "’[5. p. 86].

According to the specifics of artistic cognition of music, the emotional
experiences underlie the content of artistic creation. Thus, without the
experience of the sonorous-artistic message, the content of music can not be
perceived. The musical work exists only when it sounds and the receiver
decodes its meaning. The musical work is the spiritual ampleness of the
individuality of the composer. The experiences are not only the result of the
music assimilation, but the foundation of the cognition. The purpose of music
can not be reduced only to the awakening of the human emotional sphere. The
penetration into the meanings of music is achieved on the basis of the emotions
which become the indicators of the effect and the influence of music on the
psychological state of human being. The full assimilation of music is
inseparably linked to the operations of the emotional, rational and logical
cognition. The rational and logical cognition has an auxiliary role in music
cognition. In the emotional, artistic, generalized process of music cognition, the
rational element participate as a factor that regulates, orders scientifically the
experiences, the emotions caused by music. In music cognition, the rational
cognition is dominated by the emotional one.

The scientist B. Asafiev revealed the processuality specific to music
cognition:

1. The accumulation of musical and auditory experience at pupils. In B.
Asafiev’s opinion, the pedagogical craftsmanship of the teacher has an essential

' Munteanu G., 1997, De la didactica muzicala la educatia muzicald, Bucuresti, Humanitas
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role. The musicologist considers that the difficulty consists in the fact that
“scientifically it can not deduce from which part must start a teacher in the
formation of musical culture at pupils ** [1. p. 150].

2. The second level in music cognition involves the gradual introduction in
students’ conscience of the essential elements that organizes the musical
movement.

3. The third level in music cognition is the field of the experience itself: musical
activities in various hypostases, beginning with the transcription of the notes for
the assimilation of logic, musical reading and writing, continuing with the
interpretation of musical works of various genres. The vocalization of the notes
in the process of the assimilation of the musical reading and writing can actively
contribute to the enrichment of musical and auditory heritage and to musical
culture formation at pupils.

Therefore, we observe that the process of artistic cognition of music must
be understood as a whole, an integrated system, not a divisible process. Only by
a scientific analysis we can identify the constituent elements of this process: (a)
the preliminary introduction in the study of the structure of musical work in the
process of perceptive cognition; (b) the particularization of the musical work
content in the light of the artistic experience of the pupil, by means of
generalization of various levels of the schematic structure of the message of the
musical work; (c) the co-creation which consists in the creation of the auditory
and subjective image on the basis of the summative conception of the structure
of the musical work.

The cognition of music manifests as a triadic process with the following
elements: syncretism, analysis, synthesis. The triadic character, as universal
gnoseological principle, reveals the mechanism of the process of music
cognition and it allows us to determine the classification of musical knowledge
in terms of the formation process at the lesson of music education.

According to B. Asafiev, who consolidated in the musicological science
the triadic concept of development of musical creation (I — M — T Intio-impulse,
mottos-development, terminus-end/conclusion), it can be accepted as a model of
formation and development of musical cognition. The researcher Gh. Orlov
argues that the elements of the cognition process in the interior are organized
according to a hierarchy. Each element is activated by a pulse that is reflected in
the next item. The mechanism of the cognition process is divided into two
phases: (a) the perceptible phase in which the emotions to the musical message
adapt, preparing the path for the next phase; (b) the apperceptive phase that
includes the processes of identification, differentiation and organization of
structural links of musical knowledge, directed for the valorisation and the
assimilation of the music message meaning.

"' Acadwes B.B., 1971, My3sikansHas dopma kak nponecc, Ku. 1 u 2. Jlennurpaa: Mysbika, JICHHHTp.OT/I-HIE

29



If we analyze deeply the theory proposed by Gh. Orlov, we see that the
respective phases, by an analytical synthesis, disperse in specific elements
adaptable to concrete situations of formation of musical knowledge to interior
psychological processes. The processes of cognition keep a specific
classification in the biphasic interior of the mechanism. Gh. Orlov distinguishes
the specific elements of teaching musical knowledge: (a) directed hearing which
manifests after the burst of the impulse, as a reaction to the emotion precede by
the experience (when what we hear aroused us emotions, interested us, the
directed audible process begins); (b) the delimitation of the differentiated
elements from the amalgam of sounds; (c) the notification of the structural
elements — psychological complex process through which only with the previous
experience occurs the specific thinking by means of which pupils compare,
delimitate, merge the elements of musical knowledge — “perceive the category
of order” in music * [1, pag.121].

In I. Sposobin’s research ’[6, pag.85] the types of exposure of musical
material in teaching process of musical knowledge are characterized. The works
that are of interest for our research are the studies about the music elements,
about the forms and the processes of analysis of the sonorous message by which
assimilate the music and the modalities of analysis of musical form (L.Mazeli,
B.Medusevskii, B.Protopopova, B.Tukerman, Iu.Tiulin, V.Bobrovskii).

The approach of processuality in music is sustained in the research of E.
Nazaikinski who develops the idea on “decoding/comprehension/assimilation of
music knowledge” in the training process by: (a) the compositional process — the
orientation from the syncretism to the analysis of the complex in the process of
music composition; (b) the pedagogical process — the orientation to
psychological syncretism according to school age; the pedagogical principles
according to the adolescent age, the synthesis of musical knowledge as an
objective in higher education (according to the age); (c) the reflexive/critical
activity — the perception of artistic work as a complex phenomenon and the
description of the musical work (the synthesis). The procedural categories
syncretism — analysis — synthesis (Kant, Hegel) as a concept referring to the
processuality of cognition and as a formula of dialectical thinking, took root and
it is actual nowadays in philosophy, sciences, arteology "* [6. p.121].

In V. Ostromenski opinion, the processuality of cognition is traversed by
the dynamics of the development of music and the dynamics of human
emotions, which are some parallels that disperses sometimes, but most often
they merge. As a proof of this parallelism is the way in which the structure of
musical creation takes shape within the process of cognition. The contrast, the
confrontation, the organization, the synchronization of the impulses preordains

1> Acadwes B.B., 1971, My3bikansHas dopma kak nponecc, Ku. 1 u 2. Jlennurpaa: Mysbika, JICHHHTp.OT/I-HIe
' Hasaiikuuckuit E.B., 1982, Jloruka my3bikanbHON Kommno3uiuu, Mocksa: M3n.My3bika
'* Hasaiikuuckuit E.B., 1982, Jloruka my3bikanbHON Kommno3uiuu, Mocksa: M3n.My3bika
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the release of emotions in music cognition. V. Ostromenski proposes a route in
the process of cognition of sonorous message:

1. The guiding penetration in the structure of musical creation within the action
of comprehension;

2. The interpretation of musical image in the light of the artistic experience of
the auditor and the generalizations derived from the analysis of the musical
creation structure;

3. The subjective re-creation of artistic image after the cognition of musical
creation structure [7. p.24].

In this context, we notice the delimitation of four steps in the process of
cognition according to G. Bélan: (a) the emotional reaction; (b) the imaginative
perception which consists of mental representations, in which we find
eventually literary explanations; (c) the effect of music on thinking: meditations
inspired by the moods; (d) the musical thinking, which is divided into three
levels: 1) the first level is related to the effect of music on thinking, which
induce subjective meditations inspired from the moods and the mental
representations previously mentioned; 2) in the second level, the thinking
becomes purely musical in the sense that the contemplation becomes an
objective reality, of sonorous nature. We consider that this process of cognition
is a veritable act in which the music is perceived detached from its emotional
and intellectual impact; 3) the third level is characterized by the perception of
music as a world in itself, who lives exclusively through the eloquence and the
power of the sound [2. p.23].

The formation of musical knowledge at pupils
| L

The path of musical cognition (the levels)

v
Auditory The experience proper; the The experiences, the
representation; introduction of the elements perception of beauty
(the accumulation of that favors the (the valorisation of
auditory comprehension, the ot knowledge, the
experience);(the application and the synthesis profound experience
primary perception, of musical knowledge of music message)
the cognition)

Figure no. 1. The path of musical cognition in the formation of musical
knowledge

An interesting concept is the concept of “musical cognition type” by
which the researcher 1. Gagim emphasises the subtleties of the musical act in

' Octpomenckuii B.JT., 1992, Bocrpusitie My3bIKi Kak rearormaeckas mpobiema, Kues: Mys. Ykpansa
'® Balan G., 1998, Cum si ascultim muzica, Bucuresti Humanitas
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relation to other arts. The musical cognition type is: (a) the intuitive knowledge:
immediate, direct, infallible and absolute; it notifies the essential fund, it is a
single act, indivisible; it is specific to the perception of the spiritual phenomena,
where the discovery of the truth occurs not by reasoning/explanation, but by the
experience and comprehension (W. Dithey), it is directly related to the
creativity, it establishes a sympathetic communication (H. Bergson); (b) the
cognition by experience: neologistic kind of cognition, original, where the
duality subject-object disappears, where the experience is an interior process
which being carried out, becomes aware of itself; (c) the cognition through the
identification: a preponderantly qualitative cognition in relation to the
preponderantly quantitative cognition (scientific one) , a phenomenological
cognition (E. Husserl, M. Heidegger) "'[4, pag.17].

By the known definition of the music as “the arithmetic exercise of the
soul which makes it without knowing it” > — G. W. Leibniz mentions the
irrational character of the music, pointing that the perception contributes to a
special cognition, a mysterious one. It is “the heart cognition” (“raison du
coeur”) with its specific logic. The cognition through the music affords a distinct
cognition, the cognition by “the penetration into the object of cognition, by the
identification and the fusion with it. Thus, I. Gagim notes the steps of music
cognition type: (a) the auditory representation; (b) the empirical reaction; (c) the
experience itself: the emotions, the perception of beauty '°[3, p.231]. The music
cognition type derives from a wider kind of cognition — cognition by hearing; it
actively involves the attention and the concentration, increasing their role in the
discovery the invisible meaning of those heard and it is produced by four of “I”:
“imagination, intuition, inspiration, instinctive”.

In this respect, we mention the fact that in teaching music knowledge, it is
a specific act of communication of the receptor of the music by the constituent
phases of musical cognition type. Thus, summarizing the scientific sources (I.
Kant, B. Asafiev, A. Sposobin, L. Mazeli, B. Medusevskii, B. Protopopova, B.
Tukerman, Iu. Tiulin, V. Bobrovskii, V. Ostromenskii, Gh. Orlov, G. Balan, I.
Gagim), we may say that they lead us to the delimitation of the criteria of
characterization of music cognition:

e The emotional, imaginative and artistic criterion which is built on the
surrounding world cognition by specific emotions of teaching musical
knowledge;

e The rational, emotional criterion which is practical, utilitarian, scientific,
theoretical and relies on psychological, cognitive and emotional operations
specific to musical knowledge teaching.

'" Gagim I., 2004, Fundamente psihopedagogice si muzicologice ale educatiei muzicale, Referat stiintific, al
tezei de doctor habilitat, Chisinau
'® Gagim 1., 2003, Dimensiunea psihologici a muzicii, Editura Timpul, Iasi
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In conclusion, the musical cognition assumes all musical knowledge
perceived as a unitary system from the perspective of the processuality of
musical cognition type. The mechanism of musical cognition corresponds/is
subordinated to the formation of musical knowledge from the following
considerations: (a) it has aesthetic value, it is a model of artistic achievement;
(b) it has educational value, it offers structured situations of certain skills and
essential attitudes in order to achieve the specific competencies for musical
education; (c¢) it has thematic and stylistic diversity, by processuality it addresses
various topics specific to the pupil’s universe, but belonging to different eras
and musical styles, definitive for the formation of competencies at pupils; (d) it
is centred on the pupil — the subject of the education; (e) by musical cognition
the pupil passes through the path specific to musical education and pedagogy in
general.
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3.POLISEMANTISMUL IMAGINII ARTISTICE CA PROBLEMA
METODOLOGICA
THE POLYSEMY OF ARTISTIC IMAGE AS METHODOLOGICAL
PROBLEM

Lilia Granetkaia, Senior Lecturer PhD,
»Alecu Russo” State University from Balti, Republic of Moldavia

Rezumat: Nu putem sa vorbim despre un impact educativ asupra lumii spirituale ale
elevilor in afara conceperii muzicii drept arta cu continut ideatic vast, care reflecta universul
trairilor si sentimentelor umane — toata viata in plenitudinea sa. In acest context considerdm
recrearea imaginii artistice a muzicii ca condifie obligatorie in interpretarea muzicii. In
articol se propun §i se analizeaza metodele de dezvoltare la elevi a gandirii imagistice, a
imaginatiei §i a altor aptitudini muzicale contribuitoare la intelegerea mesajului/imaginii
artistice a operei muzicale.

Cuvinte cheie: imagine artistica, imagine interpretativa, imagine muzicald, analiza
interpretativa, competenta de interpretare imaginii muzicale, formarea pianistica, metode
muzicale.

Abstract: It' s absurd to talk about any musical impact on the children's spiritual world, if
they haven'’t learnt to listen to the music as meaningful art, containing man’s thoughts,
feelings, ideas of life and images. Revealing of an artistic image in music is the necessary
condition for a brilliant and emotional performance. This article examine some methods
intended for child’s development of figurative mentality, imagination and other abilities for
disclosing an artistic content of music.

Keywords: artistic image, interpretative image, musical image, interpretative analyses,
competence of interpreting musical image, piano formation, musical methods.

Introduction

Since older times music is acknowledged as an important tool forming
personality, his spiritual world. Modern researches testify that musical
development influences the general education: an emotional sphere is formed,
improving the child’s intellect. The child becomes sensitive to beauty in art and
life.

The modern principles of teaching music in schools are characterized by
stable tendencies of innovating the content of education. The actual problems of
how to making the child like music, be his soul and life are still very burning.
That’s why methods and techniques of teaching music are improveing. The
reform of modern education advances a new concept at present — displacing the
role from accumulating knowledge to the formation of competences.

We consider that one of the fundamental students’ competences should be the
competence, which discloses the musical content, understanding the artistic
sense of music. We will mark it as the interpretation competence of musical
image. So far as any music performance knowledge is an original personal
interpretation, the student must possess not the listening or performing
competence of music, but the specifically the competence of interpreting the
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musical image. Before passing to the elaboration of forming competence
interpretation of musical image methodology, it is necessary to give an
epistemological basis to the next aesthetic categories: musical content / musical
image / artistic image.

Research methodology

L. P. Kazantzeva having studied the cultural musical, artistic, scientific
experience for centuries answers the question what music is and what is the
essence of musical content in the following way: music — is the expression of
human emotions; the expression of perception of inner world; of mysterious
depths of soul; the expression of the inexpressible, of subconscious, of the
essence of being, of the existential, absolute, spiritual, the reflection of reality;
music- is a movement; the expression of the positive ; the expression of the man
and the world; the reflection of reality in man’s thoughts and emotions, a
particular world; a combination of sounds; music- is all that sounds.[1.pag. 7-11]

The encyclopedia [2] distinguishes various aspects of artistic image,
demonstrating its presence in many spheres of cognition in an artistic image is
a fact of ideal reality in the ontological aspect, an artistic image 1S no more
other than a sign, in the semiotic aspect, that is a means of communication of
sense in the limits of a given culture or related cultures; an artistic image is a
fantasy in the epistemological aspect, it is closer to such a variety of cognitive
thought, as assumption; even Aristotle noticed that the facts of art belong to the
sphere of probability, where we can say neither “yes” or “no” about that reality.
It is not difficult to conclude that the artistic image can be only as a result of its
ideality and imaginary; the artistic image presents an expedient similar life
system in an aesthetic aspect, in which there are not superfluous, unnecessary
and which makes the impression of beauty just because of the absolute unity
of actions and making sense of its parts.

If as a “system” the image is autonomous and as an ideal object is
impartial, then as an assumption it is subjective; but as of a sign- it is
intersubjective, communicative, which is achieved during the “dialogue”
between the composer- artist and an listener, and in this case it is not a thing or
a thought, but a correlated process.

V. K. Suhantzeva confirms that “music as a phenomenon and category of
musical process assumes the availability of:

a) authorship; b) strictly fixed sound pattern; ¢) adequate reproduction in
perception and interpretation.” [3]

E.Nazaikinskii considers that the artistic sense varies from interpreter to
interpreter, from listener to listener, thereby confirming the idea of about
multiplicity of musical sense [4, p. 21].

A. Sohor confirms that music actualizes in the listener’s consciousness not
exactly as it existed the composer’s consciousness. Therefore, it is correct to
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speak not only about a single content, but about some contents: composer’s,
interpreter’s, listener’s.

From the point of view of philosophy, aesthetics, musicology, the research
of such concepts as — content, image, sense, has argued the necessity of its
differentiation. The artistic-creative activity of the composer, interpreter,
listener proposes the distinction of three types of images: musical, artistic and
interpretive. (A. Sohor, L. Mazeli, V. Tzukkerman, G. Neuhaus, H.
Kretzschmar, O.Garaz )( pic. 1)

COMPOSER Musical content <
(form musical )

Musical image

v

Artistic image 1, 2,
2

A 4

A 4

INTERPRETE Artistic sense 3
R > 1,2,3... ¥ —
Interpretive image 1,
7 2
A 4 A 4
LISTENER Artistic sense Artistic image 1, 2,
1,2,3... g 3...

Pic. 1. The correlation of the concepts of musical image, artistic image and
interpretive image.

It is true in the artistic activity it is by process of authentic experience and
only then may arise an art. The true immersion in an artistic image , its grasping
is closely related to the process of experience, with passing through oneself,
skills to feel keenly the intonations of music.

The disclosing the artistic image of music is a necessary condition for a
clear and emotional performance. We should teach our students to listen, to
hear, to interpret a musical work.

In the modern world the dynamic development of the society requires
from the teacher such an activity, that would allow the child not only to adapt in
the society, but also to his creative individuality. To teach children to feel and
understand music from the early years of training, it is very important from the
methodological point of view. There is a remarkable method, used by Tatiana
Smirnova, a Moscow methodologist, the author of “ The intensive method of
teaching piano. She considers that the compulsory condition from the early pre-
school age, is to train children to empathize music. Children can learn to
empathize on classical music: in this case, the music becomes clear, simple and
as natural as the air. In the early pre- school age it is important to start with the
development of the child’s emotional world, his artistic abilities through the
game. It is a very suitable period: the child involves in any game easily animates
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all objects and images. One can use a variety of techniques — for example, to tell
tales, in order to develop a deep understanding of classical music. It is important
to develop the sensual, emotional sphere, without which it is impossible to
imagine an artistic personality. T. Smirnova is convinced that if a person cannot
be sensitive, deeply empathize, then he cannot become a talented interpreter.
She argues that children who are involved in the creative process from the early
age, are all talented and when they grow up, they are very successful in any art.
If they start ballet — they dance well, they manifest themselves in painting more
interesting and brighter than the others. This is accounted by the development of
the emotional sphere and the ability for creative thinking. It is very important
not just to listen “to pass”, but to live various classical music with children. And
that is why they have a deep understanding of music and a huge desire to play,
when they start piano lessons. It is important for children to get used not to be
only listeners, but be participants of the musical process: they “play music”, they
are active in the creation of their own inner world at the time of hearing music.
And then, all these emotions, which the child keeps in mind willingly, are easy
to transfer in playing the instrument.

The development of student’s motivation is another important factor from
the point of view of piano’s psycho- pedagogy. In our opinion, the motivational
aspect of training younger students to play the piano, is the least controllable
today. Motivation forming occurs spontaneously, being rather the result of the
advanced achievements of teachers, than the subject of a specific, focused,
systematic work. However, according to some scientists (B. G. Ananiev, V. K.
Viliynas, S. L. Rubinstein ) the problem of motivation is one of the central
problems in the human science, which is connected with the investigation of the
reasons, motivating behavior and various forms of human activity. It’s important
that the awareness of human motives is not done automatically, but as a result of
special activity, when the conscious motives become personal meaning (A.L.
Leontiev). The teacher should excites the child’s curiosity and then the children
will have a desire to endeavour. Student’s motivation plays an important role
and its development is the main teacher’s task. The study of a musical work
should be a conscious process, full of personal meaning, taken at different
stages. A student becomes an interpreter. When he get acquainted with music
(getting to know the author’s style, means of musical expression), he reveals the
musical content on the basis of personal artistic image.

The problem of creating an artistic image has also been studied in
musicological, aesthetic aspect by such scientists as B. Asafiev, A. Sohor, M.
Bonfelid, E. Nazaikinskii, O. Garaz. In methodological aspect by — G. Neuhaus,
K. Igumnov, L. Barenboim, A. Goldenveyser, S. Karasi, L. Granetskaia. The
psychological aspect of the problem is identified by B. Teplov, V. Petrushin, G.
Tsipin, I. Gagim.

In my opinion, from the methodological point of view, the problem of
understanding the musical content by creating an artistic, personal image,
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requires constant search for new solutions, renewing methodological
framework- new teaching technologies, methods, techniques.

The original purpose of the lesson is to instill a love of music. The child’s
individual bents are tools for development of sensitivity to the music, in view of
his age characteristics, level of mental and spiritual development. That’s why it
is necessary to conduct a repertoire with various aspects, such as: software
requirements, the artistic importance of works; the stylistic and substantial
diversity, the methodological and technical expediency, the child’s character and
his preferences.

Activity should be organized in such way, that child himself could find
solutions. The discovering joy and success are motivation for further work. The
child’s motives are: to get good grades, to earn parent’s, teacher’s praise, to
show talent, to enjoy creativity — it should become essential condition. I use
methods to develop the child’s creative potential. These methods instill a desire
to independent work and to display personal initiative in finding new ways for
implementation aim.

Revealing the music specifics, B. Asafiev emphasized that musical
intonation is connected with a word, dance and gestures (pantomime) of the
human body. Any musical- plastic sign or intonation this is breathing, muscle
tension and heartbeat. G. Neuhaus wrote: “Sometimes you can explain and show
a lot more with a simple movement, than with the words”. The method of plastic
intonation is using with younger children. The “plastic intoning” — is one of the
ways, one possibility of “living” images, when any gesture, movement becomes
a form of emotional expression content. The gesture, the movement, the plastic
have a special property fo generalize emotions. The teacher’s ability is to find
generalizing movements, what would express the mood, reflected in the music.
These movements help to clarify the nature of music. A reproduction of artistic
image in singing, plastic develops emotional memory, child’s feelings and
creating a harmony between the conscious and the unconscious. This method
also affects the development of auditory memory. The intones movement
implies direction of the melody, strength and speed of sound harmonic and tonal
colors. Thus this reflects its understanding the internal sense (view) of music.
This method is good for the development of associative memory. Children better
remember namely those plays, which were accompanied by gestures. It is easy
to remember the melody, rhythmic content of the play.

Revealing the musical image is connected to the children’s development
of musical ideas and creative imagination. It is also important that the musical
signs became to the student symbols of meaningful music systems. If the
musical signs are connected to the musical ideas of the student and if they
influence his imagination, then it is more interesting for him to write notes and
play music. The text difficulty should correspond to his level of an ear for
music, especially inner hearing. A defective ear for music, alienation from music
is often connected to the inability to understand the text. It is important to teach
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children to understand and read the musical notation. It is for the child’s full
development as a musician.

Another method of working on a musical work is learning it stepwise. It
allows to understand the artistic content. Besides the traditional stages of study (
knowledge, analysis, learning by heart, integration, preparation for debut), the
proposed stages of work provide three basic stages of art music: composer —
interpreter- listener. In this particular case, a student goes through the following
stages: listener- composer- interpreter. First of all, the student acts as a listener.
He comprehends through hearing ( ideally- an ear for music) the imagery of a
musical work, puts forward his concept of artistic content (emotions, mood,
general expression). Then along with the study of notes, the student delves into
the imaginative content of the musical work, taking the role / position of the
composer. At this stage, the student analyzes the musical language of the work :
the form, melody, rhythm, tempo, harmony, etc. , actualizing the mood,
emotions, experienced by the composer. The final step in learning the musical
work is the stage, which we call “interpreter”. At this stage, the student finds
the necessary means for rendering (touch, articulation, dynamics, foot-beater,
comfortable fingering, etc.) on the basis of the previous experiences and
inference, that is the personal already formed artistic image.

One of the appropriate methods to work on the artistic image is a “way to
stimulate imagination”. When we are working on a musical image and use a
variety of associative, figurative drawings, picturesque analogies, then we awake
in children the creative imagination, teach them to see and hear a variety of
artistic contents in musical works. I look for a different artistic “subtext” to the
music, based on the musical language (means of musical expression), thereby
encouraging the child mental and creative activity.

Conclusion

Summarizing all the above, it should be emphasized that the revealing of
the artistic image of a musical work, as a necessary condition of its
interpretation, is based on the following conditions: the need for a true creative
experience of music; the children’s development of the ability to understand
classical music (from the early age), to develop the motivational side of the
personality by awakening the individual tendencies of the interpreter, to seek for
continuous new ways of solutions, to update the methodological basis- the new
didactic technologies, methods, techniques.
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Rezumat: Educatia si invatamintul sunt influentate de ideea schimbarii - ideea dominanta in
lumea contemporand. Inovatia se manifesta prin revizuirea vechilor modele de instruire
didactica din deceniul trecut, §i include cercetari §i reflectii privind apropierea §i integrarea
sistemica in orientarea educationald pedagogica moderna.

Cuvintele cheie: integritate sistemica, orientari pedagogice,lectia de educatie muzicala

In conditiile modernizate ale sistemului de Educatie Muzicali gisesc o
actualitate deosebitd si performantd in cdutarea modelelor noi in teoria si
practica educationald, continuturi al programelor instructive, metode si principii
actuale timpului. E cunoscut faptul, precum ca intdlesul educatiei integrate prin
diferite domenii de artd este un proces filosofico-pedagogic complex, care
include: formarea interioara a individului 1 transformare in realitate exterioara;
dezvoltarea atitudinii estetice, formarea opiniei, simtului estetic si necesitdfii a
tral prin artd etc. Pedagogii si psihologii in ultimii decenii incercind insistent
realizarea sistemului educatiei integrate prin diferite domenii de artd au aplicat
la conceptul integrarii interdisciplinare.

O ipoteza teoretica integrarii interdisciplinare prin diferite domenii de
arta vor conduce la formarea si dezvoltarea personalitatilor armonioase, care va
realiza: prin atitudine estetica-perceptie esteticd; simtul estetic—aprecierea
estetica; gustul estetic— idealuri estetice; potentialul creativ—activitatea estetica
etc. Cercetarea teoreticd a acestei probleme ne conduce la idee cad integrarea
artelor la o lectie — e o sistema alternativa 1n formarea/dezvoltarea a elevilor.
Aici integritatea lectiei, sistematezatd Intr-un sistem prin diferite domenii de
arta devine ca un obiectiv, ce se dezvoltd prin diferite mijloace.

Intercalarea lectiei intr-un mecanism formeaza un instrument de
realizarea trividiumului: compozitor, interpret, ascultator. Arta mizicii la fel este
o sistema dificild si dinamica, care include in sine procesul muzical pedagogic.
Acest proces furnizeaza reproducerea subiectelor din arta, adicd dezvoltarea si
functionarea sistemului in arta muzicii. Intre aceste sisteme se realizeazi o
condintionare informationala reciproca.

Fiecare lectie de educatie muzicald este un sistem bine gindit si
determinat. Aceasta obligd profesorul la o pregitire organic integrata fiecarei
etape al lectiei. Nu mai putind insemnatate In educatia copiilor la formarea
culturii mizical-estetice la acestd etapd o are cunoasterea particularitatilor
psiho-pedagogice al copiilor caracteristica acestei virste, cunoasterea metodelor
si principiilor pedagogiei generale si pedagogiei artelor. Una din problemele
actuale din confinutul si organizarea lectiei de educatie muzicald se considera
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realizarea principiilor integritatii lectiei de educatie muzicala. Predarea cu
succes disciplinei educatie muzicala depinde Tn marea masura de tehnologiile
didactice ce se aplicd in procesul instructiv-educativ. La modul plenar se va
configura o tehnologie didactica bine ginditd prin relationarea formelor,
metodelor, mijloacelor cu ansamblul de valori ideatice si practice propuse de
catre profesor la lectiile de educatiei muzicala. Un factor extrem de important
pentru eficientizarea demersurilor educative il constituie racordarea
componentelor sus enumerate prin integrarea domeniilor, ca: arte, stiinte, natura,
tehnica, viatd zi de zi. Conform conceptului D. Kabalevsky, in temeiul
integritatii lectiei std principiul tematizmului. Lectia, nu mai este impartitd pe
parti: fiecare element, moment, strins legat de scenariul lectiei se integreaza
armonios si sistemic in lectie si este privit si perceput ca un tot intreg. ,,O
percepere vie a muzicii”, - sustine D. Kabalevsky. ,,A asculta si a percepe
muzica elevul trebuie pe parcursul intregii lectii: si in timpul activitatii cintului
vocal-coral, si in timpul cintului la instrumentele muzicale pentru copii si in
timpul ascultarii si interiorizarii muzicii, cu alte cuvinte lectia nu se mai imparte
in elemente, parti aparte” [ 1, p. 24].

B. Teplov sustine ca integralitatea lectiei va depinde de organizarea
succesiunii activititilor muzical didactice ca unei compozitii dinamice.
Compozitia de acest gen, are asa zis inlantuirea problemei, cresterea treptatd
spre culminatie, punctul culminant al lectiei se va considera atunci, cind starea
emotional-psihologica la copiii se va transforma intr-o tensiune emotionala [3].

Unul din modalitdtile in atingerea integritatii lectiei, poate sa fie
orientarea activitatii profesorului la pregitirea anticipatd a copilului catre
procesul de creativitate. Autorul propune metoda modelarii procesului creativ
artistic, sustinind ca conform acestui procedeu elevul devine in pozitie creator-
compozitor, creator-poet, creator-pictor.

Dupa I.Gagim, ,,Lectia de muzicd, este un proces viu, o creatie originala a
profesorului (si a elevilor!), de fiecare datd conceputd si fiuritd din nou.
Plasmuirea ei (conceptul, structura, dinamica, dramaturgia, materialul muzical
etc.) se afld plenar in miinile profesorului, conform competentei, experientei,
fanteziei sale” [2, p.62]. Profesorul frecvent este compdrat cu un actor care
mereu joacd rolul principal intr-u spectacol, fiind singurul regizor la acest
spectacol, interpret si dramaturg. Activitatea lui se dubleaza din simplu motiv ca
trebuie sd anticepe, sa prevada si sd programeze realizarea tuturor elementelor
din ,,partitura” acestui ,,spectacol” sub forma instructiv/educativa. In teoria
educatie1 muzicale se remarcd, ca atingerea integritatii lectiei de educatie
muzicald depinde de competenta, profesionalizm, creativitatea profesorului si a
elevilor. Lectia sd fie promovata pe o singura respiratie si tot odatd atingand
ideia dramaturgiei emotionale al lectiei. Specificul comunicarii elevului cu arta
muzicald presupune ,re/intonare” confinuturilor, cerintelor didactice 1in
conformitate cu directionarea cuceririi artei muzicale, ce impune profesorul in
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reorganizarea §i restructurarea lectiei de educatie muzicald, ca unei lectiei de
arta [ibidem, p.147].

Comunicarea copilului cu muzica ca cu o artd poate fi atinsa atunci, daca
exeperinta asa modalitdtii de comunicare o sa intre in deprindere. Acesta ar
inseamna, ca 1n lectia de educatie muzicald, cum integral asa si 1n toate
elementele, trebuie sa gaseascd reflectie specificul muzicii ca unei arte.
Necesitatea acestei legaturi o sustin multi profesori muzicieni/practici. M.
Satchii  sustine, cd lectia de educatie muzicala este privita ca o ,.creatie
pedagogicd al profesorului”. Pentru cd asa fel de creatie — este rezultatul
creatiei lui nu numai ca profesor dar ca si a unui muzician, manifistate prin
cercul intereselor muzicale, sistemul valorilor, comunicarea interdisciplinard cu
arta prin activitatile muzical — didactice.

Em. Planvhard spune celor care cred ca secretul intregii pedagogii este
talentul, ca rostul stiintei pedagogice este de a completa lacunele instinctului, se
ingeald. Pregdtirea unei activitdfi didactice nu Inseamna aplicarea unui tipar a
unei scheme prestabile la un continut anume. Lectia de educatie muzicala,
urmarita prin curricula la disciplind, are drept scop de a integra lectia cu cele
lalte discipline curriculare prin: scopuri—formare/educarea personalitatilor cu
inalte aspiratii morale §i spirituale; instruirea didactico/metodica prin procese
psiho/pedagogice si comunicativ/sociologice; principiile de baza ale didacticii
muzicale si didcticii muzicale; tipologia lectiilor, forma organizarii, elementele
structurice, integrate In microsisteme; integritatea lectiei supusa obiectivului
concret etc.

Aici putem concluziona 1n urmatoarele: problema integritdtii lectiei la
disciplina educatie muzicald poate fi atinsa dacd se va respecta in mod
obligatoriu specificul domeniului §i caracterul artistic, impunind o tratare
specifica a unei lectii de educatie muzicald ca unei lectii de arta, care va
contribui la educatie-instruire-dezvoltare muzical — artisticd a elevilor, opera
pedagogica, creatd de profesor si elevi.
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Under the modernized conditions of the system of music education and
performance, the modern methods and principles of teaching, as well as the new
syllaby become of great importance in the process of searching new models in
the educational theory and practice. It is a well-known fact that the integrated
education through various fields of art is a complex philosophical-pedagogical
process that includes forming the inner world of the individual and changing in
the external reality, developing an aesthetic attitude, opinion formation, forming
an aesthetic sense and the need to live by fine arts etc. In recent decades in an
attempt to build an education system, integrated through different fields of art,
teachers and psychologists have applied the concept of interdisciplinary
integration.

A theoretical hypothesis of interdisciplinary integration through various
fields of art will lead to the harmonious personality development that will
include the aesthetic attitude, the aesthetic perception, the aesthetic sense, the
aesthetic appreciation, the aesthetic taste, aesthetic ideals, the creativity
potential, the aesthetic activity etc. The theoretical investigation of this problem
leads us to the idea that arts integration in a lesson represents an alternative
system in the student formation / development.

The lesson integrity, organized in a system using different fields of art,
becomes an objective that is developed through various means. Intercalating a
lesson into a mechanism represents an instrument of forming the triangle
composer, performer, listener. The music art is also a challenging and dynamic
system, which includes the music teaching process. This process provides
reproducing pieces of art, i.e. developing and functioning of the system in the
music art. There is a mutual informational conditioning between these systems.

Each lesson in music education is a thoughtful and determined system.
While planning the lesson the teacher should pay attention to activities that
would contribute to integrating pupils’ skills. Of equal importance in developing
children's muzical-aesthetic culture at this stage is the teacher’s knowledge of
the psycho-pedagogical peculiarities of children of this age, as well as
knowledge of methods and principles of general pedagogy and of arts pedagogy.
One of the current problems related to the content of the lesson of music
education and to organizing it consists in following the principles of integrity of
the music lesson. Successful teaching of music depends largely on the didactic
technology to be applied in the teaching process. There will be a well-thought
didactic technology which will combine teaching forms, methods, means that
have the conceptual and practical set of values proposed by the teacher at the
music lessons. An extremely important factor for effective educational
approaches i1s connecting the components listed above by integrating areas such
as: arts, science, nature, technology, everyday life. According to D. Kabalevsky,
the principle of thematism serves as the basis of the lesson integrity. The lesson
is no longer divided into parts: each element, moment, closely related to the
lesson scenario, fits harmoniously into the lesson and is seen and perceived as a
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whole. "A live perception of music", - says D. Kabalevsky. ,, The pupil should
listen to music and perceive it throughout the whole lesson: during the activity
of vocal choral singing, while playing musical instruments for children, while
listening to music and interiorizing it, in other words, the lesson is no longer
divided into elements or separate parts” [1, p.24].

B.Teplov argues that the integrity of the lesson will depend on organizing
the succession of teaching musical activities as a sequence of a dynamic
composition. A composition of this kind has the so-called chaining problem,
gradually increasing to climax; the culmination of the lesson will be considered
the moment when children’s emotional and psychological state will turn into an
emotional tension [3].

One way to achieve integrity at the lesson is for teachers to prepare the
child for the creative process. The author proposes the method of modeling the
artistic creative process, claiming that according to this technique the pupil takes
the role of the creator-composer, creator- poet, creator-painter.

According to [.Gagim "the music lesson is a living process, an original
creation of the teacher (and of the pupils!), each time designed and forged again.
Its creation (the concept, the structure, the dynamics, the drama, music material
etc.) is fully in the teacher’s hands, according to his/her competence, experience,
imagination" [2, p.62]. The teacher is often compared to an actor who always
plays the main role in a show, being the only director, performer and playwright
of this show. His work is doubled simply because he should anticipate, foresee
and plan the production of all the elements from the "parts" of this "show" using
instructional/ educational activities. In the theory of musical education it is
stated that achieving integrity of the music lesson depends on the teacher’s and
on the students’ competence, professionalism and creativity.

The lesson should be held at a single breath and at the same time, reaching
the emotional drama of the lesson. The specific character of the pupils’
communication with the musical art involves "re-designing" the content and the
teaching requirements so that the musical art could be conquered. The teacher
should reorganize and restructure the music lesson as an art lesson [ibid, p.147].

Child communication with music as an art can be achieved if his/her
experience develops into a habit. This means that the peculiarities of music as an
art should be reflected at the lesson of music education taken as a whole, as well
as in every part of it. Many musicians share this point of view. M.Satchii claims
that the lesson of music education is seen as "teacher's pedagogical creation."
Such a creation is the result of his/her creation not only as a teacher but also as
a musician, manifested through his/her musical interests, the value system,
interdisciplinary communication with art through musical — teaching activities.

Em.Planvhard explains to those who believe that the secret of the whole
pedagogy is talent and that the aim of the pedagogical science is to "fill in the
gaps of the instinct” that they are mistaken. Preparing a teaching activity does
not mean applying a pattern of a scheme which has been established to a specific

45



content. The lesson of music education aims to integrate the lesson with the
other subjects in the curriculum through its objectives — developing personalities
with high moral and spiritual aspirations; didactic-methodological training
through psychological-pedagogical and communicative-sociological processes;
basic principles of music didactics; music lessons typology, form of
organization, structural elements, integrated in microsystems; the integrity of the
lesson having a definite objective etc.

In conclusion we could state that the problem of music lesson integrity
can be achieved if the lesson is a pedagogical work created by teachers and
pupils and if the teacher follows the peculiarities of the field and the artistic
character, imposing a specific treatment of the music lesson as a lesson in art,
which will contribute to pupils’ musical-artistic education, training and
development.
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5. ANSAMBLURILE DE PERCUTIE DIN ROMANIA.
STUDII COMPARATE
PERCUTION ANSAMBLE IN ROMANIA. COMPARATIVE STUDIES

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

Rezumat: [n Romdnia activitatea didacticid in domeniul specializarii la instrumente de
percutie a luat amploare in ultimele patru decenii. Datorita inifiativei, profesionalismului §i
pasiunii profesorilor Grigore Pop, Alexandru Matei si Florian Simion au fost promovate
valorile componistice romanesti si internationale. Ansamblurile conduse de ei au numeroase
participari la recitaluri §i festivaluri atdt in tarda, cat si peste hotare. Contributia lor
constituie un factor important la dezvoltarea scolii interpretative romdanesti.

Cuvinte cheie: Percutie, scoala de interpretare, repertoriu, profesionalism.

Despre percutie, in general, si despre evolutia activitatii didactice din
acest domeniu, in special in Roméania, s-a scris putin, desi acest fenomen a luat
amploare 1n ultimele patru decenii. Exceptie sunt doar cronicile aparute in
revistele de specialitate in urma recitalurilor sustinute de studentii percutionisti.
Datoritd pasiunii cu care s-au dedicat atdt carierei interpretative, cat si
pedagogiei, profesorii din cele trei centre universitare: Bucuresti, Cluj s1 lasi, in
colaborare cu studentii indrumati la clasele de percutie, au inscris in domeniul
educatiei artistice pagini de valoare sub semnul performantelor, menite sa
imbogiteasca patrimoniul cultural al invataimantului muzical superior. In dorinta
de a face cunoscuta contributia domniilor sale in procesul educativ national a
aparut acest articol.

Este stiut faptul, ca muzica de camera, fiind un gen care se adreseaza
unui anumit public, a avut o evolutie diferitd de cea a muzicii simfonice. In
comparatie cu aceasta, unde creatiile sunt interpretate la unison sau pe mai multe
voci de catre grupele de instrumente, in ansamblurile camerale fiecare membru
al formatiei este solist. O diferenta esentiala o constituie si lipsa dirijorului in
cazul ansamblurilor de muzica de camera. Un factor important al acestui gen de
muzica este corelatia dintre membrii formatiilor, care trebuie sa-si aduca
contributia prin calitatile personale (individuale) la realizarea cat mai reusita a
lucrarilor propuse spre interpretare, iar prin dialogul vocilor (instrumentelor) sa
transmitd publicului mesajul ideatic al compozitorului.

Muzica instrumentald, in general, se practica incd din sec. XIV, o
dezvoltare mai ampld s-a produs in decursul secolelor XVII - XVIII si a
continuat 1n sec. XIX, atunci cand romanticii au adus ,, un continut nou pe linia
unei simtiri mai subiective si a unui avant melodic dublat de o fantezie creatoare
mergand pand la improvizatie””’. Creatiile lui Bruckner sau Reger, scrise la
sfarsitul sec. XIX, bazate pe tehnica polifonicd a unui stil monumental, au

19 Tudor Ciortea, Muzica instrumentald de camera de la trio-sonata preclasica la cvartetul clasic, pag.16,Univ.Munc. de
culturd muzicala , Bucuresti, 1963
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completat bogatul repertoriu ldsat de Haydn, Mozart, Beethoven, Brahms, dar si
de Ceaikovski, Borodin, Taneev etc.

Dupa primul rdzboi mondial cresterea rolului muzicii de camerd a avut
un impact puternic asupra compozitorilor din toatd Europa, fiind un gen al
muzicii In care exista posibilitatea de a experimenta, de a promova noi limbaje,
de a potenta posibilititile tehnice si a evidentia timbrurile specifice fiecarui
instrument, de a cauta noi modalitati de emitere a sunetelor. In sec. XX traseele
principale ale procesului de emancipare a muzicii de camera au fost coordonate
de creatia compozitorilor Béla Bartok, Maurice Ravel, Igor Stravinsky, Paul
Hindemith, Arnold Schonberg, Serghei Prokofiev, Dmitri Sostakovici, George
Enescu, Bohuslav Martinti, LeoS Janacek. etc.

Daca pana in sec. XX muzica de camera se interpreta doar la instrumente
cu coarde, instrumente de suflat si cu claviatura, inventarea de noi instrumente
de percutie a revolutionat atdt genul muzicii simfonice, cat si pe cel cameral
prin plusul de culoare timbrala, dar si de sustinere a unor ritmuri din ce in ce mai
complexe, impunand astfel instrumentistului de percutie atdt un inalt nivel
tehnic, cat si unul interpretativ. Numarul instrumentelor pe care trebuie sa le
stdpaneasca foarte bine un percutionist este mult mai mare in raport cu oricare
alt instrumentist din orchestra, care canta la unul sau doua instrumente din
aceeasi familie (de ex. flaut-piccolo , clarinet — bas, contrafagot s.a.).

Dupa parerea lui Alexandru Matei”’, ipostaza percutionistului, membru al
unui ansamblu de percutie, este mai dificild decat cea a percutionistului din
orchestrd. In teza sa de doctorat, Alex.Matei se intreaba dacd existd scoald
romaneasca de percutie, la care raspunde chiar el insusi : categoric-da. ,,0 scoald
cu o istorie relativ scurtd ,..incepand cu 1975. Anul in care se infiinteaza
Ansamblul de percutie din Cluyj (1976,n.a.), cu un repertoriu de concert
(clandestin), adus pe filiera ,,Ars Nova” Cornel Taranu - Grigore
Pop”’...publicul a putut asculta lucriri semnate de John Cage, Lou Harrrison,
Charlos Chaves, Josef Soler...Exemplul si daruirea profesorului, entuziasmul
studentilor percutionisti, provocarea repertoriului, au definit si stimulat, la
inceput o miscare si apoi o adevidratd scoald.””’. Popularizarea creatiilor
compozitorilor romani, $i nu numai, pentru ansamblurile de percutie, continua sa
fie un factor important in dezvoltarea scolii interpretative romanesti.

Pe parcursul a patru decenii, cei trei maestri ai instrumentelor de percutie
Grigore Pop, Alexandru Matei si Florian Simion” prin profesionalism si
competentd, prin daruire i pasiune, prin performantele lor interpretative si, nu in

2% profesor universitar doctor, conducitor al ansamblului de percutie Game la Universitatea de Muzicd din
Bucuresti, membru fondator al primului ansamblu de percutie din Romania, cel de la Academia de Muzica
Gh.Dima din Cluyj (n.a.)

2! Profesor universitar doctor la Academia de Muzicd Gh.Dima ,Cluj, conducitor al primului ansamblu de
percutie din Romania (n.a.)

22 Alexandru Matei , Teza de doctorat, pag.11, UNM, Bucuresti, 2005

2 Profesor asociat, doctor la Universitatea de Arte George Enescu, lasi, Conducitor al ansamblului de percutie
Alternances si a formatiei de muzicad contemporand Nova Musica Viva (n.a.)
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ultimul rand , prin calitatile lor umane au contribuit la educarea generatiilor de
instrumentisti — percutionisti din cele trei centre universitare ale Romaniei. Este
imbucurator faptul ca, in afara claselor de percutie existente la facultatile de
profil din Cluj, Bucuresti si lasi, se remarca o activitate sustinuta a profesorilor
si elevilor percutionisti din liceele de specialitate existente 1n orasele
nominalizate, dar si din Arad, Timisoara, Targu-Mures, Piatra-Neamt s.a. asa
cum vom evidentia In exemplele ce urmeaza:

Formatia Rhythmodia a fost infiintata in anul 1994 la initiativa lui Janos
Kovacs (membru fondator al ansamblului de percutie de la Conservatorul din
Cluj-Napoca). Pe scena Filarmonicii din Targu-Mures a debutat in cadrul
stagiunii din 1996, iar in 1997 a participat la Festivalul International Constantin
Silvestri.  Repertoriul ansamblului cuprinde transcriptii realizate de
coordonatorul formatiei, precum W.A.Mozart -Uvertura la opera Nunta lui
Figaro, 1.Stravinsky fragmente din baletul Pasarea de foc, C.Debussy - Preludiu
la dupa amiaza unui faun, S. Prokofiev — povestea muzicala Petrica si lupul s.a.

In anul 1997, la Timisoara, Torino Tudorache, impreund cu Carmen
Hallabrin si Doru Roman, 1n dorinta de a continua experienta acumulata in
studentie la Academia de Muzica din Cluj-Napoca, a infiintat ansamblul de
percutie Rhythmic. Prima prezentd in cadrul Festivalului Timisoara Muzicala a
avut loc in anul 1998,unde a fost interpretatd piesa Arboretum dedicatad
ansamblului de catre Helge Jung. Din repertoriul percutionistilor din Timisoara
se pot mentiona creatii de W.Ludwig, A.E.Planchart, A.Cirone, F.Tull,
M.Miller.

Formatia Prezent este alcdtuitd din elevi si profesori ai Liceului de Arta
Sabin Drdgoi din Arad, coordonator artistic Mario Florescu. Infiintat in anul
2000, ansamblul de percutie Prezent a inceput treptat sd se completeze cu
interpreti la instrumente de suflat si cu claviaturd. Totodatd, elevii impreuna cu
profesorul lor au confectionat instrumente din coji de nuci, scoici, sticle, boabe
de fasole etc. la care au cantat in concerte, starnind, astfel,  curiozitatea
publicului. Repertoriul formatiei cuprinde piese in care se regasesc stilul clasic,
cel contemporan sau ethno-jazz . Aceastd formatie a concertat pe scena
Filarmonicii de Stat din Arad, a Teatrului Tinerctului din Piatra Neamt, la
Timisoara, Oradea, Cluj, Bucuresti, Hamburg, Luxemburg s.a.

In anul 2009, la initiativa lui Theodor Popescu, absolvent la clasa de
percutie a profesorului Florian Simion din cadrul Universitdtii de Arte George
Enescu, lasi, a fost infiintat ansamblul de percutie Alternances-junior. Elevii de
la Colegiul National de Arta Octav Bancila din lasi, indrumati de profesorul sau
si ajutati de Iustin Rusu si Constantin Stavrat, discipoli a1 aceluiasi mentor, au
sustinut recitaluri in lasi si la Ploiesti. Fiind preocupat de accesibilitatea
repertoriului s1, totodata, de nivelul diferit de pregatire tehnico-interpretativa al
elevilor sai, Theodor Popescu a ales sda puna in valoare bogatia coloristica si

ege v,
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sale publice, membrii ansamblului Alternances junior au ales creatiile
compozitorilor H.Berlioz, C.M. Butts, T.L.Davis, J.Schory, A.Barosso s.a.

Totusi, esenta dezvoltarii scolii romanesti de percutie o putem descoperi
referindu-ne la activitatea fructuoasa a profesorilor si studentilor din institutiile
superioare de profil din Cluj, Bucuresti si Iasi, care imbind educatia, maiestria
interpretativa , comunicarea interumana si, nu in ultimul rand, cu dorinta de a
valorifica atat patrimoniul componistic roméanesc, cat si cel al creatiilor originale
pentru instrumente de percutie din literatura muzicala internationala.

Pentru a putea face comparatie si a vizualiza mai usor informatiile
referitoare la cele trei ansambluri de percutie existente n centrele universitare
principale din tard, propun cateva detalii privind activitatea lor:

Orag Clyj Bucuresti lasi

Institutia Academia de Muzica | Universitatea Universitatea de
Gheorghe Dima Nationala de | Arte George Enescu

Muzica

Coordonator/prof. Grigore Pop Alexandru Matei Florian Simion

Denumirea Ansamblul de | Game Alternances
percutie a AMGD

Anul infiintarii 1976 1995 1993

Membri fondatori
(ordine alfabetica)

Mircea Ardeleanu
Elena Ispas

Tom Brandus
Daniel Martin

Cristina Avram
Cristina Bejan

Janos Kovacs Adina Radu Radu Lupu
Alexandru Matei Alexandru Bogdan Molea
Rodica Matei Rogalschi
Ioan Mindea Adrian Stefanescu
Repertoriul J.Beck J.Beck J.Beck
(selectiv) J.Cage H.Brown G.Bizet
/Compozitori C. Chaves J.L.Darbellay C.M.Butts
(creatii originale) S.Fink Th. Loevendie S. Fink
D. Levitan S. Reich R.Keezer
M.Miki P.Smadbeck Al Lepak
S.Reich E. Varese D. Levitan
N.Rossauro K. Williams D.Mancini
K.Stockhausen [.Xennakis M.Menke
K. Williams J. Yuasa D.Paliev
[.Xennakis L.Danceanu S. Reich
N.Brandus D.Dediu J.Spalding
D.Cojocaru Ad.lorgulescu J.Spears
V.Hermann Oc.Nemescu L.S.Spivack
Cr.Misievici D.Rotaru K. Williams
St.Niculescu M. Stanculescu- [.Xennakis
P.Szego Vosganian C. Ripa
C.Taranu An.Vieru Ed. Terenyi
Compozitori G.Bizet L.van Beethoven
(transcriptii) M.Musorgski

Ar.Haciaturian
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Orasele in care au | Bucuresti Bacau Botosani
concertat (din | Cluj Braila Bucuresti
Romania) Constanta Bucuresti Cluj-Napoca
Craiova Cluj-Napoca Galati,
lasi Piatra-Neamt lasi
Piatra-Neamt Ramnicu Valcea Piatra-Neamt,
Timigoara Suceava
Orasele in care au | Bayreuth(Germania) | Chisinau Balti (R.Moldova)
concertat (din | Wurzburg (R.Moldova) Chisindu (R.Moldova)
strainatate) Dresda Heidenheim(Germania)
Munhen
Bladbah
RundMend(Olanda)
Paris
Budapesta(Ungaria)
Chisinau
(R.Moldova)
Insula
Corfu(Grecia)
Prezente in | Cluj-Napoca- Cluj-Napoca- Cluj-Napoca-Festivalul
festivaluri Festivalul Festivalul ansamblurilor de
ansamblurilor  de | ansamblurilor de | percutie
percutie percutie

Piatra Neamt-

Piatra Neamt-
Festivalul National

Piatra Neamt-

Festivalul National | al  muzicii  de | Festivalul National al
al muzicii de | percutie muzicii de percutie
percutie Bucuresti
Saptamana Galati - Constelatii
Clyj Internationala  a | Dunarene
Cluj-modern Muzicii Noi
Festivalul muzicii | Bucuresti
San Marino belgiene INTER-ART
Festivalul Xennakis | Bacau-Zilele
Internationale ale | Chisinau —Martisor ,
Muzicii Noi Martisor studentesc
Paris Braila
Festivalul — muzicii | Intdlnirile Muzicii | lasi
romanesti Noi Festivalul International
Ramnicu Valcea — | Richard Oschanitzky
Traditie Si
postmodernism

Analizdnd informatiile de mai sus, se poate observa ca intre cele trei
ansambluri de percutie sunt asemanari, dar si diferente. Asemanarile se refera la
aria geograficd a recitalurilor sustinute in Romania, la festivalurile nationale la
care au participat si la unele piese din repertoriul international pentru
instrumente de percutie. Diferentele se regidsesc in numarul de creatii ale
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compozitorilor autohtoni’” interpretate de formatiile din Cluj si Bucuresti in
comparatie cu cateva lucrdri ale compozitorilor clujeni regasite in repertoriul
studentilor ieseni. De ce oare compozitorii ieseni au ocolit aceastd sferd a
multitudinii de instrumente de percutie, a bogatiei timbrurilor, a limbajului
ritmic, a posibilitatii unice de a experimenta intr-un laborator coordonat de un
,,senior al baghetelor”25 ?..

In concluzie, putem afirma, cd atunci ,,cand actionezi cu pasiune, timpul
capata alte dimensiuni”?’, acelea de a studia, de a comunica, de inventa si
confectiona noi instrumente de percutie, de a surpinde energia, ritmul si
tensiunea specifice creatiilor secolelor XX-XXI, incluse in repertoriile
ansamblurilor de percutie. Profesionalismul 1 entuziasmul cu care s-au dedicat
profesorii Grigore Pop, Alexandru Matei, Florian Simion acestui fenomen
deosebit -percutie , au gasit continuitatea prin discipolii lor. ,,Concert dupa
concert, generatii dupa generatii, muncd dupd munca , toate au dus la
maturizarea unei clase si totodatd a unui ansamblu de percutionisti.”?” Cred , ca
aceste cuvinte ale lui Alexandru Matei sunt valabile pentru oricare dintre
ansamblurile de percutie din Romania.
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Abstract: In Romania, the teaching activity in the field of percussion instruments has grown
in the past four decades. Thanks to the initiative, professionalism and passion of teachers
Grigore Pop, Alexandru Matei and Florian Simon the Romanian and international
compositional values have been promoted. The percussion ensembles they lead have
participated in numerous concerts and festivals in our country and also abroad. Their
contribution is an important factor in the development of the Romanian interpretive music
school.

Keywords: Percussion, performing school, repertoire, professionalism

About percussion in general, and about the teaching evolution in this field,
especially in Romania, little has been written, although this phenomenon has
grown in the last four decades. Exception are only those reviews of recitals held
by student percussionists. Due to the passion with which they embraced the
performing career and pedagogy, teachers from three universities: Bucharest,
Clyj and Iasi in collaboration with their students in percussion have brought
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numerous contributions to art education marked by proficiency and excellence,
and designed to enrich the cultural heritage of higher education in music. This
article was born from the wish to make known their endeavor in the national
education process.

It is a known fact that chamber music, as a genre that is addressed to a
specific audience, has had a different evolution from symphonic music. By
comparison to the latter, where works are played in unison or more voices by
groups of instruments, in the chamber ensembles each member of the band is
also a soloist. An essential difference is the lack of the conductor for chamber
music ensembles. An important factor of this type of music is the correlation
between ensembles members who must make their contribution by personal
(individual) qualities to achieve as best they can the works proposed for
interpretation, and by the dialogue of the voices (instruments) to convey to the
audience the composer's ideational message.

Instrumental music had generally been practiced since the fourteenth
century, grew larger during the seventeenth and eighteenth centuries and
continued into the nineteenth century, when Romantics brought “a new content
on the line of a more subjective experience and of a melodic enthusiasm doubled
by a creative fantasy reaching up to improvisation””®. Bruckner's and Reger's
oeuvres, written at the end of the nineteenth century, based on the polyphonic
technique of a monumental style, completed the rich repertoire left by Haydn,
Mozart, Beethoven, Brahms, as well as Tchaikovsky, Borodin, Taneyev etc.

After the First World War, the increasing role of chamber music had a
major impact on composers from all over Europe, since it is a music genre
where it is possible to experiment, to promote new languages, to enhance the
technical capabilities and highlight the specific timbres of each instrument, to
seek new ways to play sounds. In the twentieth century, the major routes of
chamber music emancipation were coordinated by composers Béla Bartok,
Maurice Ravel, Igor Stravinsky, Paul Hindemith, Arnold Schoenberg, Sergei
Prokofiev, Dmitri Shostakovich, George Enescu, Bohuslav Martinu, Leos
Janacek and so on.

If until twentieth century chamber music was played only on string
instruments, wind instruments and keyboards, the invention of new percussion
instruments revolutionized the symphonic genre as well as the chamber genre by
adding a timbral palette, and the support of increasing more complex rhythms
requiring a high technical and interpretation level of a percussionist. The number
of instruments that a percussionist must handle very well is much higher
compared to any other musician in the orchestra, which plays one or two
instruments of the same family (flute-piccolo, bass clarinet, contrabassoon, etc.).

*Tudor Ciortea, Instrumental chamber music from preclassical trio sonata to classic quartet, p.16
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According to Alexandru Matei”’, the percussionist's role as a member of a
percussion ensemble is more difficult than the role he plays in an orchestra. In
his thesis, Mr. Matei wonders if there is a Romanian school of percussion, to
which he himself answers: absolutely, yes. “A school with a relatively short
history ... since 1975. The year when first percussion ensemble was established
in Clyj (1976, n.a.), with a concert repertoire (clandestinely) brought by Ars
Nova “Cornel Taranu — Grigore Pop™ ... the public could listen to works by
John Cage, Lou Harrrison, Charlie Chaves, Josef Soler ... the teacher's example
and dedication, the student percussionists' enthusiasm, the challenging repertoire
defined and stimulated a movement, at first and then a real school.””’. The
popularization of the Romanian composers' works (and not only) for percussion
ensembles continues to be an important factor in the development of the
Romanian performing school.

Over four decades, the three masters of percussion instruments, Grigore
Pop, Alexandru Matei and Florian Simion’”, through their professionalism and
competence, through devotion and passion, through their interpretive
proficiency and, not in the least, their fine character have helped to educate
generations of musicians — percussionists in three Romanian university centers.
It is worth mentioning that in addition to the existing percussion classes in Cluj,
Bucharest and lasi, there is a sustained activity of teachers and percussion pupils
from music high schoolsin the cities mentioned above, but also in Arad,
Timisoara, Targu-Mures, Piatra Neamt, etc. as highlighted in the examples
below:

The Rhythmodia percussion ensemble was founded in 1994 at the
initiative of Janos Kovéacs (founding member of the percussion ensemble from
the Conservatory in Cluj-Napoca). The ensemble debuted on stage of Targu
Mures Philharmonic in the 1996 season, and one year later it took part in the
International Festival “Constantin Silvestri”. The ensemble's repertoire includes
transcriptions made by its coordinator, such as W.A. Mozart — Overture to the
opera The Marriage of Figaro, 1. Stravinsky excerpts from the Firebird ballet,
C. Débussy — Prelude to the afternoon of a faun, S. Prokofiev — the musical tale
Peter and the Wolf etc.

In 1997, in Timisoara, Torino Tudorache together with Carmen Hallabrin
and Doru Roman, in the desire to continue the experience gained in student
years at the Academy of Music in Cluj-Napoca, established Rhythmic percussion
ensemble. They first appeared in Timisoara Music Festival in 1998, where they
performed the piece Arboretum dedicated to the ensemble by Helge Jung.

PProfessor, head of the Game percussion ensemble at the University of Music in Bucharest, founding member of
the first percussion ensemble in Romania at the Academy of Music “Gh.Dima” in Cluj

3% Professor at the Academy of Music Gh.Dima in Cluj, leader of the first percussion ensemble in Romania.

31 Alexandru Matei, doctoral thesis, page 11, UNM, Bucharest, 2005

32 Associate Professor at the University of Arts “George Enescu” Iasi, Head of Alternances percussion ensemble
and contemporary music group Nova Musica Viva
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Among the repertoire of the Timisoara percussionists can be mentioned works
by W. Ludwig, A.E. Planchart, A. Cirone, F. Tull, M. Miller.

The Prezent percussion ensemble currently consists of students and
teachers of the School of Arts “Sabin Dragoi” in Arad whose artistic coordinator
is Mario Florescu. Established in 2000, the percussion ensemble Prezent
gradually began to add wind instruments and keyboard performers. However,
students with their teacher made instruments from nutshells, seashells, glass
bottles, beans etc. on which they played in the concerts, raising in this way the
public's curiosity. The ensemble's repertoire includes pieces in which are found
classic, contemporary or ethno-jazz styles. The ensemble has performed on stage
in Arad Philharmonic, the Youth Theatre in Piatra Neamt, in Timisoara, Oradea,
Cluyj, Bucharest, Hamburg, Luxembourg, etc.

However, we can discover the essence of the Romanian percussion
school's development by reference to the successful work of teachers and
students in higher education institutions of the genre in Cluj, Bucharest and Iasi,
that combine education, interpretive skills, human interaction. communication
and not in the least, the desire to exploit the Romanian compositional heritage as
well as the original works for percussion in international literature.

To be able to compare and view more easily the information about the
three percussion ensembles existing in the main university centers in the
country, we propose a few details of their work:

City Clyj Bucharest lasi
Institution Gheorghe Dima National University | George Enescu
Academy of Music of Music University of Arts
Coordinator/prof. Grigore Pop Alexandru Matei Florian Simion
Name Percussion Ensemble | Game Alternances
of GDAM
Year of | 1976 1995 1993
establishment
Founding Members | Mircea Ardeleanu Tom Brandus Cristina Avram
(alphabetical order) | Elena Ispas Daniel Martin Cristina Bejan
Janos Kovacs Adina Radu Radu Lupu
Alexandru Matei Alexandru Bogdan Molea
Rodica Matei Rogalschi
Ioan Mindea Adrian Stefanescu
Repertoire J.Beck J.Beck J.Beck
(selective) J.Cage H.Brown G.Bizet
/ Composers C. Chaves J.L.Darbellay C.M.Butts
(original work) S.Fink Th. Loevendie S. Fink
D. Levitan S. Reich R.Keezer
M.Miki P.Smadbeck Al Lepak
S.Reich E. Varese D. Levitan
N.Rossauro K. Williams D.Mancini
K.Stockhausen [.Xennakis M.Menke
K. Williams J. Yuasa D.Paliev
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[.Xennakis L.Danceanu S. Reich
N.Brandus D.Dediu J.Spalding
D.Cojocaru Ad.Iorgulescu J.Spears
V.Hermann Oc.Nemescu L.S.Spivack
Cr.Misievici D.Rotaru K. Williams
St.Niculescu M.Stanculescu- [.Xennakis
P.Szego Vosganian C. Ripa
C.Taranu An.Vieru Ed. Terenyi
Composers G.Bizet L.van Beethoven
(transcriptions) M.Musorgski
Ar.Haciaturian
Cities where they | Bucharest Bacau Botosani
performed (in | Cluj Braila Bucharest
Romania) Constanta Bucharest Cluj-Napoca
Craiova Cluj-Napoca Galati,
lasi Piatra-Neamt lasi
Piatra-Neamt Ramnicu Valcea Piatra-Neamt,
Timigoara Suceava
Cities where they | Bayreuth(Germany) Kishinev (Moldova) | Balti (Moldova)
performed (abroad) | Wurzburg Kishinev (Moldova)
Dresda Heidenheim
Munich (Germany)
Bladbah
RundMend (Holland)
Paris
Budapest (Hungary)
Kishinev (Moldova)
Corfu island (Greece)
Appearances in | Cluj-Napoca- Cluj-Napoca- Cluj-Napoca-
festivals The percussion The percussion | The percussion

ensembles Festival

Piatra Neamt-
Percussion Music
National Festival

Clyj
Cluj-modern

San Marino
Xennakis Festival

Paris
Romanian
Festival

Music

ensembles Festival
Piatra Neamt-
Percussion Music
National Festival
Bucharest
International
of New Music
Belgian
Festival
Bacau- International
Days of New Music
Braila

New Music Meetings
Ramnicu Valcea —
Tradition and
Postmodernism

Week

Music

ensembles Festival

Piatra Neamt-
Percussion  Music
National Festival
Galati -
Danubian
constellations
Bucharest
INTER-ART
Kishinev —Martisor ,
Martisor studentesc

The

lasi

International  Jazz
Festival

Richard Oschanitzky
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Looking at the data above, we can see that between the three percussion
ensembles there are similarities, but also differences. Similarities refer to the
geographical area of recitals held in Romania at national festivals, and some
parts from the international repertoire for percussion instruments. Differences
are found in the great number of works by local composers™ performed by the
ensembles from Cluj and Bucharest, in comparison with fewer works by Cluj
composers found in the repertoire of the students in Iasi. Why have the
composers from lasi avoided this area of numerous percussion instruments, of
abundant timbres, of rhythmic language, a unique opportunity to experiment in a
laboratory coordinated by a “Lord of the sticks™*? ..

In conclusion, we can say that “when you act with passion, time gains other
dimensions™”, to study, to communicate, to invent and manufacture new
instruments of percussion, to catch the energy, rhythm and tension specific to
the works of the 20™ — 21% centuries included in the repertoire of percussion
ensembles. The professionalism and enthusiasm exhibited by Professors Grigore
Pop, Alexandru Matei and Florian Simon with respect to this extraordinary
phenomenon, the percussion, have found continuity in their disciples. “Concert
after concert, generations after generations, labor after labor, all have led to the
development of a class and, at the same time, of a percussion ensemble.”
believe that these words of Alexandru Matei are valid for any percussion
ensemble in Romania.
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6. STIMULAREA MOTIVATIEI CREATIVE A ELEVILOR
PRIN INTERPRETAREA MUZICII CORALE
PROMOTING CREATIVE MOTIVATION OF STUDENTS INVOLVED
IN THE CHORAL PERFORMANSE

Anna Glebov, Lecturer Music Magistru,
State University ,,Alecu Russo” from Balti, Republic of Moldavia

Rezumat: Una din activitatile muzical-didactice prioritare ale educatiei muzicale este cantul
vocal-coral. Cercetarile stiintifice din domeniul pedagogiei muzicale ne dau dreptul de a
constata actiunea profundd a muzicii vocal-corale asupra dezvoltdrii spirituale a elevilor. In
consecinta cantul vocal-coral devine un sistem complex de educatie spirituala a copiilor si a
adolescentilor. In articol se abordeazd problema stimularii motivatiei creative ale elevilor
prin interpretarea muzicii corale. Autorul cerceteaza diferite tipuri de motivatie ce contribuie
la eficientizarea procesului educational.

Cuvinte cheie: cintul vocal-coral, educatiei muzicala, cintul sistemic, vocile copiilor, vocile
adolescentilor.

Abstract: Choral vocal singing is one of the majoring didactic activities in musical
education. Scientific research in the musical pedagogy domain serves as confirmation of the
profound impact of choral music on pupils’ spiritual development. In consequence, choral
singing becomes a complex system of children and teenagers’ spiritual education. The article
deals with the problem of stimulating pupils’ creative motivation by interpreting choral
music. The author invetstigates various types of motivation which contribute to making the
educational process more efficient.

Keywords: vocal choir sings, music education, song systemic, children's voices, adolescent
voices.

Among the fundamental problems of general psychological theory of
personality, the attention of researchers is drawn to questions of motivation,
associated with the dynamics of personality, with the incentive forces of its
activity, and thus, with the explanatory principles of people’s behaviors and
activities. The study of this aspect of motivation is becoming more important for
the understanding of a number of problems of child and social psychology, the
psychology of art, music psychology and pedagogy.

Motivation (from Lat. movere) - call to action; a psycho physiological
dynamic process that manages the behavior and defines its direction,
organization, activity and stability; a person's ability to actively meet their
needs.

Motive (Lat. moveo — move) — a material or ideal object, the achievement
of which serves as the sense of the activity. The motive is presented to the
subject in the form of specific experiences, characterized by either positive
emotions from the expectations of achieving the object, or negative ones related
to the incompleteness of the present situation. The understanding of the motive
requires an inner work. The term "motivation" was used for the first time by A.
Schopenhauer.
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Today, the term is understood by different scientists in their own way. For
example, motivation for V.K. Vilyunas is a cumulative system of processes,
responsible for the inducement and activities. K.K. Platonov believes that
motivation, as a mental phenomenon, is a collection of motives. Motive is one of
the key concepts of the psychological theory of activity, developed by leading
soviet psychologists A.N. Leontiev and S.L. Rubinstein. The simplest definition
of a motive within this theory: "The motive is the objectified, materialized
need". The motive is often confused with the need and purpose, but the need is,
in fact, the unconscious desire to eliminate the discomfort and the goal is the
result of a conscious definition of objectives.

In the musical education, the main type of training is choral singing.
Many progressive scientists and teachers of musical pedagogy consider choral
singing as means for the comprehensive development of spiritual forces of
students, as well as an incentive to wake up the aesthetic and moral feelings, the
musical ability, etc. All of them are in favor of compulsory, systematic singing
education without the exclusion of children and adolescents. Among these
representatives in the past were: N. Bryusov, A. Zelenko, N. Kochetov,
E.Lineva, E. Medynski, M. Rubinstein, S. Shatsky, V. Shatskaya.

It is in the choral singing that children and teenagers are united into one
collective creativity, which teaches them the collective feeling. In addition,
choral singing has a special place in the music and singing training because it is
a living, emotional playback process of musical and artistic images. No other
form of training but singing causes such a rise in students’ activity.

The level of musical/choral culture of the younger generation is now
largely dependent on solving problems of aesthetic education. The
underestimation of the role of musical and choral culture in shaping the
personality creates disharmony in the formation of the spiritual world of young
people, has a negative impact on the development of the emotional sphere,
which plays an important role in the working, social and personal life.

Therefore, the development of motivation for this type of musical activity
is necessary not only for the younger generation, but also in the future, in the
upbringing of the comprehensively developed personalities - physically perfect,
spiritually rich and morally blameless, in shaping their interest and love of
choral music.

The tasks and content of the musical education is defined by common
goals of the comprehensive development of personality and in particular the
aesthetic education: motivating children’s activity in the field of art; developing
a motive for aesthetic perception and emotional responsiveness to music;
developing love for music; motivating the development of musical abilities;
developing a motive for musical taste; raising the aspiration to feasibly express
themselves in musical activities, that is, the development of a motive for artistic
and creative abilities of teenagers.
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We believe that in order to stimulate creative motivation different motives
are required. The psychology and pedagogy of music highlights the following
factors, motives, which in our view are closely related to each other (see below).

for choral
activities

Fig.1. Motives required for the stimulation of creative motivation of choral
activities of students

So, we have analyzed the following motives and specifics of their
implementation in the choral activities of students. Self — affirmation motive —
the aspiration to establish itself in the society; associated with self-esteem,
ambition, self-esteem. A person tries to prove to others that he is worth
something, tends to get a certain status in the community, wants to be respected
and valued. Sometimes the desire for self-assertion is attributed to the prestige
motivation (the desire to obtain or maintain a high social status). Thus, the
desire for self-assertion, to improve their formal and informal status, for a
positive assessment of their personality is a significant motivational factor that
encourages people to work hard and develop.
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In the choir, the student out of a desire to affirm him/herself in the choral
group, plays an active role, thus acquires the motive of self-affirmation which is
so necessary for the development of incentives for creative activity. Students’
desire of group leadership encourages the learner to attain certain choral skills
and development of musical abilities, which later become the determining factor
in the manifestation of mastery.

The next motive that is needed to stimulate the motivation for creative
work is the motive of identifying with another person - the aspiration to look
like a hero, an idol, an authoritative person (father, teacher, etc.) This motivates
to work and grow. It is especially important for teenagers who are trying to copy
the behavior of others.

The desire to resemble an idol is a significant motive of conduct under the
influence of which a person develops and improves. Identification with another
person increases the energy potential of the individual at the expense of the
symbolic "borrowing" energy from the idol (object identification): there appear
forces, inspiration, desire to work and act like the hero (hero, father, etc.).

By identifying with the hero, a teenager becomes more daring. The
presence of a model, an idol, with which young people would seek to identify
and whom they have tried to copy, and from whom they have learned to live and
work is an essential condition for an effective socialization process.

For implementation of this motive it is necessary that a teacher be the
person everybody would aspire to be like. The high creative potential of
teachers, their professionalism, vocal and instrumental skills, creativity showed
during the lesson, a rich spiritual inner world, motivates the students to be like
their teacher. The teacher is an idol, a hero to the students, educates their good
taste, and brings them closer to higher musical, aesthetic and spiritual values.

Self - development motive - the desire for self-development and self-
improvement. This is an important motive which impels the individual to work
hard and develop. According to Abraham Maslow, this is the striving to fully
realize their abilities and desire to feel their competence.

Self-development, moving ahead is often accompanied by inner conflict,
but these are not acts of violence over a person. Moving forward is an
expectation, an anticipation of new impressions and experiences. When we
manage to activate a person’s self-development motive, we help to increase the
strength of his motivation to work. Talented teachers, leaders of choirs, are able
to use the motive of self-development, pointing to their students the opportunity
to develop and improve. Not only teachers may become students’ idols or heroes
but also some gifted and talented members of the choral group. The
manifestation of the brightest talent in the team is an important incentive for the
development of motivation for choral activities.

Achievement motive - the aspiration to achieve high results and skills in
an activity which is reflected in the choice of complex jobs and desire to meet
them. Success in any activity depends not only on the abilities, skills,
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knowledge, but also on the achievement motivation. A person with a high level
of achievement motivation, in his attempt to get significant results, works hard
to achieve the assigned goals.

Henry Murray was the first to identify this kind of motivation. He gave
the following definition of the achievement motive: "to deal with something
difficult, to overcome obstacles and achieve a high level. Exceed yourself.
Increase your self-esteem through the successful use of your abilities".

Continuing the scientific thought of Henry Murray in the context of choral
activities, the definition of motive may be reduced to the following: overcoming
the difficulties of choral parts; aspiring to acquire new theoretical and practical
knowledge; improving one’s vocal skills; developing one’s perseverance and
hard work.

Affiliation motive — the aspiration to establish or maintain relationship
with other people, the desire for contact and dialogue with them. The essence of
the affiliation is in its intrinsic value of communication. Affiliate
communication is a communication which is satisfying, exciting for a man.

This motive has a direct effect on the stimulation of creativity and motivation of
students and is shown as follows: participation in a common effort to form
students' ability to communicate, to objectively evaluate your actions, helps to
understand the drawbacks, musical (the quality of hearing and voice, vocal
skills) and behavioral; singing in a choir, the student develops positive personal
qualities needed for team work, learns to use his strength, musical abilities and
skills for the benefit of himself and for the choir; in the process of collective
choral singing, independence and team spirit develop, initiative and other
volitional qualities, so necessary to a student. In addition, musical activities
focus his attention on useful work, meaningful not only for him but also for the
other members of the band; in choral singing the diverse musical and
educational facilities are consisted and united, having a positive impact on
students, which reinforce the positive influence and neutralize the negative;
finally, in choral singing, the successes and failures can be clearly traced and
pointed out with an encouragement or remark; however we have noticed that
choir students evaluate most positively the success of a peer, if it was achieved
through hard work and will, while encouragement and awards received only for
natural talent are received less enthusiastically.

Conclusions: Thus, choral singing is one of the main means of musical and
aesthetic education: if the teacher uses the important psychological motives that
guide students’ activities he will better stimulate students’ creative motivation in
their choral activity; it is necessary to include in the vocal and pedagogical
practice a number of specific techniques to ensure the success of the educational
process, in general, and to stimulate creativity motivation.
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7. CANTUL CORAL - ARTA POSIBILITATILOR NEMARGINITE
CHOIR SINGS - ART OF ENDLESS POSSIBILITIES

Svetlana Postolachi, Senior Lecturer PhD,
»Alecu Russo” State University, from Balti, Republic of Moldavia

Rezumat: La baza cintului coral sta comunicarea emotional-spirituala .In creatia artistica
lumea exterioara esre intodeauna raportata la universul lautric al omului.Cintul coral , ca si
orice alt gen de muzica , e capabil de a transmite cele mai diferite sentimente sarcina
interpretului consta in intrepatrunderea sensului artei corale propriu-zise.Arta corala se
dovedeste a fi mereu o limba de circulatie internationala in care oamenii ajung sa comunice
cu inimile . Ca obiectiv primordial se contureaza dezvoltarea capabilitatilor artistice si
accentuarea relatiilor interpersonale .Schimbul de experienta si de succese artistice a
colectivului au dus la cresterea nivelului interpretativ si dezvoltarea posibilitatilor artistice
ale individului.

Cuvinte cheie: cor, arta, cintarea corala, relatiile internationale, integrare.

“Corul este un prototip al societatii ideale bazat pe o ambitie comuna si pe o
respiratie coerernta a societatii. , in care este important de a-l auzi pe celalalt,
si de a se asculta unul pe altul, societate in care individualitatea omului nu este
suprimata , dar se dezvaluie pe deplin .” (Struve, 1977)

Cintul coral se bucura de un privilegiu nepretuit , in fata altor citorva domenii,
ale educatiei artistice —el se realizeaza eminamente in mod colectiv. La baza
pedagogiei cintului coral stau urmatoarele elemente : comunicarea emotional-
spirituala , disciplina educational artistica , formarea unui model artistic
colectiv. Din cadrul interconexiunii acestor elemente ca parte integranta a
procesului formarii profesionale ia nastere dorinta arzatoare de a se cunoaste pe
sine prin intermediul artei , de a- si realiza potentialul artistic in cadrul acestui
element.Marin Constantin , dirjjorul corului Madrigal , in lucrarea sa de doctorat
“arta constructiei si interpretarii corale ” scria “nu cred ca gestica mea poate sa
spuna cum dirijez , dirijez cu privirea . Noi — eu si corul ne sustinem unii pe
altii. Cit suntem in Madrigal nu cunoastem decat o singura mare satisfactie :
acea de a fi un ansamblu ce traieste ca o singura fiinta .” (Constantin ,2012)

Cultivarea sufletului prin intermediul artei sonore ar trebui sa fie obiectivul
central al educatiei vocal-corale .Simtirea vie a muzicii care se naste din
interpretarea colectiva contribuie la intelegerea profunda a piesei sub diversele
el aspecte .”In creatia artistica lumea exterioara esre intodeauna raportata la
universul lautric al omului. Creatiile artistice valoroase constituie contributii la
cunoasterea si aprecierea modului uman de a simti , gindi si actiona , ele
reprezentind intruchipari ale unui ideal si configurinduse ca valori in deplinul
sens al cuvintului . ”(Capcelea ,2005) O creatie artistica pune in miscare ceea ce
spunea atit de frumos poetul : “Luna , tu , stapina a marii , pe a lumii bolta
luneci / si gindirilor dind viata suferintele intuneci...”(Eminescu,1998)

Cintul coral , ca si orice alt gen de muzica , e capabil de a transmite cele mai
diferite nuante ale starii psiho-emotionale ale omului : gindirile acestuia,

65



dispozitia, si/sau sentimentele . Developarea imaginii artistice a creatiei musical
corale reprezinta o sarcina primordiala a dirjjorului . aceasta se poate realiza
exclusiv prin intermediul constientizarii si in acelasi timp prin cel a interpretarii
creatie musical — corale .

O latura deosebita a cintului coral este legatura fireasca intre muzica si
exprimarea verbala. Ea este metoda incipienta de comunicare intre societati
,materializind in sensul cel mai direct constiinta . Dar noi vom aborda o alta
directie a exprimarii — intonatia , care serveste in mare parte la exteriorizarea
trairilor sufletesti.Muzica preia din intonatia verbala posibilitatea de a transmite
emotii, dar le transmite intro forma mult mai developata si complexa. Rezultatul
inerpretarii depinde de un sir de cause obiective si subiective printre care un loc
de virf il ocupa pregatirea tehnica a coristilor , precum si abilitatea de a
transmite in mod emotional structura artistica a pieselor interpretate.Tehnica
interpretativa este una dintre particularitatile specifice pedagogiei corale , unde
tehnica reprezinta metoda interpretativa . Ea este conturata de catre sarcinile
educational artistice care sunt dictate pe de o parte de continutul pieselor ,
implicit , iar pe de alta parte de catre orientarea musical artistica a colectivului
coral . Cintul coral isi are propria latura tehnologica , in cel mai mare sens legata
de natura interpretativa proprie acestui tip de arta .Prin cunoasterea artistica a
muzicii corale , sarcina interpretului consta in trairea acelor emotii si a
gindurilor pe care le exprima , care ii sunt relevate lui insusi in cadrul procesului
de comunicare cu muzica ., altfel zis , intrepatrunderea sensului propriu-zis al
acestui tip de arta .

In secolul XXI se atesta cu proeminenta intensificarea relatiilor artistice si
interculturale in toate sferele activitatii umane , in special in cadru artistic si al
sistemului cultural . Comunicarea interculturala reprezinta in sine o procedura
complexa a dialogului intre natiuni. Scopul optimal al acestui process ar fi
asimilarea spatiului cultural , formarea personalitatii culturale ca un vector
pronuntat European , si cooperarea inernationala a subiectilor vizati . Relatiile
internationale si interculturale raportate la cintul coral ofera posibilitatea
modelarii noilr contacte interpersonale , favorizeaza gindirea alternativa ,
promoveaza viziuni cit mai largi asupra domeniului musical. Arta corala se
dovedeste a fi mereu o limba de circulatie internationala in care oamenii ajung
sa comunice cu inimile . Muzica corala infrateste oamenii , fiind cel mai bun
ambassador al sufletului .

Universitarii Balteni isi doresc sa contribuie cu un plus artistic la educatia
tinerilor ale caror personalitati le au in modelare. In acest scop periodic se
organizeaza recitaluri musicale cu interpreti de elita cum ar fi : orchestra
camerala din Germania , profesori interpreti de la Academia de Muzica
“G.Enescu” din lasi , compozitorul Gheorghe Mustea , s.a. Deasemenea se
practica participarea la diferite concursuri nationale si internationale , cum ar fi
festivaluri de muzica corala din : Polonia , Bulgaria , Romania , Italia, etc.Ca
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obiectiv primordial se contureaza dezvoltarea capabilitatilor artistice
,accentuarea relatiilor interpersonale si prietenoase dintre tinerii diferitor tari .

Schimbul de experienta si de succese artistice a colectivului coral precum si
dezvoltarea relatiilor internationale in aria educatiei artistice a tineretului
studios, au dus la adaptarea prin intermediul artei la obiceiurile culturii nationale
,la cresterea nivelului interpretativ a colectivului si cautarea noilor posibilitati
artistice ale individului . In contextul celor de mai sus,integrarea institutiilor
superioare de invatamint in circuitul mondial educational precum si realizarea
diferitor obligatii educationale , prevazute in cadrul Sistemului de la Bologna,
garanteaza expres formarea autoritatii creationiste la nivel European si
intetrnational elevat .
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Abstract: The Choir sings is based on emotional communication and spiritual standing. In
artistic creation the outside world is always relative to the inner universe of man. Choral
singing, like any other genre, is able to convey different feelings. Broadcaster task consists in
interplaying choral art’s dirrection itself. Choral art always turns out to be the international
languagein which people get to communicate with hearts. . Primary aim is emerging artistic
development capabilities and emphasizing interpersonal relationships. Exchange of
experience and artistic success of the team led to increasing levels of artistic interpretation
and the development possibilities of the individual.

Keywords: choir, art, choral singing, international relations, integration.

"The choir is a prototype of an ideal society based on a common
ambition and breathing an coerernt society. It is important to hear the other. And
listen to one another, in human society where individuality is not suppressed,
but is fully revealed. "(Struve, 1977)

Choral singing enjoys a priceless privilege in front of several other fields
of art education, it is made essentially collectively. Based on pedagogy choir
sings are the following elements: the emotional-spiritual communication, artistic
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educational discipline, forming a collective artistic model. Of the
interconnection of these elements as part of the vocational training process
arises burning desire to know themselves through art, and to achieve artistic
potential in this element. Marin Constantin, the conductor of Madrigal choir in
his doctoral work "art construction and interpretation of choral" told :”’I do not
thinkgestyrea can say as a conductor, how I’'m directing. We - me and we
support each other choir. How we are ,Madrigal knows only one great
satisfaction: that of being a group that lives like a single being one..
"(Constantine, 2012).

Growing soul through art s should be the focus of choral education.The
feeling of live vocal music that comes from collective interpretation contributes
to a thorough understanding of the play in its various aspects. "In artistic
creation outside world always esre reported in universe the inner man. . Artistic
creations are valuable contributions to the knowledge and appreciation of the
human way of feeling, thinking and acting, depicted embodiment of an ideal
representing the values in the full sense of the word. "(Capcelea, 2005) . Choir
sings, like any other genre, is able to convey the various shades of psycho-
emotional state of man: his thinking, mood, and / or feelings. Development of
musical creation of artistic images is a primary task of choral conductor. this can
be achieved only through awareness and also through the interpretation of
musical creation .

A special aspect is related to the natural coral weighing between music
and verbal expression. It is the earlier method of communication between
companies, included in the most directly conscience . But we will address a
different direction Expression - intonation, which serves mostly to expressing
feelings sufletesti. The music taken from verbal intonation can convey emotions,
but they send in as more developed and complex.The interpretative results
depend on a number of objective and subjective causes including peak place ,
occupied by the singers in technical training and ability to convey emotionally
artistic structure of the songs . Interpretive technique is one of the specific
peculiarities choral pedagogy, where the technique is interpretive method. It is
shaped by artistic educational tasks that are dictated on the one hand the content
pieces, implicitly, on the other hand by a staff choir artistic musical orientation.
Choral singing has its own technological side, the biggest effect related to its
own interpretive nature of this type of art. By knowing the art of choral music,
interpreter's task consists in experiencing those emotions and thoughts they
express, who are revealed to in the process of communication itself with music
and to interplay yhe actual meaning of this kind of art.

The XXIst century is certified by increasing prominent artistic and
intercultural relations in all spheres of human activity, especially in artistic and
cultural system framework. Intercultural communication is in itself a complex
procedure of dialogue between nations. The purpose of this process would be
optimal assimilation of cultural space, cultural personality formation as a vector
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pronounced by cultural personality and European Inernational ; as well as the
cooperation of the subject. International relations and intercultural choir sings
reported allows modeling new contacts, favors alternative thinking, promotes
wider vision on how the musical domain. Choral art always turns out to be
international language that people get to communicate with hearts. Infratest
choral music people, the best ambassador of the soul.

Academicians from Balti want to contribute with more artistic education
of young people whose personalitiesthy have in their modeling. To this end,
musical concerts are held periodically with elite performers such as the German
chamber orchestra, singers teachers at the Academy of Music "G.Enescu" of
lasi, composer George bite, Practice is also participating in various national and
international competitions such as choral music festivals in Poland, Bulgaria,
Romania, Italy, etc.Ca primary objective is shaping artistic development
capabilities, emphasizing interpersonal relations and friendship between youth
of different countries.

The Exchange of experience and artistic success of the team and the
development of international relations in the area of art education for youth, led
to adaptation through art habits national culture, to the increase of the level of
collective interpretation and searching new artistic possibilities of the individual.
In the above context, the integration of higher education institutions in the
educational world circuit as well as making various educational obligations,
under the scheme of Bologna, expressly guarantees the formation of the
creationist authority at an European level and at an elevated intetrnational one.
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8. SONATA PENTRU PIAN iN LA MINOR OP.143 D 784 DE FRANZ
SCHUBERT. INTERPRETARI COMPARATE DE REFERINTA
SONATA FOR PIANO IN A MINOR OP.143 D 784 BY FRANZ
SCHUBERT. COMPARATIVE TOUCHSTONE INTERPRETATIONS

Brindusa Tudor, Lecturer PhD,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Modul de abordare al dinamicii si al tempo-ului, calitatea tuseului, precum si
sensibilitatea, imaginatia §i creativitatea pianistului sunt aspectele care diferentiaza o
interpretare de celelalte, dandu-i un caracter unic. Diferenta de intelegere a unei compozitii
muzicale la nivel profesionist poate fi remarcata in confruntarea diferitelor abordari, in
urmarirea interpretarilor comparate. Analiza comparata a sonatei pentru pian in la minor
op.143 D 784 de Franz Schubert, urmareste variantele interpretative ale unor pianisti
contemporani consacrati: Alfred Brendel si Radu Lupu.

Cuvinte cheie: sonata, pian, Schubert, interpretari, comparate.

Descifrarea sensurilor unei compozifii muzicale pe langa parametrii
generali, evidenti tuturor celor interesati de la o prima abordare, impune
intelesuri mai profunde. Acestea presupun un efort intelectual, o abordare
speciald pentru descifrarea sau gasirea unor ,,chei”, intelesuri supuse interpretarii
personale, legatd la rindul sdau de gradul de culturd muzicald, artistica si
generala.

Modul de abordare al dinamicii si al tempo-ului, calitatea tuseului,
precum si sensibilitatea, imaginatia si creativitatea pianistului sunt aspectele care
diferentiaza o interpretare de celelalte, ddndu-i un caracter unic.

Bazat pe cunostintele (practice si teoretice) dobandite pe parcursul
numerosilor ani de studiu, interpretul depaseste nivelul executiei. El atinge
nivelul artei dacd reuseste sa re-creeze compozifia muzicald, sd-1i confere
autenticitate si sd comunice publicului emotia unicd, ce nu va fi nicicind
identica, caci in acest proces al interpretarii se regasesc §i sunt importante
emotiile si trairile din acel moment unic. O interpretare va fi valoroasa doar in
masura in care este caracterizatd ca autenticd si personala.

Diferenta de intelegere a unei compozitii muzicale la nivel profesionist
poate fi remarcatd in confruntarea diferitelor aborddri, in urmarirea
interpretarilor comparate. Aceasta practica este deosebit de placuta si din ce in
ce mai gustatd de marea masa a melomanilor dar si deosebit de utila in procesul
pedagogiei muzicale. Pe de-o parte, interpretul este stimulat sa gandeasca
lucrarea muzicala, sd o descifreze in parametrii proprii §i sd-si impuna sd fie viu
si autentic de fiecare datd de cate ori re-creaza acea lucrare. Pe de alta parte, cel
care se serveste de interpretarile comparate ca de un mijloc necesar instruirii
sale, descopera diferite puncte de vedere in abordarea aceleiasi compozitii, isi
educa atentia, puterea de concentrare si de observare. El este stimulat mai ales in
dezvoltarea abilitatilor de proprie exprimare pe un text muzical dat.
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In abordarea interpretirilor comparate avem la dispozitie mai mult ca
oricand facilitdti nebanuite cu 30 de ani In urma: inregistrari pe suport digital
audio CD, video DVD, dar si postari pe diferite site-uri, cel mai cunoscut fiind
www.youtube.com, toate acestea fiind usor accesibile si aflate acum ,,la un click
distanta”.

Analiza comparatd a sonatei pentru pian in la minor op.143 D 784 de
Franz Schubert, urmareste variantele interpretative ale unor pianisti
contemporani consacrati: Alfred Brendel si Radu Lupu.

Alfred Brendel a inregistrat aceastd sonata in anul 1987 la casa de discuri
Philips, in timp ce varianta interpretativd a pianistului Radu Lupu dateaza din
anul 1976, la casa de discuri Decca.

Partea intai, Allegro giusto (Alfred Brendel - 13'32", Radu Lupu — 9'46")

Expozitia

In versiunea interpretativa a lui Radu Lupu, inceputul acestei sonate se
desfagoara intr-o sonoritate enigmaticd, pianistul folosind un tuseu cald. Radu
Lupu are un simt al frazarii ce imprima continuitate discursului muzical, astfel
purtand ascultatorul in atmosfera misterioasa a temei principale.

La Alfred Brendel, tensiunea degajatd de tema principala este intrerupta
din cauza scurtdrii optimii (in special in masurile 4 si 8), acest lucru stirbind,
oarecum, din atmosfera misterioasa a acestui inceput.

Atat 1n expunerea temei principale cat si in punte, Alfred Brendel
foloseste o paletd dinamicd extinsd pianissimo-fortissimo, pornind de Ila
sonoritati intime pana la explozii sonore incarcate de dramatism.

Radu Lupu trateazad aceste doud sectiuni (tema principald si puntea) intr-o
manierda ce urmareste realizarea unor efecte sonore spectaculoase. Pianistul
exploateaza intreaga bogdatie timbral-coloristicd a instrumentului, momentele
tensionate cdpatand in conceptia sa sonorititi orchestrale.

Pentru expunerea temei secundare, cei doi pianisti apeleazd la o nuanta
delicatd de pianissimo, reusind sa sublinieze expresia senind, pastorald a
acesteia.

In finalul concluziei, Alfred Brendel scoate in evidentd motivul initial al
temei principale din masurile 98 — 103, subliniind astfel caracterul conclusiv al
segmentului. A doua expunere a motivului este insotitd si de un mic ritenuto
prin care pianistul pregateste reluarea expozitiei. Desi Alfred Brendel
recomanda ca in sonatele de Schubert sa nu se repete expozitia, in acest caz el
respecta semnul de repetitie deoarece materialul tematic este mai concentrat.

Radu Lupu prefera sa omitd repetitia chiar si cind este vorba de
inregistrare, trecerea spre dezvoltare realizand-o in tempo, fara nici o pregatire
agogica.
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Dezvoltarea

In viziunea interpretativd a lui Radu Lupu, dezvoltarea capati o infatisare
energica dar usor precipitatd, in care interpretul pune mai mult accent pe
pregnanta ritmica decat pe evidentierea liniei melodice. Acest lucru se intampla
in special in ultima faza din dezvoltare, aspect care, intr-o oarecare masura,
atenueaza din delicatetea sectiunii. Tot aici observam faptul ca Radu Lupu
schimbi ritmul punctat (. [J) de pe timpii doi si patru din masurile 150 si 152 si
il transforma in doud optimi.

In viziunea interpretativdi a lui Alfred Brendel, modurile de atac non
legato si staccato, din fazele a doua si a treia din dezvoltare (masurile 110-140),
sunt Tnsotite de o dinamizare bogatd si o pedalizare ce servesc claritatii si
coloritului timbral specific acestor sectiuni. Reliefarea liniei melodice din ultima
fazd a dezvoltarii (masurile 127-140) capatd suplete si delicatete, Alfred
Brendel subliniind latura lirica a sectiunii prin sonoritdti intime realizate cu mult
rafinament.

Repriza

In repriza, atait Alfred Brendel cat si Radu Lupu isi pastreazi propriile
conceptii interpretative abordate in expozitie.

Diferentele dintre duratele celor doud interpretari ale partii intai (Alfred
Brendel - 13'32", Radu Lupu — 9'46") se datoreaza optiunii pianistului Alfred
Brendel de a respecta semnul de repetitie notat de catre Schubert la finalul
expozitiel.

Partea a doua, Andante (Alfred Brendel - 4'35", Radu Lupu —4'19")

Alfred Brendel este un adevarat maestru in sugerarea caracterului plin de
pace si seninatate al inceputului acestei parti, el apeland la o dinamica subtild si
un tuseu cald. Interpretul nu subliniazi dominanta din cadenta imperfecta (V> — I
— masura 3), alegand sa realizeze un descrescendo in masurile 3-4. Pianistul
delimiteaza motivul ornamental sordini prin respectarea pauzelor de optime ce il
incadreaza, acest lucru potentand caracterul obsedant si misterios al acestuia, ce
aminteste de tragismul primei par{i. Prin cresterea dinamica si evidentierea in
forte a acordului cu septima de pe treapta a treia (La major — masura 7), Alfred
Brendel contribuie la dramatizarea discursului muzical. Revenirea la nuanta
micd si atmosfera misterioasd din masurile urmatoare are astfel un efect
deosebit.

Radu Lupu opteaza pentru o marcare a dominantei urmata de o diminuare
a nuantei, aceastd variantd interpretativd fiind deopotriva interesantd. Spre
deosebire de Alfred Brendel, Radu Lupu lungeste cu ajutorul pedalei optimile de
pe timpii unu si patru din masura 4, aceasta optiune interpretativa atenuand, intr-
o oarecare masura, caracterul obsedant si misterios al motivul ornamental
sordini. De asemenea, pianistul alege o paletd dinamica mai restransd ce
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imprima primei sectiuni un caracter mai intim. Prin aceastd optiune, contrastul
expresiv adus de caracterul tensionat al sectiunii B (masurile 21-30) este
maxim. Continutul plin de tensiune al acestei sectiuni este sugerat de catre Radu
Lupu printr-un tuseu carnos si o continud crestere dinamicd spre punctul
culminant din masura 29.

Pentru a potenta efectul sonor creat de acumularea de energie ce
culmineaza cu forzando din masura 29, Alfred Brendel porneste de la o nuanta
mai mica si trateaza diferentiat forzando-urile in functie de cresterea dinamica.

In viziunea interpretativi a pianistului Radu Lupu, reluarea sectiunii
initiale A (masurile 31-48) pierde din caracterul plin de pace si senindtate de la
inceput, din cauza acompaniamentului putin grabit de la mana dreapta, ce duce
la o agitatie a discursului muzical.

Alfred Brendel pastreaza calmul si linistea ce caracterizau Inceputul partii,
acompaniamentul capatand suplete si delicatete in interpretarea sa, acest lucru
conferind elegantd si rafinament acestei viziuni.

In finalul partii, pianistul Alfred Brendel nu respectd nuanta indicata de
catre Schubert — pianissimo, atribuind motivului @ o sonoritate mai plind
combinata cu o duritate a atacului ce tensioneaza atmosfera.

Viziunea lui Radu Lupu este plind de sensibilitate, optiunea acestuia de a
respecta indicatiile dinamice ale compozitorului fiind mult mai inspirata.
Pianistul confera sfarsitului partii un rafinament aparte, subliniind prin sonoritati
delicate rolul acestei ultime expuneri a motivului, aceea de a detensiona
atmosfera ce a fost dinamizata in coda.

Partea a treia, Allegro vivace (Alfred Brendel - 5'41", Radu Lupu —
4'42")

Expozitia

In varianta interpretativd a lui Radu Lupu, tema principald A capiti o
infatisare plind de energie dar usor precipitatd, din cauza tempo-ului putin prea
repede (4'42"). Aceastd interpretare ne frapeaza totusi prin claritatea
impresionantd a atacului si precizia ritmicd intr-un tempo asa alert. Calitatile de
virtuozitate tehnicd sunt acum solicitate din abundentd, iar Radu Lupu este un
pianist care trece cu un maxim favorabil de aceasta etapa si aduce, astfel, un nou
prag de depasit, pentru viitorii pianisti.

Alfred Brendel alege un tempo mai asezat (5'41") ce imprima stabilitate
discursului, pianistul reusind sa confere indicatiei Allegro vivace prospetime si
stralucire.

Datorita tempo-ului mai agezat, tema secundara capata o interpretare de
mare intensitate in viziunea lui Alfred Brendel. Abordarea sa este foarte lirica,
urmdrind cu multd sensibilitate linia melodica expusa la mana dreaptd si
sustinutd de un acompaniament ce primeste cea mai delicata atingere.
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Contrastul dintre energia, stralucirea temei principale si lirismul, poezia
temei secundare este mai putin evident in varianta pianistului Radu Lupu.
Viziunea sa interpretativa asupra temei secundare relevd o atmosfera mai putin
lirica, pianistul imprimand acesteia un caracter mai agitat din cauza tempo-ului
putin prea alert.

Dezvoltarea

In viziunea interpretativa a lui Radu Lupu, aceeasi agitatie dati de tempo-
ul usor precipitat din expozitie persista si in dezvoltare. Prin alegerea unei palete
dinamice mai restranse, pianistul nu surprinde efectul dramatic creat de
contrastul extrem pianissimo - fortissimo din a doua faza a dezvoltarii (masurile
157-168).

Varianta interpretativa a lui Alfred Brendel cucereste prin dinamica
diversa nuantatd cu mare madiestrie si plasticitatea agogica ce contribuie la
realizarea momentelor lirice si dramatice. Interpretul este foarte sugestiv in
evidentierea atmosferei de neliniste creatd de pulsatia obsesiva a triolelor de
optimi in nuanta de pianissimo utilizata pe spatiu extins (25 de masuri in
masurile 174-198).

Repriza

In repriza, atat Alfred Brendel cat si Radu Lupu rimén fideli propriilor
conceptil interpretative abordate in expozitie. Octavele din finalul sonatei au un
impact deosebit de puternic in interpretarea pianistului Radu Lupu datorita
claritatii impresionante a atacului, articulatiei penetrante si preciziei ritmice intr-
un tempo asa alert. Desi Alfred Brendel a ales un tempo mai comod pentru
ultima parte, el scoate in evidenta caracterul profund tragic al sectiunii Tn octave
printr-o sonoritate incarcatd de tensiune §i o ritmica pregnanta.
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Decoding the significance of a musical composition, apart from the
general parameters obvious to anyone interested at a first approach, entails
deeper meanings. These suppose an intellectual effort, a particular approach to
decode or find certain “keys”, meanings subject to personal interpretation
connected in its turn to the degree of musical, artistic and general knowledge.

The manner in which tempo and dynamics are approached, the quality of
the touch as well as the pianist's sensibility, imagination and resourcefulness are
the aspects that differentiate one performance from another, rendering them
unique.

Based on the knowledge (practical and theoretical) gained during many
years of study, the pianist goes far beyond mere execution. He or she reaches art
if they manage to re-create the musical composition, to give it a touch of
authenticity and to convey to the audience the unique emotion that will never be
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identical, since in this process of performance and interpretation it is the feelings
and emotions of that very instant that are important. An interpretation will be
noteworthy only if it can be described as authentic and personal.

The difference in understanding a musical composition at a professional
level can be observed by confronting various approaches, by pursuing
comparative versions. This practice is highly enjoyable and increasingly adopted
by music lovers; at the same time, it is extremely useful in the process of music
pedagogy. On the one hand, the pianist is stimulated to think the music piece
through, to decipher it in his or her own parameters and to resolve to be vivid
and authentic each time they re-create that work. On the other hand, the one who
uses comparative performances as a means necessary to their education
discovers various viewpoints in the approach of the same composition, trains his
attention, focus and observation. They are especially stimulated in developing
their own expressive skills with regard to a given music text.

In approaching comparative performances we can rely more than anything
on facilities that were unthought of thirty years ago : recordings on digital audio
CD and video DVD as well as posts on various sites, one of the most famous
being youtube.com. All these are easily accessible and ... just “one click” away.

The comparative analysis of the Sonata for piano in A minor op.143 D
784 by Franz Schubert targets the interpretive views of two world-famous
contemporary pianists: Alfred Brendel and Radu Lupu.

The former recorded this sonata in 1987 at the Philips record company,
while Radu Lupu's performance was recorded by Decca in 1976.

The first movement, Allegro giusto (Alfred Brendel - 13'32", Radu Lupu —
9'46")

Exposition

In Radu Lupu's version, the beginning of this sonata is characterised by an
enigmatic sonority, the pianist using a warm touch. He has a sense of phrasing
that renders the discourse continuous, thus taking the listener all the way into the
mysterious atmosphere of the main theme.

With Alfred Brendel, the tension conveyed by the main theme is
interrupted by his shortening of the quaver (especially in bars 4 and 8), and this
somewhat affects the mysterious atmosphere of this beginning.

Both in the main theme exhibition as well as in the bridge, Alfred
Brendel uses a wide range of dynamics pianissimo-fortissimo, starting from
intimate sonorities to sonorous bursts laden with drama.

Radu Lupu treats these two sections (the main theme and the bridge) in a
manner that pursues achieving spectacular sonorous effects. He makes use of the
entire timbre and colour potential of the instrument and, thus, in his
interpretation, the tensioned moments acquire orchestral sonorities.
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To exhibit the secondary theme, both pianists resort to a delicate
pianissimo and succeed in rendering its serene, pastoral expression.

In the end of the conclusion, Alfred Brendel highlights the initial motif of
the main theme in bars 98 — 103, thus underlining the segment's conclusive
character. The second exhibition of the motif is accompanied by a small
rittenuto by means of which the pianist prepares for the repetition of the
exposition. Although Alfred Brendel recommends that, in the sonatas by
Schubert, expositions not be repeated, in this instance he obeys the repetition
mark because the thematic material is denser.

Radu Lupu prefers to omit repetition even when there is a recording
involved; he makes the passage towards the development in tempo, without any
agogic preparation.

Development

In Radu Lupu's version, the development becomes energetic but also
rather precipitated, as the pianist stresses more the rhythmical aspect than
highlighting the melodic line. This particularly occurs in the last segment of the
development which, to a certain extent, diminishes the delicacy of the section.
Here we also note that Radu Lupu changes the dotted rhythm (CJ[J) on the
second and fourth beat in bars 150 and 152 into two quavers.

In Alfred Brendel's version, the non legato and staccato attack modes in
segments two and three of the development (bars 110-140) are accompanied by
rich dynamics and pedal that are faithful to the clarity and timbral colour
specific to these sections. The highlighting of the melodic line in the last
segment of the development (bars 127-140) acquires suppleness and delicacy as
Alfred Brendel underlines the lyrical side of this section by means of intimate
sonorities achieved with great refinement.

Reprise

In the reprise, both Alfred Brendel as well as Radu Lupu retain their own
interpretive views approached in the exposition.

The differences in duration of the two performances of the first movement
(Alfred Brendel - 13'32", Radu Lupu — 9'46") are due to Brendel's choice to
observe the repetition mark written by Schubert himself at the end of the
exposition.

The second movement, Andante (Alfred Brendel - 4'35", Radu Lupu —
4'19™)

Alfred Brendel is a true master in suggesting the peaceful and serene
character of the beginning of this second movement as he resorts to subtle
dynamics and a warm touch. He does not underline the dominant in the
imperfect cadence (V> — I — bar 3), choosing instead to do a decrescendo in bars
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3-4. He outlines the ornamental motif sordini by observing the quaver rests that
come before and after it, and this enhances its obsessive and mysterious
character, alluding to the tragic aspect of the first movement. By means of a rise
in dynamics and the highlight in forte of the seventh chord on step three (4
major — bar 7), Alfred Brendel contributes to the dramatisation of the musical
discourse. Hence, the return to soft dynamics and the mysterious atmosphere in
the following bars have a remarkable effect.

Radu Lupu chooses to mark the dominant followed by a decrease in
dynamics, and this version is equally interesting. Unlike Alfred Brendel though,
Radu Lupu makes use of the pedal to increase the quavers on the first and fourth
beat in bar 4, which rather weakens the obsessive and mysterious character of
the sordini ornamental motif. Moreover, the pianist chooses a narrower dynamic
palette that renders the first section more intimate. By doing so, the expressive
contrast brought about by the tensioned nature of section B (bars 21-30) is at its
peak. The full tension of this section is suggested by Radu Lupu by means of a
very physical touch and a continuous rise in dynamics towards the climax in bar
29.

In order to enhance the sonorous effect created by the energy
accumulation that culminates in forzando in bar 29, Alfred Brendel starts from a
softer dynamics and treats all the forzandos differently according to the dynamic
rise.

In Radu Lupu's performance, the repetition of the initial A section (bars
31-48) loses some of its peaceful and serene character from the beginning
because of the slightly too fast accompaniment of the right hand which renders
the musical discourse rather agitated.

Alfred Brendel preserves the peace and tranquillity that characterised the
beginning of the movement; in his performance, the accompaniment becomes
supple and delicate, and this makes his version elegant and refined.

In the end of this movement though, Alfred Brendel chooses not to follow
the dynamics indicated by Schubert — pianissimo, and instead plays motif a
more vigorously and employs a strong attack that bring about tension.

Radu Lupu's version is full of sensibility and his choice to follow the
composer’s dynamic indications is much wiser. He renders the end of the
movement particularly refined, underlining by means of delicate sonorities the
role of this final exhibition of the motif, which is to dissipate all the tension that
was made dynamic in the coda.

The third movement, Allegro vivace (Alfred Brendel - 5'41", Radu Lupu
—4'42™)

Exposition

In Radu Lupu's version, the main theme A acquires an energetic but

rather precipitated sound due to the slightly too fast tempo (4'42"). Nevertheless,
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this performance is strikingly remarkable with its impressive attack clarity and
the rhythmical accuracy in such an alert tempo. This demands virtuosity, and
Radu Lupu is by far a virtuoso and thus raises the bar for future pianists.

Alfred Brendel chooses a slower tempo (5'41") that brings stability to the
discourse, rendering the Allegro vivace fresh and sparkling.

Due to the slower tempo, the secondary theme becomes very intense in
Alfred Brendel's version. His approach is extremely lyrical, following with great
sensibility the melodic line played by the right hand and supported by an
accompaniment that receives the gentlest touch.

The contrast between the energy and sparkle of the main theme and the
lyricism and poetry of the secondary theme is less obvious in Radu Lupu's
version. His interpretive view of the secondary theme reveals a less lyrical
atmosphere as the pianist gives it a rather agitated character due to the slightly
too alert tempo.

Development

In Radu Lupu's version, the same agitation provided by the slightly
precipitated tempo in the exposition persists in the development as well. By
choosing a narrower dynamic palette, the pianist does not convey the dramatic
effect generated by the extreme contrast pianissimo — fortissimo from the second
segment of the development (bars 157-168).

Alfred Brendel's version is remarkable because of the various degrees in
dynamics beautifully rendered as well as the agogic expressiveness that lead to
the achievement of lyric and dramatic moments. Brendel is highly suggestive in
highlighting the restlessness created by the obsessive pulsation of the triplet
quavers in pianissimo employed extensively (25 measures, between bars 174-
198).

Reprise

In the reprise, both Alfred Brendel and Radu Lupu remain faithful to their
own interpretive views approached in the exposition. The octaves at the end of
the sonata have a particularly powerful impact in Radu Lupu's version due to his
impressive clarity of attack, penetrating articulation and rhythmical accuracy in
such an alert tempo. And, although Alfred Brendel chose a more comfortable
tempo for the final movement, he nevertheless points out the deeply tragic
character of the octave section by means of a tense sonority and a remarkable
rhythm.
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9. DEZVOLTAREA VOCII MUZICALE SI VORBITE A
PROFESORULUI DE MUZICA PRIN INTERMEDIUL METODEI
INTONATIONAL - VERBALE
DEVELOPMENT OF THE SPEAKING AND SINGING VOICE OF
MUSIC TEACHERS BY INTONATIONAL - SPEECH METHOD

Petr Sikur, Associate Professor PhD,
»Alecu Russo” State University from Balti, Republic of Moldavia

eJe,

si vorbite a profesorului de muzica cu ajutorul metodei ,,intonational-vorbite".
Cuvinte cheie: muzica vocala, voce vorbita, activitatea profesorului, metoda.

Profesor de muzicd al scolii medii ar trebui sd aiba nu numai o voce bine-
dezvoltata si "instruitd" in cant dar de asemenea si in vorbire.Am dezvoltat asa-
numita metoda intonational-vorbite care permite sa identifice si sa dezvolte cele
mai bune calitdti ale vocei si auzului la copii si adulti intr-un timp relativ scurt,
precum si sd elimine diverse tulburari de voce si defecte, cum ar fi raguseald
cronicd, sforditul, tremolarea, "nodurile" de pe corzile vocale (de obicei necesita
interventii chirurgicale), inclusiv cazuri de balbism.

Esenta acestei metode este faptul cd dezvoltarea vocii incepe si, initial, se
bazeazd pe vocea bine dezvoltatd in vorbire si, in special, pe intonatie,
muzicalitate, ritm, tempo-ul, etc. In acest context am numit aceastd metoda
"intonational-vorbita".

Baza fiziologica a metodei este natura miscarilor de alunecare a vocii in
procesul vorbirii, care sunt formate din copildrie in procesul de invatare a limbii.
The physiological basis of the method is the nature of the sliding speech
movements of the person’s verbal voice, which are formed from childhood in
the process of learning the language. Miscarile de alunecare 1 in sus si n jos pe
gama, care sunt caracteristice pentru vocale servesc la formarea nu doar
melodicititii de exprimare, dar, in general, a vorbirii. In timpul practicii noi am
constatat ¢d lucrand asupra sarcinii miscarii de alunecare de voce, in conditiile
respiratiei bune, articulatiei clare, atingerii sunetelor joase si inalte, vocea
discursiva nu doar se dezvoltd dar si dobindeste putere, diapazon, timbru si intr-
un fel se apropie de formarea unui sunet vocal de cant.

Ca sd intelegem mai bine metoda si sa ne invatdm a o folosi, ar fi bine sa ne
amintim ce este intonatia, vocea de vorbire, si care este tangenta ei cu vocea de
cant ? Se stie ca vocea aceluiasi om in cint si in vorbire poate sd se deosebeasca
mult prin timbru, putere, diapazon, expresivitate, deoarece vocea in timpul
cantului si a vorbirii lucrezad diferit.

Astfel, in cant aceeasi persoand foloseste laringele mic si tesutul moale al
spatiului epiglottic (faringe, palatului moale, gt si nas-gat), si vorbind foloseste
laringele superior si de miscarea activa a gurii. De aceea aceste doud procese se
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pot Tmbogati reciproc, de exemplu: prin imbundtatirea sonoritatii vocii de
vorbire putem modifica sonoritatea vocii de cant.

Sunetele vorbirii noastre nu sant statice, ele schimba dupa inaltime, putere,
dinamica, timbre, tempou, ritm s.a. Toti acesti parametri formeaza intoanatia
vorbirii. Cuvantul intonatie are cateva sensuri (lat. Intonare — a rosti in glas
tare): 1) ridicarea si coborirea vocii in rostire (intonatie interogativa, narativa),
2) modul de a canta sau a vorbi, care reflectd emotiile vorbitorului sau
interpretului (bucurie, tristete, gluma etc.), 3) precizia sonoritdtii a melodiei
dupa inniltime. In acest caz noi analizam intonatia din punct de vedere acustic,
legata de miscarea principalului element — melodiei, dezvoltareavorbirii
melodice, cantabile, care poate creste in cint. Fiecare dintre aceste elemente ale
intonatiei efectueaza functia sa. In vorbire (in special scenicd) noi folosim aceste
elemente si chiar le regulam pentru a exprima expresivitatea textului rostit:

- Cu ajutorul tempoului, ritmului si accentelor noi evidentiem silabele,
cuvintele, propozitiilee mai importante;

- Schimband puterea sunetului, pe silabele accentuate sau neaccentuate noi
reguldm dinamica vorbirii;

- Pauza (ca rezultatul opririi sunetului) permite divizarea discursului pe
fragmente, asa numitele tecte sau sintagme, fraze, propozitii;

- Cu ajutorul modificarii timbrului, noi schimbdm culoarea sunetului si
caracterul rostirii unor sunete anumite, facindu-le sa sune vesel, trist, sigur,
nesigur s.a. Asa timbru se mai numeste prozodic.

Curba melodica a cantului este mult mai simplda decat cea recitativa.
Miscarea de la sunet la sunet este o linie dreapta fara glissando, si corespund
exact notelor de pe portativ. Fiecare interval are denumirea sa (prima, secunda,
tertd, etc.) si sonoritate precisd, ce permite determinarea exacta a sunetului.
Aceastd miscare poate fi usor observata prin exemplul catorva sunete, mai intai
rostite dupa — cintate.

- B i e

=3

o 1553

Aceste schimbari pot fi deasemenea observate pe intonograf.
Cantul

-A 3Ha-1o0 conH-Le

Vorbirea
“la zna-yu soln-tse * (Eu stiu soarele)
“Soarele meu”. Cantec popular italian”. Aranjament de E. Capua.
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Prin urmare, in vorbire intervalul nu are o fixatie anumita. Dacd vom marca pe
foaie punctele de schimb ale innaltimii prin care trece melodia vocii vom primi
o curba.

Inceputul ascendentei si descendentei melodicii va fi punctual de
inflexiune (fig. 2, 4, 7). In acelasi timp intervalul sunetului vorbirii apare nu
doar la schimbarea directiei miscdrii ci s In timpul monotonismului si
cromatizmului. In acest context este greu de determinat intervalele vorbirii, si ne
putem multumi de determinarea lor generala — largi, medii, inguste. Daca in
muzicd sau in canto pentru a reda idea muzicald e nevoie de intervaluri exacte,
in vorbire nu e atit de important acest fapt, cit directia sunetului. De exemplu, in
vorbire, aceeasi importantd a intrebarii poate fi redata prin ridicarea glasului la
terta sau la cvintd, sau chiar octava. Adicd melodicitatea vocii isi poate indeplini
functiile la fel cu diapazonul larg al vocii si cu cel ingust. Intervalul in vorbire
depinde de puterea emotiva. Emotiile mari maresc intervalele, iar cele mici le
micsoreaza. Deaceea intervalele in vorbire depind de starea emotiva a
vorbitorului.

Astfel, fiecare vocala, silaba au melodicitatea lor, iar cuvintul care consta
din cateva vocale sau silabe, mai apoi fraza sau propozitia in intregime au o
melodica vorbitd specifica. Fiecare sunet in aceastd Tn aceasta curba melodica
are locul si functia sa, prin urmare si indltimea sa.

In acest context, vorbirca este deja o muzici sofisticatd. Faimosul
reformator al al artei teatrale rusesti K. S. Stanislavskii a spus ca literele, silabele
si cuvintele sint note mizicale in vorbire, din care se formeaza tactele, ariile si
intregi simfonii. Si cat mai expresiva este vorbirea (de exemlu, actorii dramatici,
naratorii profesionisti), cu atit mai muzicala este ea si mai aproape de cant. De
exemplu, o voce simpld in vorbire are diapazonul de 5-6 tonuri, este monotona,
are rostirea acuta a vocalelor si consoanelor, iar vocea scenicd, lucrata are
diapazonul larg (de pind la 1 octava si jumadtate), putere, rotungire a sunetelor si
cantabilitate. La vocea scenic in momentul vorbirii se pot observa elemente de
vibrato de canto. Dar cantabilitatea vocii scenice Tn momentul vorbirii nu trebuie
sd treaca in vocalizare. Deoarece vorbirea vocalizatd, care are timbru vocal isi
pierde din cantabilitatea naturald a vorbiri si suna artificial.

Vorbirea vocalizatd se construieste pe articulatiile de canto de sunet
rotungit. Deseori interpretii de opera folosesc neconstient aceasta tehnica de
interpretare (pe cdscat) in vorbire. Rostirea vocalizata se foloseste deseori in
bisericd, dar nu intotdeauna. Unele texte, rugdciuni se pot cit si ca naratiune, sau
declamatie naturala.
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Rostirea vocalizatd nu se foloseste in metoda noastrda deoarece folosind
vorbirea vocalizata nu se activeaza “rezervele suplimentare” — mehanism care
poate influenta pozitiv dezvoltarea vocii si auzului de vorbire, mai apoi de cant.
Noi practicam cantabilitatea declamativ- vorbita a vocii, care se efectueaza doar
in pozitia de vorbire. De la Inceput acest fapt separeaza vocea de vorbire de cea
de cant, dar pe percursul antrendrii vocii functiile de vorbire si de cint a vocii se
apropie una de alta, vocea se dezvolta si se perfectioneaza.

Cantabilitatea vorbirii este influentata la fel si de limba vorbita. Cele mai
cantabile limbi in lume se considerd unele limbi din grupa romanica si slavona
(italiana, slavona, ukraineana), in care combinatiile fonetice ale cuvintelor si ale
muzicii sint atit de armonioase Incit vorba este Tnsusi melodie.

Un anumit tip de cantabilitate i1 au unele limbi tonale, cum ar fi:
vietnameza, chineza, japoneza s.a. In asa limbi, comparativ cu cele europene,
desenul melodic al silabelor si cuvintelor pare a fi foarte dificil. Aici schimbare
inndltimii tonului este insotita de modificari ascutite, care sar brusc de la
registru la registru. Modificarea intonatiei silabei sau cuvintului trage dupa sine
modificarea intonatiei intregii fraze, ce necesitd auz foarte exact. Dar acesti
factori nu influenteaza dezvoltarea auzului muzical si a vocii.

Astfel, vocea de vorbire, cu un procent anumit de cantabilitate, poate fi
transformata in voce de canto, cu pozitie academica. Aceastd trecere poate fi
abrupta sau pas cu pas. Abrupta poate fi cind vocea de vorbire trece brusc in
pozitie academica; ea este pas cu pas cind vocea de vorbire trece pozitie
declamatorica de cant (folk, pop), ca cea mai apropiata pozitie de cea de vorbire,
si dupa aceasta ea trece in pozitie academica. Pentu a perfectiona vace se pot
introduce si alte metode si exercitii pentru pozitie pe cascat, pentru fluenta si
mobilitate, etc.

Pentru lucru practic asupra vocii noi am ales 2 grupuri de exercitii. Primul
grup include exercitii pentru dezvoltare melodicitatii vorbirii, cu toate
componentele sale (timbre, putere, dinamica, etc.). La baza efectudrii acestui
exercitiu sta principiul descris anterior — principiul dezvoltarii melodicitatii
intrasilabice, cu atingerea registrelor Tnalte si joase. Ca material pentru acest
exercitiu poate fi folositd rostirea combindrilor de cuvinte, cifre (22-23 s.a.),
silabe, fraze, propozitii cu intonatii interogative sau narative.

Oea -  puats nstb?  [lsa-Auath lWwe— ecth!

“Dva — dtsati pyati Dva-dtsati se — esti!”(Douazeci si cinci? Doudzeci si sase!)

In notatie muzicald acest exercitiu arata astfel:

84



e '{‘ e = '
: T e e e e e x'} = ]
JmBan - nare ma-T? JBam - mare e - cTh!

“Dva — dtsati pyati? Dva-dtsati se —esti!”’(Douazeci si cinci? Doudzeci si sase!)

Desigur aceastd notatie este aproximativa, deoarece melodica recitativa
este alunecdtoare, aluneca pe semitoane, si patrimi de ton si este imposibil de a o
nota. Prin efectuare corectd a exercitiului vocea in scurt timp largeste
diapazonul, puterea, volumul, se imbunatateste timbrul, auzul, expresivitatea, ce
la rindul sau influenteaza pozitiv vocea de canto si auzului melodic si vocal.

Al doilea grup include exercitii ce pregatesc vocea pentru trecera de la
vocea recitativa la cea de canto. Ca material pentru acest exercitiu pot fi folosite
secvente melodice simple, fraze din cantece, care pot fi cintate in diferite pozitii
de vocalizare. In special aceasta este metoda ritmodeclamationala si declamatiei
de pe note. Dupa ce, ele pot fi cantate obisnuit. Metoda ritmodeclamationala
presupune declamatia textului cantand, la o Tnndltime tonald, dar cu ritm si
tempou musical.

|} L Y G2 | Y B | T ;
mo - ne ©Oc -pe - 3@ cro-4 - JA.

“Vo po — le be — re — za sto —ya — la”

Metoda declamatiei musicale sau pe note:
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“Vo po — le be —re —za sto —ya — la”

Va amintim ca semnul X Tnseamnd intonarea aproximativa a sunetului.
Cuvintele pe jumatate se rostesc, iar pe jumatate se cintd. Dupa ce aceste
secvente sau fraze se cintd in mod obisnuit, se vocalizeaza. Trecerea de la
declamattie la cant poate fi brusca, cand glasul elevului usor trece la cant, sau
pas cu pas, cand elevul doar pealocuri nimereste intonativ notele. In asa caz se
propun exercitii suplimentare. In cele mai dese cazuri este cantul cu gura
inchisd, innainte de a canta cu vocea. Se mai propun $i exercitii combinate: rostit
— cantat, declamarea ritmica — declamarea pe note, declamarea cantabila — cantul
in maniera populard sau declamare — canto academic.
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“Vo po — le be — re — za sto —ya — la”

Si dupd aceasta exercitiul se efectueaza in pozitie de canto academic, popular
sau de estrada — Tn dependenta de specialitatea elevului.

Concluzii
1. Aceasta metoda este folositd nu doar pentu dezvoltarea vocii profesorilor de
muzica a scolii medii, si de persoanele cu profesia strins legate de declamare —
actori, dictori, naratori, profesori, care au nevoie de o voce bine lucrata.
2. Cu ajutorul aceste metode vocea de vorbire poate fi transformatad in voce de
cant, la fel pot fi eliminate defectele vorbirii, cum ar fi gangavitul.
3. Aceastd metoda nu exclude folosirea altor metode de dezvoltare a tehnicii de
vorbire si cant.
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Abstract : The author tells about the "intonational-speech"” method, which he has elaborated.
It should develop the speaking and the singing voice, as well as eliminate different voice
handicaps, including the stutter.

Keywords: vocal music, spoken voice, work of professor, method.

The music teacher of secondary school should have not only a well-developed
and "trained" singing, but also verbal (speaking) voice.

We have developed the so-called intonational-speech technique which allows
to identify and develop the best qualities of the singing voice and hearing in
children and adults within a relatively short time, as well as eliminate various
voice disorders and defects, such as chronic hoarseness, nasal twang,
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tremolation, "nodes" on the vocal cords (usually requiring surgery), including
cases of stuttering.

The essence of this method is that the development of the singing voice starts
and initially is based on the well trained declamatory-chanting verbal voice and,
in particular, on the development of speech intonation, its melodiousness,
rhythm, tempo, etc. In this regard, we have conditionally named it "intonational-
speech method".

The physiological basis of the method is the nature of the sliding speech
movements of the person’s verbal voice, which are formed from childhood in
the process of learning the language. Sliding movements up and down the range
which are characteristic for vowel sounds serve to forming of not only the
melody of speech, but speaking generally. During practice we were able to show
that if you give a certain working load on these sliding motions of voice,
provided good breathing support, clear articulation followed by coverage of the
upper and lower sounds (that is, to overcome the register transitions), as a result
the speech voice not only strengthens, develops, acquires range, strength, flight,
corresponding tone, but in many ways gets closer to the singing sound
formation. This gave reason to believe, and then to carry out the transition of the
developed chanting voice into the singing voice.

In order to better understand the method and how to use it, it is important to
think of what is intonation, speaking voice, what is the relationship of the latter
with singing voice? It is known that the same person’s singing voice may be
very different from his speaking voice by its timber, strength, range,
expressiveness, etc., because the vocal apparatus is working in different modes
in speech and singing. Thus, in the same person singing can be done on the
lower larynx and through soft tissue of epiglottic space (pharynx, soft palate,
throat and nose-throat), and speaking is done on the higher larynx and the active
work of the mouth front. However, the same vocal organs participate in
speaking and singing. Therefore, it is possible to bring together and mutually
enrich their working modes: e.g. by improving the sounding of speaking voice
you can influence the sound quality of the singing voice.

The sounds of our language are not static and vary in height, strength,
dynamics, timbre, tempo, rhythm, and other parameters. All these changes on
the whole form the intonation of speech. The word “intonation” has several
meanings (from lat. intonare — to utter aloud): 1) lowering and raising a voice in
pronunciation (interrogative, narrative intonation), 2) way of speaking or
singing, reflecting certain feelings of the speaker or singer (authoritativeness,
ridicule, grief, depression, etc.), and 3) the accuracy of sounding of musical or
vocal melody in height (pitch tone).

In this case, we consider an acoustic (sound) side of the intonation associated
with the motion of its main elements - melody, the training of special quality of
chanting, melodized speech that can grow into a vocal speech, that is into
singing. Each of these elements of intonation performs its task. In normal speech
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(and even more in scenic speech), we always use these elements and even
intentionally control them, especially when there is the need for more
expressivity in uttering a text:

- we mark out some key syllables, words, sentences with the help of tempo,
rhythm, stresses;

- we adjust the dynamics of speech by changes in voice power, intensification
and attenuation of the sounding of stressed and unstressed syllables, words;

- pause (as a result of interruption of sound) allows us to divide the speech
into separate "segments", so-called bars or syntagmas, phrases, sentences;

-by changing the timbre of the voice, we change the sound color of
pronunciation, as well as the nature of pronouncing individual sounds (words,
phrases, and even a few sentences), making speech joyful, sincere, insincere,
etc. This tone is also called prosodic.

The sound of singing in itself on its melodic curve is much simpler and
"more concrete" than the sound of speech. The movement from sound to sound
proceeds as if along a straight line, without sound glissando (sliding), and
corresponds exactly to its fixed height on staves. Each interval has its specific
name (first, second, third, etc.), precise sounding at a certain height, which
allows you to hear a particular sound.

In speaking, the voice never stops on one line, and constantly is moving
along the curve, and not just from sound to sound, but also within each sound,
each vowel, forming a so-called intrasyllabic melodic chant (syllable melody).
This movement can be easily observed by the example of several sounds, first
sung, then spoken. e
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These changes can be also observed on intonograph.
Singing

<A 3Ha-10 conH-ue

Speech
“la zna-yu soln-tse * (I know the sun)
“My sun”. Popular Italian song”. Arrangement by E. Capua.

Hence, in speaking, an interval doesn’t submit to accurate fixation, and in its
sound-tracking it has a certain steepness. If we mark points on paper along a
certain segment through which the melody of speech voice passes, we obtain a
winding curve:
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The beginning of ascending and descending melody will be the point of
inflection (see figures 2, 4, 7). At the same time, the interval of speech sound
appears not only at the changing the direction of melody movement, but also
during its monotony, chromaticity. In this regard, it is difficult to determine the
speech intervals by ear and you often have to be content with their general
definition - large, medium and small intervals. While you need exact interval in
music or singing for the expression of musical ideas, in speech the direction
rather than the precise size of an interval is important. For example, the same
question intonation can be expressed by the motion to voice up to the interval of
third, fifth (more significant question) and even an octave. That is the speech
melody can perform its semantic functions identically both at large and small
range of voice. The very size of interval in speech depends largely on the
strength of emotion. The high intensity of emotion extends range, the low one
narrows it. Therefore, the formation of acoustic speech interval often depends on
the emotional state of the speaker.

Thus, each vowel, syllable in speech have their own small melody, and the
word which consists of more of these syllables, then phrases and sentences in
general form their own extended speech melody. Every sound in this melodic
curve has a certain place and hence its musical pitch (despite its fuzzy pitch
definiteness).

In this sense, speech itself is already very sophisticated (advanced, refined)
music. The well-known reformer of theater art K.S. Stanislavsky said that
letters, syllables and words are musical notes in speech of which bars, arias and
entire symphonies are produced. At that, the more expressive is the speech (as,
for example, stage speech of dramatic actor, professional narrator), the more
musical, closer to the singing it is. For example, domestic conversational voice
is characterized by a narrow range of 5-6 tones, monotony, diversity of
pronunciation of vowels and consonants, whereas the trained stage speech voice
has a greater range (up to 1.5 octaves or more), great strength, flight, as well as
moderate roundness and melodious sound. The stage speech voice may manifest
elements of singing vibrato. However the melodiousness of stage voices should
not change into vocalization. As vocalized speech, in which there is a vocal
timbre, loses its natural spoken melodiousness and in communication sounds a
bit unnatural.

The vocalized speech is formed on the vocal articulations of veiled sound.
Opera singers, who involuntarily bring their habitual vocal settings into speech
(feeling of yawn, wide throat, etc.), often speak in this manner. Vocalized
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speech is partially used in church services in the uttering of appeals, though not
in all cases. Other spiritual texts can be read by narrating or uttered by chanting
with natural declamatory-speech voice.

Vocalized speech is not supposed to be also used in the framework of our
method, since during vocalized speech “additional reserve”, that is speech
apparatus capable to influence positively the development of speech, and then
the singing voice and hearing, doesn’t function. We practice declamatory-vocal
chanting of speech carried out on the speaking position of the mouth, pharynx
and larynx. At first, it seems like separating speech voice from singing one, but
as the speech chanting develops, speech and singing functions get very close to
each other, singing voice begins to improve, develop and perfect oneself.

The language in which the person is speaking can influence the
melodiousness of speech. Most melodious in the world are considered some
languages of Romance and Slavic groups (Italian, Old Church Slavonic and
Ukrainian), in which the phonetic combinations of words and music are
identified to such extent that speech in itself already is a melody.

Certain type of chanting is characteristic for tonal languages, for example -
Vietnamese, Chinese, Japanese, etc. In such tonal languages in comparison with
European ones, the melodic pattern of syllable, word looks a bit more
complicated. Here the change of the pitch (tone modulation) is accompanied by
highly mobile, rapid changes, jumps up and down from register to register.
Changing intonation of the syllable, word is related to the change of intonation
of the entire phrase, which requires sufficiently precise hearing. However, this
difference is only quantitative and it doesn’t have much effect on the
development of singing voice and musical (vocal) hearing.

Thus, speaking voice, if it is given the necessary degree of declamatory
chanting can be changed to the singing voice, including also academic singing
style. This change can be either abrupt or stage-by-stage. Abrupt can be called
the case when the speech voice changes into an academic style of singing
abruptly, like jump; stage-by-stage is the case when chanting speech first is
translated into the so-called declamatory-speech style of singing (folk, pop, etc.)
as the closest to speech, then into the academic style of singing (if required by
the student’s specialization). In order to further improve the singing voice, it is
possible to add other techniques and exercises to develop covering the sound,
smoothness, training its mobility, etc.

For practical work on the voice we have developed two sets of exercises. The
first group includes exercises to develop the melody of speech with all its
constituent components (timbre, power, dynamics, etc.). Their execution is
based on the above described principle of development of intrasyllabic chanting
of individual syllables and words covering the upper and lower registers of
speech voice. The utterance of number pairs (22-33, etc.), syllables, words,
phrases, or sentences with an affirmative or interrogative intonation can serve as
material for such exercises.
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“Dva — dtsati pyati? Dva-dtsati she — esti!” (Twenty fi f ve? T wenty six!)

In musical notation this exercise looks like this:
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“Dva — dtsati pyati? Dva-dtsati she — esti!” (Twenty five? Twenty six!)

Of course, this musical notation is conventional, as speech melody does
glissando, slides on semitones, quarters and it is not possible to write it precisely
by the notes. If this exercise is done correctly, speech voice in a relatively short
period of time increases in range, strength, loudness (flight). The timbre, speech
hearing, the expressiveness of pronunciation also improve, thus having a
positive effect on the quality of the singing voice, pitch (musical) and vocal
hearing.

The second group included exercises to prepare for the translation of speech
voice into the singing one. The materials for such exercises can be simple
melodic turns, phrases from the lyrics that are performed by different ways of
vocalization. Basically it is the method of rhythmic-declamatory and iotacized
(musicalized) recitation. Then the data of melodic turns, phrases are sung in the
usual way. The rhythmic-declamatory method involves the recitation of the text
in a singsong, on one pitch, but keeping the musical rhythm and tempo.
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“Vo po — le be — re —za sto — ya — la” (In the field there stood a birch)

The method of iotacized or musicalized recitation.

chmm e ol
¢ CEXREEE 2 = 1} SRR ”»i i M B . B

Bo mo-jge 66 - pe - 33 €10 -4 - JAa
“Vo po — le be — re —za sto — ya — la” (In the field there stood a birch)
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We remind you that the cross-shaped sign X indicates the approximate
keeping of the pitch. As if the words are half-sung, half-spoken, that is recited in
a singsong. Then the data of melodic turn, phrase are executed by the usual
method of vocalization, that is they are sung. Switching from rhythmic-
declamation, or iotacized recitation, to the ordinary melodic singing can be
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abrupt, when the voice of the student immediately is converted to the singing, or
gradual, when a student can switch to singing (i.e., the exact pitch of the
melody) only in some places of melodic turn. In such cases, additional exercises
are recommended. Basically, it's singing of this melodic turn, phrase with a
closed mouth before singing it with voice, as well as combined exercises on
mutual transition: declamatory reading - singing; rhythmic-declamation —
iotacized declamation - melodized singing; chanting-declamatory reading -
singing in folk or declamatory manner - academic singing, etc.
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“Vo po — le be — re —za sto — ya — la” (In the field there stood a birch)

Then, the exercise is carried out in the manner of singing, depending on
the specialization of the student: academic singing, folk, pop, etc.

Conclusion
1. This method can be used not only for voice training of music teachers of
secondary schools, but also for all people of so-called verbal professions -
actors, readers, speakers, including the subject teachers who need a good
"trained" speech voice.
2. With this method you can "convert" speech voice into singing one, as well as
eliminate various voice disorders and defects of sound formation, including
stuttering.
Using this method does not exclude the integrated use of other methods and
exercises to develop the technique of speaking and singing.
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10. EVALUAREA DOMENIILOR DE EDUCATIE MUZICALA
EVALUATION AREAS OF MUSIC

Angela Tabaran, Music Specialist,
DGETS / CMM from Chisinau, Republic of Moldavia

Rezumat: Noua conceptie a educatiei in general nu poate fi privita spontan, scopul ei este
privit prin sfera esteticului, omul este privit in plan estetic ca o punte de legatura intre
frumosul natural §i cel spiritual. Exersarea diferitor procedee tehnice si implicit a unor
mijloace de expresie muzicala va oferi mai tirziu suguranta unor valorificari estetice demne
de apreciat. Deaceea probele de evaluare in cadrul orei de educatie muzicala isi propune
asigurarea potentelor artistice, sau mai bine spus construieste indirect regulile artei de mai
departe in viziunea viitoarei generatii. Arta, ca atare cere investitii, iar investitiile necesita
trezirea pasiunii de a se include in valorile materiale si spirituale.

Cuvinte cheie: curriculum, competente , subcompetente, evaluare, itemi.

Profesorul de educatie muzicald are suficientd autonomie In proiectarea —
evaluarea activitafii scolare. Asa dupa cum relateazd scrisoarea metodica pentru
anul de studii 2012-2013 a ME al RM,implementarea a curricula modernizata va
contribui la asigurarea calitdfii procesului educational, la realizarea
competentelor-cheie/transversale pentru toate treptele de scolaritate, profesorul
isi va structura demersul educational prin corelarea competentelor specifice
disciplinei, a subcompetentelor , obiectivelor operationale axate pe unitatile de
continut si lectie.

Curricula de educatie muzicald din perspectiva competentelor este
directionata spre realizarea finalitatii procesului de instruire avint ca reper patru
domenii ale competentei de (auditie, interpretare, creatie elementara,
receptare / gindire a muzicii), la rindul sdu axarea invatdmintului pe
competente nu exclude organizarea actului de invatare prin obiectivele
operationale. La intrare in actul educational organizam activitatea prin obiective
operationale, iar spre iesire din actul educational tindem spre o competenta. Spre
deosebire de obiective, competentele pot fi atinse doar in cadrul actiunilor
contextualizate, iar a fi competent, insemna a fi capabil sa mobilizezi totalitatea
de resurse disponibile (cunostinte, abilitati, deprinderi si priceperi, atitudini).

Cum urmeazd a fi evaluate aceste competente la ora de educatie muzicald? In
continuare va prezentam testul model utilizat in cadrul mai multor concursuri
municipale de educatie muzicald aplicat la proba practica a domeniului de
auditie muzicald. Verificarea prin teste la ora de educatie muzicald denota
aspectul tehnic care asigurd performantele gindirii muzicale in momentul de
executie a lucrarii si cel estetic/artistic a creatiillor muzicale la etapa finala.
Analizind rezultatele obtinute din cadrul practicarii muzicii,deprinderile
muzicale trebuie privite doar ca predispoztii ce urmeaza a fi aplicate eficient in
practica muzicald, deaceea evaluarea competentei de audiere si percepere a
mesajului sonor, va reflecta trairea muzicala drept chintesentd a actului muzical,
cultura muzicala ca finalitate a educatiei muzicale, sistemul activitatilor
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muzical-didactice ale elevilor ca produs derivat din cele patru forme de
activitate muzicala: creatie-interpretare-audiere-analiza.
Scopul evaludrii denotd analiza comparativa a rezultatelor experientelor
muzicale identificate in baza aplicarii testelor scolare de cétre cadrul didactic la
nivelele treptei gimnaziale. Testul propus a fost elaborat in conformitate cu
curriculumul si a manualului de educatie muzicala pentru clasa a VIII-a.
Obiectivele propuse pentru realizarea activitatii de evaluare au fost:
stimularea interesului sporit al elevilor pentru domeniul de educatie muzicala;
dezvoltarea abilitatilor de gindire criticd si gindire muzicald prin interprediul
repertoriului auditiv; selectarea , la nivel de performanta, a potentialului

intelectual/estetic al elevilor §i crearea spiritului de competifie

pentru

elevi;pentru cadrele didactice s-a urmarit stabilirea unor obiective concrete de
evaluare; elaborarea unui sistem de evaluare la nivel de institutie si concursuri

scolare; elaborarea si identificarea corelatiei de competente specifice-
subcompetente-obiective de evaluare —itemii aplicati.
Competente specifice | Subcompetente Obiective de | Itemi
evaluare
Participarea afectivd in | Utilizarea unor criterii de | S identifice la auz | Item 1.
actul muzical de | apreciere  valoricd  a | creatiille muzicale | Identificati creatiile
interpretare, receptare si | creatiilor muzicale de | dupa structura | audiate, completind
promovare a valorilor | facturd populara si culta | tabelului tabelul:
muzicale nationale si | din  tezaurul  muzicii | nominalizat
universale nationale
Identificarea mijloacelor | Perceperea auditiva, | Sa aplice | Ttem 3. Subliniati
de expresivitate | emotivd i integrald a | mijloacele de | mijloacele de
muzicala in | sferei imagistice a | expresie muzicald | expresie care
corespundere cu rolul | creatiilor muzicale de | in rapot cu creatia | formeazi nucleul
fiecaruia 1n  redarea | diferite genuri, specii, | propusa spre | semantic al creatiei
imaginii artistice si a | forme audiere ce urmeaza,
mesajului lucrarii caracterizindu-le
dupa modelul dat:

Demonstrarea Destingerea clementelor | Sa aplice | Item 2.
abilitatilor muzicale si | specifice ale muzicii | caracteristice Caracterizati creatia
integrarea in activitafi | instrumentale, vocal- | domeniului dat in | propusa dupa
cultural-artistice scolare | corale si dinamice corespundere  cu | algoritmul dat:
si exragcolare creatoia propusa
Utilizarea terminologiei | Emite judecdti estetice | S& defineascd un | Item 4. Numiti
muzicale specifice | asupra diversitatii | numar de notiuni | genurile de muzica
pentru caracterizarea si | fenomenelor = muzicale, | accesibile academica:
apreciarea muzicii utilizind vocabularul | termenilor de

muzical adecvat specialitate
Cunoasterea si | Comenteaza si | Sa alcatuiasca un | Item 5. Scrieti un
intelegerea  diversitatii | caracterizeaza continutul | eseu, 1incadrat in | eseu la tema:
fenomenului  muzical- | de imagini al creatiilor | pagina data, la | ,Muzica 1in viata
artistic din perspectiva | audiate de pe pozitiile | subiectul propus mea” sau...
semnificatiilor idealului  si  gustului

emotionale,estetice,
sociale §i spirituale

estetic autentic
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Test de evaluare la educatia muzicala

In continuare anexdm un model de test de evaluare pentru clasa a VIII-a la
educatia muzicald, aplicat la concursul de educatie muzicald pentru a evalua
competenta de auditie muzicala.

clasa a VIII-a

Item 1.
Identificati creatiile audiate, completind tabelul:
1;1; Compozitorul Scor | Denumirea lucrarii Scor
0 0
1. 1 1
2 2
0 0
2. 1 1
2 2
0 0
3. 1 1
2 2
0 0
4. 1 1
2 2
Total: 8-10 puncte
Item 2.
Caracterizati creatia propusa dupa algoritmul dat:
1:1:; Continutul: Réspunsul Scor
0
Compozitorul (numele deplin 1
1. .
tara de origine, ) 2
3
0
2. | Denumirea creatiei 1
2
0
3. | Genul si forma muzicala 1
2
0
4 Imaginea muzicald creata, 1
© | asociatiile 2
3

Total: 10-12 puncte
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Item 3.Subliniati mijloacele de expresie care formeaza nucleul semantic al creatiei ce
urmeaza, caracterizindu-le dupa modelul dat:

a) Melodia (agitata, linistitd, monotona, saltareatd, ascendentd, descendenta,
0. ) euttteeeteeeeuttee ettt e et e et e ettt e et ae e e atte e e et teeeatteaeatbeaeeteaeeneaeenaeeennneeenneeennsaeenns

b) IMOAUI oot e e ee e eeee e e e s enans

C) Tempo-ul (rar, moderat, VIOl, €C.)....ccceeerrrreeriiieeriieeniee e

5-10 puncte

Item 4. Numiti genurile de muzica academica:

Scor
a). b). 0

1
c). d). 2

3
e). f). 4

5

6

Total : 6-7 puncte

Item 5. Scrieti un eseu la tema: ,,Muzica in viata mea” sau...

Total 20 puncte.
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Abstract: The new conception of education in general can not be seen spontaneously, its
purpose is regarded by the aesthetic sphere, the human is regarded as an aesthetic bridge
between natural and spiritual beauty. The practice of different techniques and thus the means
of musical expression will provide some drawings later appreciated aesthetic worth.
Therefore the evaluation samples of music aims to ensure artistic potencies, or rather
indirectly rules builds on the vision of art for future generations. Art as such requires
investment and investment requires passion awakening to include material and spiritual
values.

Keywords: curriculum, skills, subcompetences, assessment, items.

Professor of music has sufficient autonomy in designing and evaluating
school activity. Just as methodical letter relates to the academic year 2012-2013
ME MR, implementation of modernized curricula will help to ensure the quality
of education at all levels, to achieve key-competences of education, the teacher
will focus its educational approach by correlation, competences,
subcompetences, focusing on operational objectives and lesson content units.
Music education curriculum in terms of powers is directed towards the purpose
of training upsurge having four areas of competence (listening, reading,
creative elementary perception / thinking music) focusing on education skills,
organization act does not exclude learning operational objectives. Input into
educational act we organize activity through operational objectives, and out of
the educational act, we strive for competence. Unlike goals, competences can be
achieved only in contextualized actions, and being competent means being able
to mobilize all available resources (knowledge, skills, abilities and attitudes).

How will these skills be assessed at music?

Next we present a model of test used in several municipal contests applied to
the field of listening music. Verification by testing shows music at the technical
aspect of musical thinking that provides performance when executing the
aesthetic / artistic musical creations at the final stage. Analyzing the results of
the practice of music, musical skills should be viewed only as a predisposition to
be effectively applied in musical practice, therefore the evaluation of
competence of hearing and understanding the message sound reflects the
musical experience as the quintessential musical instrument, the music-learning
system activities of students as a by-product of the four forms of musical
activity: creation-interpretation-hearing-analysis.

Objectives for carrying out the evaluation were: to stimulate increased
interest of students to the field of music, to develop the abilities of critical
thinking skills and musical thinking by means of auditory repertoire, selection,
at the performance level, at the intellectual/ aesthtic potencial of the students
and create the spirit of competition for students, for teachers it was followed a
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setting of

specific evaluation targets: to elaborate an evaluation system at

institutional level and school competitions, to elaborate and identify specific
correlation skills-subcompetences-objectives of evaluation- applied items.

promoting the national
and universal values.

Specific competences | Subcompeteces Asessment Items

objectives
Emotional Use of assessment | Identify the hearing | Item 1.
participation in the act | criteria value | of music after the | Identify heard
of reading music, | creations of folk and | named table | creations, complete
perception and | national music . structure the table:

Identifying means of

musical  expression
according to their
roles in the artistic

image and message
playback paper

Auditory perception,

emotion and full
scope of musical
compositions of
different imaging
genera, species,
forms

To apply means of
musical expression
in in relation to the
proposed creation to
hearing.

Item 3.
Stress means of
expression that

forms the core of
creation that are
semantically,
characterizing
them given model:

Demonstrate musical
skills and integration
mto schools, cultural
and artistic
exrashcool. activities

Distinguish specific
elements of
instrumental, vocal,
choral and dynamic
music.

To apply industry-
specific point in line
with the proposed
creation

Item 2.
Characterize the
proposed creation
according to the
given algorithm:

diversity and artistic
musical phenomenon
from the emotional
significance, aesthetic,
social and spiritual
perspectives

image content of the
works heard on ideal

positions and
aesthetic  authentic
taste

page at the proposed
topic

Use specific musical | Issue aethetic | To define a number | Item 4.
terminology to | judgments of | of concepts in | Name academic
characterize and | musical diversity | accessible music genres:
appreciate music. phenomena  using | specialized terms

appropriate musical

vocabulary
Knowing and | Comment and | To compose an | Item 5.
understanding the | characterize the | essay, placed on the | Write an essay on

"Music in my life"
or ...

Next I attach a pattern test evaluation eighth grade, applied to the music contest
to assess listening music competence.
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Test

eighth grade

Item 1.

Identify the heard creations, complete the table:

1;1; Composer Score Name of Work Score
0 0
1. 1 1
2 2
0 0
2. 1 1
2 2
0 0
3. 1 1
2 2
0 0
4. 1 1
2 2
Total: 8-10 points
Item 2.
Characterize the proposed creation by the given algorithm:
1:1:; Content: Response Score
0
1 Composer (full name 1
' of the origin country ) 2
3
0
2. Name of creation 1
2
. 0
3 Gender and musical 1
' form
2
0
4 Musical image created, 1
) associations 2
3
Total: 10-12 points

Item 3. Emphasize the means of expression that form the semantic core of creation that
follows, characterize them by the given model:

d)

Melody (agitated,

quiet,

monotonous,

ascendenig,

<2 TSP

descendenig,
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5-10 points
Item 4. Name the academic music genres :

Score
a). b). 0

1
c). d). 2

3
e). f). 4

5

6

Total : 6-7 points

Item 5. Write an essay on '""Music in my life" or ...

Total 20 points.
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11. TUSE DE CULOARE SONORA
iN LIEDUL MINIATURAL VOCAL- INSTRUMENTAL RUSESC
THE TOUCHES OF A COLORFUL SOUND IN THE RUSSIAN VOCAL-
INSTRUMENTAL MINIATURE LIED

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

Rezumat: [n policromia stilisticd romanticd de la sfarsitul secolului al XIX-lea, cultura
muzicala rusa ocupa un loc aparte. Romantismul rusesc capata prin ambianta elementelor
folclorice nationale §i orientale un limbaj muzical colorat §i inedit, crednd acea infatisare de

.....

in numele caracterului national si al realismului experienta si cuceririle muzicii romantice,
Grupul celor cinci ( Mili Balakirev, Cezar Cui, Modest Musorgki, Alexandr Borodin si
Nicolai Rimski- Korsakov) deschide noi perspective dezvoltarii §i afirmarii muzicii ruse in
contextul fenomenologiei scolii muzicale nationale. In domeniul miniaturii vocale,
compozitorii cauta noi forme si modalitati de exprimare, de alcatuire §i rostire originala a
fondului si ethosului national, de incadrare in estetica romantismului tdrziu atdt in planul
arhitecturii muzicale cat si in cel al fortei emotionale.

Cuvinte cheie: liedul rus, scoala nationala rusa

Spiritul european, cu varietatea si complexitatea ansamblului stilistic
expresiv, reprezintd un fascicol multicolor de mare fortd si sugestibilitate.
Dezvoltarea muzicii in a II-a jumatate a secolului al XIX-lea, creeaza imaginea
unei polifonii a carei configuratie estetico-filozofice este profilarea din ce in ce
mai certa a culturii nationale.

Scoala nationald rusa a gasit cele mai diverse modalitati de manifestare
muzicald intuind in fondul traditiei populare sursele unor exprimari proprii
capabile sa sustind comparatia cu marile valori europene.

Genul miniatural vocal-instrumental va fi cultivat cu preponderentd de doi
ilustri muzicieni, Piotr Ilici Ceaikovski si Modest Petrovici Musorgski.
Universul digresiunilor celor doi compozitori este adanc ancorat in descoperirea
de noi, variate forme si modalitati de exprimare, de amalgamare si rostire a
fondului si ethosului national, de integrare in valorile estetice ale romantismului
tarziu atat in planul arhitecturii muzicale cat si in cel al fortei emotionale.

Aura geniului rusesc pretinde sinceritate, inteligenta, sensibilitate,
indrazneala si libertate in perceperea actului artistic, aptitudini actoricesti, simt
si nerv 1n exprimarea elementului ritmic, abilitati tehnico-muzicale, patrunderea
si intelegerea melodicitatii (inflexiunii) limbii ruse.

Epoca romantica este perioada Tmplinirii totale a genului miniatural vocal-
instrumental. In functie de zona in care se afirma, el va purta diverse denumiri:
lied 1n tarile de limba germana, melodie in Franta si romanta in cultura slava.
Insa, in trasaturile esentiale, el va fi acelasi, adica rezultanta legaturii simbolice
intre cuvant-sunet, voce-instrument si va fi in continuare obiectul
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transformarilor i dozarii juste a cuantumului fiecdruia. latd cateva dintre
aspectele esentiale ale liedului romantic:

e Nasterea unor tipologii muzical-umane europene cu consecinte imediate §i
in sfera creatiei miniaturii vocal-instrumentale

o Simbioza artelor frumoase acompaniate: acompaniament (pian, vioard,
flaut) + voce (lied); muzica, poezie, dans, pictura (genul opera)

e Principiul ciclicitatii — o constanta a genului miniatural vocal-instrumental
(Fr. Schubert, R.Schumann, J. Brahms)

e Epoca virtuozitatii instrumentale (Fr. Liszt, Fr.Chopin, N. Paganini)

e  Muzicienii romantici sunt deopotriva compozitori si interprefi (H. Wolf, Fr.
Chopin, E. Granados)

o Compozitorii romantici de lied — talente literare (H. Berlioz, R. Schumann,
Fr. Liszt, R. Wagner)

e Pianul — confidentul trairilor interioare

o Toti compozitorii de lied se dovedesc a fi fini cunoscatori ai tehnicii §i
timbralitatii pianistice (Fr. Schubert, R. Schumann, J. Brahms, Fr. Chopin, H.
Wolf, Ed. Grieg, G.Faure, M. P. Mussorgki, R. Strauss)

o  Unii creatori de lied sunt deopotriva creatori de lied si opera (G.Bizet, Piotr
I. Ceaikovski, Ch. Gounod)

e Adaptarea acompaniamentului pianistic la culoarea, ambitusul si
o Simbioza muzica-poezie

e FExpresivitatea pauzei in actul de creatie miniaturul vocal-instrumental

o Esentializarea acompaniamentului pianistic la nivelul parametrilor dinamici
si agogici

o Potentarea elementului arhitectural in favoarea expresivitatii artistice

o Folclorul — sursa de inspiratie si o consecinta in aparitia scolilor nationale
o Simfonizarea acompaniamentului pianistic si aparitia liedului orchestral
(Fr. Liszt, H. Berlioz)

Romantismul rusesc capatd prin ambianta elementelor folclorice nationale si
orientale un limbaj muzical colorat si inedit creand acea infitisare de o
originalitate si spontaneitate aparte.

national si al realismului experienta si cuceririle muzicii romantice, Grupul
celor cinci (Alexandr Borodin, Cezar Cui, Nicolai Andreievici Rimski-
Korsakov, Mili Balakirev si Modest Petrovici Musorgki) deschide noi
perspective dezvoltarii si afirmarii muzicii ruse in contextul fenomenologiei
scolii muzicale nationale. “Activitatea grupului s-a desfasurat de-a lungul mai
multor an 1(1856-1862) si s-a concretizat in studierea in colectiv a operelor lui
Mihail Ivanovici Glinka si a altor compozitori (J. S. Bach, G. Fr. Handel, L. van
Beethoven, Fr. Schubert, Fr. Liszt, R. Schumann, H. Berlioz, s.a.), in
analizarea unor creatii proprii inspirate din viata poporului, din céntecele,
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jocurile, istoria si legendele lui. De observant faptul ca nici unul dintre cei Cinci
nu a urmat studii in domeniul artei muzicale, ca erau autodidacti si cu totii aveau
alte profesii (Cezar Cui era ofiter inginer, Modest Petrovici Musorgski era ofiter
de garda, Nicolai Andreievici Rimski - Korsakov era ofiter de marina, Alexandr
Borobin era medic chimist, savant de renume mondial, exceptie facea Mili
Balakirev care si el era matematician, dar se consacra muzicii in calitate de
pianist, compozitor si dirijor)”. (Iliug Vasile — De la Wagner la contemporani,
vol.II, Editura Muzicala, 1995, p. 201)

Un alt nume de referintd din peisajul artei muzicale romantice ruse este
Piotr Ilici Ceaikovski (1840-1893). “Format in spiritul marilor traditii ale
muzicii romantice, spontan si sincer, un adevarat suvoi de melodie, Piotr Ilici
Ceaikovski s-a afirmat incd din anii tineretii ca o puternica personalitate dotata
cu un talent neobisnuit si cu o capacitate extraordinard de a tdlmaci muzical un
subiect dat, patrunzand adanc in psihologia personajelor relevandu-le trasaturile
si caracterele printr-un limbaj de sintezd constituit ca rezultat al marierii unor
elemente clasico-romantice de tip european generalizat cu intonatiile muzicii
ruse”.(Iliut Vasile-Op. cit. pg.216)

Scoala nationald rusa a gasit cele mai diverse modalitati de manifestare
muzicald intuind in fondul traditiei populare sursele unor exprimari proprii,
capabile sa sustind comparatia cu marile valori europene.

Genul miniatural vocal-instrumental va fi cultivat cu preponderenta de doi
ilustri muzicient, Piotr Ilici Ceaikovski si Modest Petrovici Musorgski.
Universul digresiunilor celor doi compozitori este adanc ancorat in descoperirea
a noi si variate forme si modalitdti de exprimare, de amalgamare si rostire a
fondului si ethosului national, de integrare in valorile estetice ale romantismului
tarziu atat in planul arhitecturii muzicale cat si in cel al fortei emotionale.
“Subiectele abordate, desprinse din viatd, natura, istorie si literaturd sunt tratate
intr-o conceptie dramaturgicd noud, pundndu-se accentul pe expresivitatea
textului si firescul exprimarii, pe legitura stransa dintre muzica si cuvant, la loc
de frunte aflandu-se melodia ca principal mijloc de expresie, o melodie patrunsa
de spirit popular, bogata in intonatii folclorice ruse si orientale, pregnanta si cu o
puternica rezonantd 1n constiinta auditorilor. Individualitatea muzicii ruse este
data si de bogatia, varietatea si stralucirea combinatiilor armonice, in general o
armonie tonald cu elemente modale desprinse din practica cantecului popular
rus, armonic si polifonic”. (Iliug Vasile-Op. cit. pg. 290)

Unitatea stilisticd a limbajului muzical bazat pe intonatiile cantecelor si
dansurilor populare rusesti, vadeste preocuparea compozitorilor pentru
varietatea elementului ritmic, pentru cunoasterea intima a elementelor de
intervalica si expresivitate melodica, ca si particularizarea trasaturilor definitorii
a cuvantului ca reprezentant dialectic al esentei unei natiuni.

Variabilitatea accentelor, tipologia masurilor, pregnanta nucleelor
ritmice, toate poartd amprenta influentelor folclorice (nu sub forma citatelor
adliterram ci in forme foarte rafinate si stilizate in tonuri, culori, nuante si aluzii
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distilate). Fara indoiald, culoarea ritmicd are o implicatie directd asupra
elementului melodic, influentdndu-i profilul stilistic intr-un joc al wvalorii
artistice cu consonante “exotice”, asemenea unui “catalog” al sensibilitatilor
umane.

De cele mai multe ori cadrul ritmico-melodic este atait de liber in
realizarea efectului artistic Incat da impresia unei cvasi-improvizatii (vezi lied-
urile lui Modest Musorgski cu intreaga galerie de personaje rurale in culori si
tonuri naturale, autentice, simple si adevarate ). “Cantecul popular rus — spune
muzicologul Grigore Constantinescu — este un nepretuit model de creatie
populara; structura lui originala, aparte, modulatiile minunat de frumoase cer cea
mai profunda eruditie muzicala. A sti sa adaptezi cantecul rus la legile stabilite
de armonie, fard a-i denatura sensul si spiritul e o mare arta “.

Cuvantul cantat, ca punct de sprijin al nuantelor particulare de accentuare
a melodicii se simte intr-o altd simetrie a accentelor, In succesiunea ordonarii
consoanelor si vocalelor si intr-o pulsatie ritmica departe de vechile tipare
clasice. Grigore Contantinescu remarca faptul ca “scoala rusa demonstreaza cu
claritate valorificarea unor impresii emotionale autentice, inspiratoare a lumii
melodiilor. Nu exageram cautand in muzica lui Musorgski, dincolo de
semnificatia semantica, rolul sunetului insusi al graiului popular rus, pentru a
face viabila melodia Intr-o configuratie stilisticd de neconfundat”.

Musorgski este cu adevarat unul dintre cei mai desavarsiti realisti ai artei
muzicale ruse. Lumea imaginilor sale artistice este nemarginita si unica in felul
ei. In “picturile” sale sonore regisim chipuri de oameni ce apartin celor mai
diferite paturi sociale, fiinte vii, adevarate, sincere, directe, nepreficute. in
ciclurile sale precum: Camera copiilor, Cantecele si dansurile mortii sau in
inegalabilele bijuterii miniaturale vocal-instrumentale ca: Balada puricelui,
Gopak, Tapul si strengarul compozitorul realizeaza intr-o expresie ruseasca de
cel mai autentic rafinament , adevarate “cronici intelepte” (Emil Ciomac) ale
unor vremuri $i timpuri de mult apuse. Cezurile, pauzele, ritmul, melodia,
armonia, culorile timbrale ale acompaniamentului pianistic, fac parte din
actiunea vizual-evocatoare, din comportamentul personajelor, succedandu-se
cand lin, cand brusc, in curbe muzicale cu efect adianc in psihologia publicului
ascultdtor, intregind la modul cel mai fericit elementele de gesticd, mimica,
tinuta si vestimentatie artisticd. “Daca particularitatile muzicii clasice a lui
Mozart si Beethoven au fost determinate de trasaturile caracteristice ale
cantecului popular din Austria si Germania, [daca] creatia vocald a poporului
italian a hranit talentul lui Verdi — clasicul operei italiene, iar [dacd] fard muzica
populara poloneza este imposibil sd ne imaginam arta geniului muzicii slave —
Chopin, [pentru] Musorgski —vesnicul nemultumit al conservatorismului
occidental — natura cantecului popular este o poveste fara de sfarsit (este un dar
neasemuit)”’. (G. M. Gordeeva — Grupul celor cinci, Editura Muzicala,
Bucuresti, 1962, pg. 39)
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Un element important de imbogatire si emancipare a elementului melodic
il constituie factorul modal. Din structura latenta a inflexiunii modale, melodica
preia si dezvolta surprinzatoare nuante si efecte poetico-muzicale. (ex.: Gopak )

Limbajul instrumental primeste pentru aceste unghiuri rotunjite ale
relatiilor armonice modale o aurd cu totul speciald. Mai mult decat atat,
amprenta modalismului se revarsd si asupra domeniului acompaniamentului
pianistic, in care spatiul sonor devine mult mai larg si mai colorat depasind
obligativitatea legilor clasice intrate in practica curentd a multor muzicieni
europeni. Ca atare, pianul va implini in mod fericit tabloul muzical slav prin
imprumutarea timbrului si culorilor instrumentelor muzicale populare. Asadar,
romantismul scolii nationale ruse va cumula noi experiente in diversificarea
limbajului instrumental.

Compozitorul Piotr Ilici Ceaikovski cunoaste in profunzime natura
interioara a liedului cult in forma romantei (Va binecuvantez paduri, op.47,
Noaptea op.73, Siragul de margele) , sau seriile de cate (Sase romante op. 16,
27, 28) cultivand in prim plan forta emotionala a elementului melodic exprimat
intr-o varietate de nuante si trairi afective proprii sufletului sdu zbuciumat.

Miniatura vocal- instrumentalda rusd aduce in planul interpretarii o
varietate de solufii artistice, combinatii surprinzatoare, largind in felul acesta
posibilitatile de comunicare dincolo de concretul sonor pur instrumental.
Particularizarea nationald este diversificata si aprofundata si prin specificul slav
al sentimentalismului expresiv al carui cromatism”exotic” reverbereaza Intr-un
evantai de dispozitii afectiv-inedite.

“Elementele de psihologie si afectivitate ce dau nota particulard rusa
conturcazd un om ale carui sentimente se manifestd cu sinceritate s§i
spontaneitate, fara teama exagerarilor in gest. Expansiv, chiar emfatic uneori, el
este animat de un entuziasm debordant si autentic. Nu se lanseazd in cugetari
filozofice profunde (ca in cazul germanilor), si nici nu cauta forme de exprimare
subtile, bazate pe sugestie si profil vag (varianta franceza), ci isi afirmd bogatia
interioard pornind de la eu si conjugand toate verbele constelatiei afective la
persoana I singular” (Ciucur Viorela — Miniatura vocala, Editura Apollonia,
lasi, 1999, pg. 66)

Particularitatile deosebite ale sonoritatii limbii, calitatile aparte ale culorii
timbrale determina trasaturi distincte miniaturii vocale ruse. Sonoritatile slave,
cu semnificatii adanci in rezonanta cuvintelor, oferd dominante speciale
manierei de cant vocal mult diferitd manierei italiene sau franceze. Limba rusa a
carei foneticd pare mai speciald in comparatie cu celelalte limbi ni se dezvaluie
intr-o melodicitate deosebita a vocalelor si acel ritm specific cantecului popular.
“Ea dispune de o prezentd de 42% vocale, iar din acestea 19% o reprezinta
vocala a. Vocalele e si i sunt vocale deschise; ele se gasesc in majoritatea
cuvintelor si predispun la emisii sticloase si deschise; in schimb, consoana / —
linguala — supranumitd / —ul slav faciliteazd o emisie usor tubatd”. (Voinea
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Silvia — Incursiune in istoria cantului si a esteticii vocale, Editura Pro
Transilvania, 2002, pg.144)

In ciuda similitudinii consonantice (isi sprijind pronuntia pe grupuri de
consoane), limbile rusd si germana in cantul vocal, par extrem de diferite. Limba
rusa are reflexe intunecoase, chiar dramatice, apasatoare ori tdnguitoare in timp
ce limba germand oferd impresia unei “duritdfi, asprimi”, si rigurozitati
vocea de bas. Asa se explica poate si faptul cd vocile grave masculine si
feminine abunda la popoarele slave”. (Voinea Silvia — Op. cit., pg. 144)

Fascinatia culorilor, investigarea unor noi efecte au darul de a forta
limitele practicii clasice, determinand adaptarea unor inovatii in arta cantului. In
fapt este vorba de aparitia unei Intelegeri superioare a conceptului vocal si
asimilarea artei bel canto-ului unei noi psihologii, dramaturgice, a intregului
potential al partiturii miniatural-vocale.

”Substanta acompaniamentului pianistic are relieful trairilor ascendent-
optimiste sau descendent-depresive, limpezi diatonice sau tensionat cromatice. E
un mod propriu al muzicii ruse de a vorbi in motive melodice, de a le apropia
foarte mult curgerea de insasi fluiditatea sentimentelor zugravite”. (Ciucur
Viorela — Miniatura vocala, Editura Apollonia, Iasi, 1999, pg. 66)

Aura geniului rusesc pretinde sinceritate, inteligenta, sensibilitate,
indrazneald si libertate in perceperea actului artistic, aptitudini actoricesti, simt
si nerv 1n exprimarea elementului ritmic, abilitati tehnico-muzicale, patrunderea
si intelegerea melodicitatii (inflexiunii) limbii ruse.
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Abstract: The Russian musical culture plays a very important role in the stylistic and
romantic polychromy of the XIXth century’s end. The Russian romanticism gains a colorful
and unique musical language through the atmosphere of the folkloric and oriental elements,
creating an original and spontaneous glance. While using the principle of accessibility, of the
national character and of the realism, the experience and The group of five’s conquest opens
new perspectives upon the development and the affirmation of the Russian music in the
phenomenology of the national musical school. In the miniature vocal domain the composers
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are searching for new shapes and ways of expressing, telling and original speaking of the
national background and also of new aesthetic late romanticism on the musical architectural
level and of the emotional strength level.

Keywords: /ied Russian, Russian national school

The European spirit with the variety and complexity of the expressive
stylistic ensemble represents a colourful fascicle of great force and
suggestibility. The musical development in the second half of the 19™ century
creates the image of a polyphony whose esthetical and philosophical
configuration is the more and more certain outline of the national culture.

The Russian national school found the most different diverse ways of
musical manifestation inferring in the background of the popular tradition the
sources of its own expression, capable of supporting the comparison to the great
European values.

The vocal-instrumental miniature genre shall be cultivated preponderantly
by two famous musicians, Piotr Ilici Tchaikovsky and Modest Petrovici
Mussorgsky. The two composers have a digressional universe that is deeply
rooted in discovering new and various forms and ways of expressing,
amalgamating and pronouncing the national fund and ethos, of integrating into
the aesthetic values of the late romanticism both within the musical architecture
and within the emotional force.

The aura of the Russian genre claims sincerity, intelligence, sensibility,
audaciousness and liberty while perceiving the artistic act, an actor’s aptitudes,
feeling and nerve while expressing the rhythmic element, technical and musical
abilities, penetrating and understanding the Russian melody (inflexion).

The romantic age is the period of complete fulfilment for the vocal-
instrumental miniature genre. It will have different names according to the
region where it will be found: lied in the German speaking countries, melodie in
France and romanta in the Slavic culture. But it will be the same in its essential
features, precisely the result of the symbolical connection between word and
sound, voice and instrument and it will continue to be the object of
transformations and just dosage of each amount. Here are some of the essential
aspects of the romantic lied:

o The debut of musical and human European typologies with immediate
consequences within the creation of the vocal- instrumental miniature genre

o The symbiosis of the accompanied fine arts: accompaniment (piano, violin,
flute) + voice (lied), music, poems, dance, painting (the opera genre)

o The cyclicity principle — a constant of the vocal- instrumental miniature
genre (Fr. Schubert, R. Schumann, J. Brahms)

o The epoch of the instrumental virtuosity (Fr. Liszt, Fr. Chopin. N. Paganini)
o The romantic musicians are both composers and interpreters ( H. Wolf, Fr.
Chopin, E. Granados)
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o The lied romantic composers — literary talents (H. Berlioz, R. Schumann, Fr.
Liszt, R. Wagner)

o The piano — the confident of the inner life experiences

o All the lied composers prove to be fine connoisseurs of the piano technique
and timbrality (Fr. Schubert, R. Schumann, J. Brahms, Fr. Chopin, H. Wolf, Ed.
Grieg, G. Faure, M. P. Mussorgsky, R. Strauss)

o Some lied creators are both lied creators and opera creators (G. Bizet, Piotr
I. Tchaikovsky, Ch. Gounod)

o The adaptation of the piano accompaniment to the colour, ambitus and
technical possibilities of the voice

o The music — poetry symbiosis

o The expressivity of the pause in the creation of the vocal-instrumental
miniature

o The essentialization of the piano accompaniment to the level of the dynamic
and agogic parameters

o The intensification of the architectural element in the favour of the artistic
expressivity

o The folklore — a source of inspiration and a consequence in the debut of the
national schools

o Symphonising the piano accompaniment and the debut of the orchestral lied
(Fr. Liszt, H. Berlioz)

By the ambient means of the national and oriental folkloric elements, the
Russian romanticism acquires a colourful and new musical language and creates
that aspect of a particular originality and spontaneity.

The Group of Five Composers (Alexandr Borodin, Cesar Cui, Nicolai
Andreievici Rimski-Korsakov, Mili Balakirev and Modest Petrovici
Mussorgsky) considers that the basis is the accessibility principle. They use the
experience and the conquests of the romantic music in the name of the national
character and of the realism. Thus they open new perspectives to the
development and affirmation of the Russian music in the context of the
phenomenology of the national musical school. “The activity of the group was
carried on during several years (1856-1862) and it was materialized in the
collective study of composers’ works (such as Mihail Ivanovici Glinka, J. S.
Bach, G. Fr. Handel, L. van Beethoven, Fr. Schubert, Fr. Liszt, R. Schumann, H.
Berlioz etc.), in analyzing their own creations inspired from the people’s lives,
from their songs, games, legends and history. It is interesting to notice the fact
that none of the Five had any musical art studies, they were self-educated and
they all had other jobs (Cesar Cui was an officer — engineer and Modest
Petrovici Mussorgsky was a guard officer. Nicolai Andreievici Rimski -
Korsakov was a navy officer whereas Alexandr Borobin was a chemical doctor
and a famous scientist. Mili Balakirev was the exception as he was a
mathematician, but he dedicated his time to music as a pianist, composer and
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conductor)”. (Iliut Vasile — Since Wagner Until the Contemporary Period, 2nd
volume, Musical Publishing House, 1995, p.201)

Another reference name in the Russian romantic musical art is Piotr Ilici
Tchaikovsky (1840-1893). “Formed in the spirit of the great traditions of the
romantic music, spontaneous and sincere, a real flow of melody, Piotr Ilici
Tchaikovsky became known ever since his youth years as a strong personality
endowed with an unusual talent and with an extraordinary capacity of musically
interpreting a given subject, by deeply penetrating into the characters’
psychology, by pointing out their features and characters by means of a
synthesis language constituted as a result of combining some classical and
romantic elements, of a generalised European type, with the intonations of the
Russian music”.(Iliut Vasile - Op. cit. p.216)

The Russian national school found the most diverse ways of musical
manifestations, inferring in the background of the popular tradition the sources
of its own expression capable of supporting the comparison to the great
European values.

The vocal-instrumental miniature genre shall be cultivated preponderantly
by two famous musicians, Piotr Ilici Tchaikovsky and Modest Petrovici
Mussorgsky. The two composers have a digressional universe that is deeply
rooted in discovering new and various forms and ways of expressing,
amalgamating and pronouncing the national fund and ethos, of integrating into
the aesthetic values of the late romanticism both within the musical architecture
and within the emotional force. “The approached subjects are taken from life,
nature, history and literature, and they are treated in a new dramaturgic
conception. The emphasis is placed upon the expressivity of the text and on the
natural expression, on the tight connection between music and word. The
melody is considered to be very important as it is the main means of expression,
a melody penetrated by the popular spirit, rich in Russian and Oriental folkloric
intonations, significant and with a strong resonance in the listeners’ conscience.
The individuality of the Russian music can also be seen in the richness, the
variety and the brightness of the harmonic combinations, in general a tonal
harmony with modal elements taken from the practice of the Russian harmonic
and polyphonic popular song”. (Iliut Vasile - Op. cit. p.290)

The stylistic unity of the musical language based on the intonations of the
Russian popular songs and dances shows the composers’ preoccupation for the
variety of the rhythmic element, for the intimate knowledge of the elements of
melodic intervallic and expressivity, as well as particularization of the defining
features of the word as a dialectic representative of a nation’s essence.

The wvariability of the accents, the typology of the measures, the
significance of the rhythmic nuclei, they all bear the traces of folkloric
influences (not in the shape of adliterram quotations, but in shapes that are very
refined and stylised in tones, colours, nuances and distilled allusions).
Undoubtedly the rhythmic colour has a direct implication upon the melodic
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element by influencing its stylistic profile in a game of the artistic value with
“exotic” consonances, similar to a “catalogue” of the human sensibility.

Very often the rhythmic melodic framework is so free while making the
artistic effect that it leaves the impression of a quasi-improvisation (see the lieds
of Modest Mussorgsky with the entire gallery of rural characters in natural
colours and tones that are authentic, simple and true). “The Russian popular
song — says the musicologist Grigore Constantinescu — is a priceless model of
popular creation; its original structure, separately, the wonderfully beautiful
modulations require the most profound musical erudition. Knowing how to
adapt the Russian song to the laws established by harmony without distorting its
meaning and spirit is a great art®.

The sung word as a supporting point of particular nuances of melodicity
accentuation is felt in another symmetry of accents, in the succession of
arranging consonants and vowels and in a rhythmic pulsation far from the old
classical patterns. Grigore Contantinescu remarked the fact that “the Russian
school clearly proves the utilization of authentic emotional impressions that
inspire the melody world. We do not exaggerate when we listen to
Mussorgsky’s music beyond the semantic signification and we look for the role
of the sound itself of the Russian vernacular, in order to make the melody viable
in an unmistakeable stylistic configuration™.

Mussorgsky truly is one of the most complete realists of the Russian
musical art. The world of his artistic images is unlimited and unique of its kind.
In its sonorous “pictures” we can find faces of people that belong to the most
different social levels, living beings that are true, sincere, direct and honest. In
his cycles such as: The Children’s Room, The Songs and the Dances of Death, or
in his unrivalled vocal-instrumental miniature jewels such as: The Flea’s Ballad,
Gopak, The He-goat and the Colt, the composer uses the most authentic refined
Russian expression and achieves real “wise chronicles” (Emil Ciomac) of times
and ages that disappeared long ago. The Caesurae, the pauses, the rhythm, the
melody, the harmony, the timbral colours of the piano accompaniment, they all
belong to the visual and evocative action, to the characters’ behaviour,
succeeding themselves sometimes slowly, sometimes suddenly, in musical
curves with a deep effect into the psychology of the listeners, completing in the
happiest way the elements of gestures, mimics, demeanour and artistic attire. “If
the particularities of Mozart’s or Beethoven’s classical music were determined
by the characteristic features of the popular song in Austria and Germany, [if]
the vocal creation of the Italian people fed Verdi’s talent — the classic of the
Italian opera, and [if] without the Polish popular music it is impossible for us to
imagine the genius art of the Slavic music — Chopin, [for] Mussorgsky —
eternally unsatisfied of the Western conservationism — the nature of the popular
song is an endless story (it is an incomparable gift)”. (G. M. Gordeeva — The
Group of the Five, Musical Publishing House, Bucharest, 1962, p.39)
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An important element of enriching and emancipating the melodic element
is constituted by the modal factor. The melody takes and develops surprising
nuances and poetic — musical effects from the latent structure of the modal
inflexion. (Ex. Gopak)

The instrumental language acquires a completely special aura for these
rounded angles of the modal harmonic relations. Moreover, the trace of the
modallism overflows on the field of the piano accompaniment in which the
sonorous space becomes much larger and more colourful, and goes beyond the
compulsoriness of the classical laws that belong to the current practice of many
European musicians. Therefore the piano will happily accomplish the Slavic
musical picture by borrowing the timbre and the colours of the popular musical
instruments. Thus, the romanticism of the Russian national school will cumulate
new experiences while diversifying the instrumental language.

The composer Piotr Ilici Tchaikovsky knows thoroughly the inner nature
of the cult lied in the shape of romance (/ Bless You Forests, op. 47, The Night
op. 73, The String of Beads, or the series of Six Romances op. 16, 27, 28) by
cultivating firstly the emotional force of the melodic element expressed in a
variety of nuances and affective life experiences, own to his troubled soul.

The Russian vocal-instrumental miniature brings within the interpretation
a variety of artistic solutions, surprising combinations, thus enlarging the
communication possibilities beyond the purely instrumental sonorous concrete.
The national particularization is also diversified and well studied by the Slavic
specific of the expressive sentimentalism whose “exotic” chromaticism
reverberates in a wide range of affective — new moods.

”The psychology and affectivity elements that give the Russian particular
shapes outline a man whose feelings are manifested sincerely and
spontaneously, without fearing the exaggerations in the gesture. He is hearty and
sometimes even emphatic; he is animated by an overflowing and authentic
enthusiasm. He does not jump at deep philosophical reflexions (like in the
Germans’ case), and he does not look for subtle expression forms based on
suggestion and vague profile (the French version), but he affirms his inner
richness starting with / and conjugating all the verbs of the affective
constellation in the 1% person singular” (Ciucur Viorela — The Vocal Miniature,
Apollonia Publishing House, Iasi, 1999, p.66)

The special specific features of the language sonority and the special
qualities of the timbral colour determine distinct features to the Russian vocal
miniature. The Slavic sonorities, with deep significations into the words’
resonance, offer special dominants to the vocal singing way, much more
different than the Italian or French way. The Russian language whose phonetics
seems more special in comparison to the other languages is revealing itself to us
in special vowel melodicity and in that rhythm specific to the popular song. “It
has a presence of 42% vowels, and 19% of these are represented by the vowel a.
The vowels e and i are open vowels; they are found in most of the words and
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they predispose to open glassy emissions; in exchange, the consonant / — lingual
— also called the Slavic / facilitates a slightly tubed emission”. (Voinea Silvia —
Incursion into the History of the Chant and of the Vocal Aesthetics, Pro
Transilvania Publishing House, 2002, p.144)

Despite the consonant similitude (they support their pronunciation on
groups of consonants), the Russian and German languages in the vocal chant
seem extremely different. The Russian language has dark reflexes, even
dramatic, tormenting or plaintive while the German language offers the
impression of ‘“harshness” and exaggerated rigorousness. “The expression
possibilities of the Russian language are remarkable for the bass voice. Perhaps
that explains the fact that there are a lot of masculine and feminine solemn
voices in the Slavic peoples”. (Voinea Silvia — Op. cit. p. 144)

The fascination of colours and the investigation of new effects have the
purpose of forcing the limits of the classical practice, determining the adaptation
of innovations within the singing art. In fact it is about an understanding that is
superior to the vocal concept and the assimilation of the fine canto art to a new
dramaturgic psychology of the entire potential of the miniature-vocal music
score.

”The substance of the piano accompaniment has the outline of ascendant
optimistic or descendant depressive life experiences that are diatonically clear or
tensely chromatic. It is a proper way of the Russian music to speak in melodic
motifs, to approach the flow to the fluidity of the described feelings”. (Ciucur
Viorela — The Vocal Miniature, Apollonia Publishing House, lasi, 1999, p. 66).

The aura of the Russian genre claims sincerity, intelligence, sensibility,
audaciousness and liberty while perceiving the artistic act, an actor’s aptitudes,
feeling and nerve while expressing the rhythmic element, technical and musical
abilities, penetrating and understanding the melodicity (inflexion) of the Russian
language.
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12. PRIVIRE GENERALA ASUPRA LIMBAJULUI COMPONISTIC
ALE OPERELOR ALEXANDRU LAPUSNEANU DE GHEORGHE
MUSTEA SI DECEBAL DE TEODOR ZGUREANU
OVERVIEW OF THE COMPOSITIONAL LANGUAGE OF THE
OPERAS "ALEXANDRU LAPUSNEANU" BY GHEORGHE MUSTEA
AND "DECEBAL" BY TEODOR ZGUREANU

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

Rezumat: Opera din Basarabia desfasoara un spectru larg de conceptii, stiluri si tehnici.
Astfel, spectrul componistic basarabean abordeaza diverse coordonate de structurare ale
conceptelor estetice. Creatia compozitorilor basarabeni (genul liric) ilustreaza concludent
interdependenta dintre curente ce formeaza un domeniu estetic muzical eterogen. Interesul
compozitorilor se indreapta constant spre surse muzicale de inspiratie folclorica.Folclorul este
fundamentul care a stat la baza edificarii genului liric basarabean. Compozitorii basarabeni
incearca sa creeze valori muzicale din insagi substanta folclorului romdnesc. Alaturi de ,, matca
folclorica“ si/sau matca intonationala a fondului folcloric, limbajul acestor compozitori se
conjuga §i cu elemente eterogene.

Cuvinte cheie: Opera, Basarabia, Gheorghe Mustea, Teodor Zgureanu, Alexandru
Lapusneanu, Decebal, limbaj componistic.

1. Opera ALEXANDRU LAPUSNEANU de Gheorghe Mustea

Preocupat de aflarea unei modalitati adecvate de imbinare a indicilor pereni ai
traditiei pe de o parte europene si pe de altd parte autohtone, Gheorghe Mustea
creeaza o lucrare cu o viziune de sintezd care inglobeaza aceste elemente intr-o
gandire marcata de traditiile muzicale ale folclorului romanesc, creand o osmoza
muzicala.

in operda utilizeaza doar un singur citat din matricea folclorului, in rest,
materialul tematic este creat in spiritul si atmosfera ethosului roméanesc.

Lucrarea se constituie intr-un intreg organic articulat, cu expresive valente
dramaturgice, al carui obiect sonor lasa impresia ca este contemplat din unghiuri
s1 perspective mereu schimbate, asemenea unei sculpturi cinetice, relevand pe
rand: fricd, suferintd, impuls, inertie, dorintd, nevoia de armonie.

Compozitorul exploateaza din plin toti parametrii muzicali (ritm, timbruri,
registre, elemente agogico-dinamice etc.) cu intentia vaditd de a pune in valoare
cat mai multe din resursele expresive posibile, concentrate intr-un bogat expozeu
stilistic.

Stilistica operei Alexandru Lapusneanu se integreaza perfect in stilul epocii n
care a fost creata — stil eclectic. Constatam treptat sinteza a unor tendinte deja
formulate, cu experimentari si asimilari de sugestii diverse ale contemporaneitatii.
Integreazd in limbajul sau elemente stilistice eterogene. Astfel sunt sesizabile
unele influente ale compozitorilor rusi, precum: M. Musorgski, S. Sostakovici si
altele de sursd populara, stilul sau fiind adanc ancorat in melosul popular si
cimentat in expresii contemporane.
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Gheorghe Mustea, prin opera sa, ne demonstreazd incd o datd viabiltatea
valorificarii formelor traditionale si posibilitatea adaptarii lor la limbajele
contemporane.

Din multimea ipostazelor modale mentiondm urmatoarele demersuri strategice:

+ ¢ o lucrare preponderent modala, fragmentar tradand o ramasitd a gandirii
tonale;

> o strategie modala de maxima eficientd — polimodalismul;

» cromatismul dens, ajungandu-se in pragul totalului cromatic.

> heterofonia — o maniera de imbogatire discreta, dar eficienta a disponibilului
sonor.

Putem conchide ca autorul a realizat o sinteza a modalului:

+ modalism diatonic;

« modalism cromatizat si orientarea catre totalul cromatic.

Elementul cu rol de catalizator al expresiei, impunandu-se ca dominant dincolo
de limbajul armonic, polifonic, il constituie apelarea la materialul tematic de
esentd folclorica si crearea in spirit si in stil — asa-numitul ,,folclor imaginar®,
creat si exersat in mod virtuoz de compozitor in baza aprofundatei studieri si
cunoasteri a acestuia.

Prin urmare, in opera Alexandru Lapusneanu se nuanteaza doud idei majore:

+ existenta unei linii majore de folclor imaginar;

= prevalenta unei gindiri diatonic-modale ,,atacatd” de o intensd cromatizare,
ajungand in pragul totalului cromatic.

Este o lucrare in care jocul ,,starilor* concura la definirea unor complexe trairi.
Relevdm preocuparea compozitorului pentru plasticitatea imaginilor muzicale.
Printre procedeele sale de compozitie, mentionam metoda improvizatiei.

Particularitatile structurale ale limbajului sau muzical, exprimate foarte succint,
ar fi urmatoarele: melodica pe baze modale-populare (cromatizate); armonie
complexa si tensionatd intens cromatizatd ajungandu-se 1n pragul totalului
cromatic, dar aducand si momente necesare de relaxare consonanticd; prezenta
heterofoniei, a politonalismului, polimodalismului, poliritmiei.

2. Opera DECEBAL de Teodor Zgureanu
Intreaga partiturd este realizata intr-o arcuire bipolara, dupa principiul arsis’ si
thesis™, imaginile sonore conferand o incarcaturd poeticd marcate de sensurile si
densitatea vectorului poetic intr-o derulare pe masura. Lucrarea evolueaza treptat
de la contemplatie la dramatism si din nou la contemplatie. In opera sa, forma
muzicalad se incheagd din quasi-relaxari dar si din acumulari de stari conflictuale.
In sens structural, compozitorul instituie limbajul sdu muzical in unitati

morfologice evidente (teme, motive, fraze muzicale).
Intreaga creatic ne demonstreazi complementaritatea permanentd a planului
orizontal (melodia) cu cel vertical (armonia), parametri aflati in slujba

37 arsis — ascensiune, implinire

%% thesis — atmosfera grava, apasatoare, dureroasa
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omogenitadfii §i coeziunii elementelor de limbaj la care face apel compozitorul.
Trebuie accentuata coeziunea si interactiunea si cu celelalte elemente de limbaj —
polifonie, ritm, metru etc. — in cadrul intregului unitar pe care il reprezinta creatia
compozitorului. Aceste tipuri se inscriu astfel printre cele mai importante efigii
stilistice ale operei compozitorului.

Teodor Zgureanu se manifestd ca un muzician ce si-a gasit un stil, o modalitate
proprie de expresie, capabil sd aducd o contributie personald pe firmamentul
muzicii basarabene. Autorul exprimd interesante adancimi si tensiuni spirituale
launtrice construite pe osatura sonord a specificitatii romanesti. Apelul la
substanta folclorica este o constanta a creatiei acestui compozitor. El utilizeaza cu
preponderenta elemente ritmico-melodice specifice melodicii populare, pe care le
decanteaza subordonandu-le unui limba;j propriu, inconfundabil.

Sintetizand intr-un fel propriu cuceririle muzicii universale ca i pe cele
contemporane compozitorul a dezvaluit profunzimea artistica a folclorului
muzical romanesc, adaptand elemente stilistice de sinteza intre modalismul
melosului popular si traditiile intonative moderne. Intregul limbaj al acestei opere
ne prezintd raporturi diferite ale compozitorului fatd de creatia populara, de la
transfigurarea melodiei autentice pana la evocarea in spirit personal a atmosferei
specifice sensibilitatii nationale.

A creat o partiturd cu un confinut bogat in mijloace de expresie derivate din
substanta muzicii populare.

Melodia reprezinta un profil complex, parcurge drumul de la un registru sonor
spre altul cu usurin{d, In mers treptat, prin salturi intervalice, dinamizata prin
triolete sau in pasaje Tmbogatite adesea cu melisme. Melodiile au un specific atat
traditional clasic cat si popular, chiar modal ceea ce este caracteristic pentru
cultura folclorica. Intervalica este utilizatd in concordantd cu expresia afectiva,
astfel impune entitati intervalice de factura cromaticd in care se prefigureaza
elemente motivice din folclor. In special, compozitorul da predilectie intervalelor
de cvinta si cvarta marite si micsorate si secundei marite, interval socotit cromatic
in toate sistemele tono-modale. Autorul recurge la panze sonore modale diatonice
si cromatice. La baza Intregului edificiu sonor se afla scari muzicale care att prin
constructia lor cat mai ales prin utilizarea componistica realizeazd o tangentiala
legaturd cu folclorul roménesc reprodus intr-o forma progresiv stilizata si
esentializata.

Pe parcursul intregii partituri se deslusesc doua tipuri de teme, $i anume:

a) Teme reflexive, interiorizate plasate pe plan ideatic, si
b) Teme extensive, ce se cantoncaza in sfera exterioard, cu nuantate stari
conflictuale.

Se desluseste preocuparea compozitorului pentru completarea si intarirea
sensurilor textului prin caracterul muzicii, acesta evoluand conform dimensiunilor
expresive ale cuvintelor, luate nu separat, ci ca entitati ale unui Intreg (strofa).
Aceasta unitate dintre vers s1 melodie este evidenta.

La realizarea limbajului sau armonic, un rol decisiv l-au avut multiplele
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impulsuri ale folclorului autohton.

Ca principale caracteristici ale armoniilor abordate putem aminti:

* acorduri eliptice de terta

» acorduri cu elemente ajouteés

» armonii simple utilizate cu ingeniozitate

» acorduri de secunde — acorduri ce-i definesc stilul

> sonoritdti nascute din agregate de secunde (clustere)

» acord de tip cluster

> acord de cvarte ?ceste.stratiﬁcéri,

eseori, sunt
» acord de cvinte afectate de
> juxtapunerea acelorasi raporturi (cvartd-cvintd) prezenta unor
. . . secunde adaugate.

» conglomerate sonore, mixturi de acorduri

» creeaza suprafete ambiugue tonal

> printre acorduri gasim frecvente sprijinite pe octave si unisonuri

» pedale armonice

> lipsa prejudecatilor cu privire la un anume primat al vreunui acord.

Limbajul sau armonic reflectd procese de continuitate a structurilor tradifionale
si a elementelor unor selective acumulari din zona limbajului muzical
contemporan.

Se distinge o gindire tono-modala. In intreaga partiturd e prezent un modalism
de culoare, o recreare a folclorului. Astfel gandirea in spirit folcloric se remarca
prin utilizarea:

* scarilor muzicale din folclor

« modurilor cu trepte mobile

 secundelor marite

« armoniilor plagale (cadente plagale).

Intreaga creatie a compozitorului este strabatutd de melosul popular. De fapt,
apelul la substanta folclorica este o constanta a acestui compozitor. El utilizeaza
cu preponderentd elemente ritmico-melodice specifice melodicii populare,
elemente ce-si trag seva din experienta de secole a artistului popular, pe care le
decanteaza subordonandu-le unui limbaj propriu, inconfundabil.

La o prima analizd, remarcdm atentia deosebitd pe care autorul o acorda
componentei orchestrale si corale in operd, desigur in scopul sublinierii unor
efecte speciale ale mesajului.

Alegerea instrumentelor sau a partidelor vocale (in diferite combinatii) se face in
functie de timbrul distinct al fiecaruia, iar asocierea lor in futti apeleaza la legi de
echilibrare a culorii sonore, pornind tocmai de la afinitdfile timbrale. Astfel,
obtine o sonoritate echilibratd, dar si o dirijata coloristica in conturarea atmosferei
creatiei date. Orchestratia este creatd cu rafinament, exceland in variate
combinatii de timbruri, de variatie ritmica si ornamentala, culori orchestrale ce
evoca sonoritati de instrumente populare. Astfel, buciumul este redat prin corn,
lira prin harpa, cavalul prin clarinet.

Compozitorul a apelat si la coregrafie ca la un element important in trecerea
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cuvantului spre muzica prin gest. Astfel, a realizat tipuri de dansuri de rezonantd
populara, structura lor melodico-ritmica reprezentand o stilizare a folclorului. Iata
o Intreagd panoplie de mijloace puse de compozitor in slujba unor superioare
imperative de expresie.

Contrastele pe multiple planuri (dinamic, ritmic, timbral, de registre),
vitalitatea, energia, tensiunea, asprimea, densitatea, sunt caracteristicile principale
ale acestei lucrari in care recunoastem claritatea si stdpanirea gestului
componistic, acumulari si tensiondri rupte de pauze sau de sectiuni contrastante,
dar si insistenta pe celule melodico-ritmice de provenientd folclorica. E vorba de
un stil pe care compozitorul si I-a slefuit cu truda si migala, stil la care contribuie
si rafinamentul timbral, subtilitatea jocului de nuante, constructia realizatd fie din
aglomerari si rarefieri, fie din rupturi bruste si contraste.

Concluzie

Opera din Basarabia comporta o stilisticd eterogend. G. Calinescu constata un
fapt extrem de important si de elocvent pentru demersul analitic pe care l-am
intreprins, ca ,,nu existd in realitate un fenomen artistic pur®, cele mai multe
curente artistice si autori punand in lumina ,,impuritati structurale®.”
Eclectismul nu este, desigur, o mdsura a valorii. Dar este, cu sigurantd, un semn

al deschiderii sau al inchiderii care deschide, cum ar fi spus Constantin Noica.
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Abstract:The opera in Bessarabia displays a wide range of concepts, styles and techniques.
Thus, the composition spectrum in Bessarabia tackles various coordinates for the structuring of
aesthetic concepts.The work of Bessarabian composers (the lyric genre) convincingly illustrates
the interdependence between trends, which forms a heterogeneous aesthetic musical field. The
composers’ interest constantly lies in musical sources of folk origin.Folklore is the groundwork
underlying the formation of the lyric genre in Bessarabia. The Bessarabian composers attempt
to create musical value from the very substance of Romanian folklore. In addition to the
Jolkloric source” and/or the tonetic basis of folklore, these composers’ language also
encompasses heterogeneous elements.

Keywords: Opera, Bessarabia, Gheorghe Mustea, teodor Zgureanu, Alexandru Lapusneanu,
Decebal, compositional language.
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1.The opera ALEXANDRU LAPUSNEANU by Gheorghe Mustea

Concerned with finding the adequate way to combine traditional elements from
both Europe and his native country, Gheorghe Mustea creates an opera whose
vision synthesizes these elements and blends them with a way of thinking marked
by the musical traditions of Romanian folklore, thus creating a musical osmosis.

In this opera, he only uses one folkloric citation; for the rest, the thematic
material is composed in the spirit and atmosphere of the Romanian ethos.

The work constitutes a well-articulated whole, with expressive theatrical
characteristics, whose sound seems to be contemplated from ever-changing angles
and perspectives, just as in a kinetic sculpture, revealing, one after the other: fear,
suffering, impulse, inertia, desire and the need for harmony.

We can find a harmonious correlation of shape with meaning, which denotes
the author’s intuitive accuracy.

The composer puts to full use all the musical parameters (rhythm, timbres,
registers, elements of agogics and dynamics, etc.) with a clear intention of
bringing to light as many of the potential expressive resources as possible,
converged into a rich stylistic presentation.

The stylistics of the opera Alexandru Lapusneanu perfectly integrates into the
style of the époque in which it was created — the eclectic style. Little by little, we
can notice the author’s synthesis of some already formulated trends, his
experiments and assimilations of various contemporary concepts. In his artistic
language, he integrates some heterogeneous stylistic elements. Hence, we can
notice some influences from Russian composers, such as: M. Mussorgsky, S.
Shostakovich and others of folk origin, his style being deeply anchored in folk
music and paved with contemporary expressions.

Through his work, Gheorghe Mustea proves to us, once again, that putting to
value the traditional forms is viable and, also, that it is possible to adjust them to
the contemporary languages.

Out of the multitude of modal postures, let us mention the following strategic
approaches:

» it is a predominantly modal work, with only remains of tonal thinking in some
fragments;
> a high-efficiency modal strategy — polymodalism;
» dense chromatization, with a tendency to reach the threshold of the chromatic
total;
> heterophony — a method used to discretely but efficiently enrich the existing
sounds;

We can conclude that the author has performed a synthesis of modalism:
o diatonic modalism;
o chromatized modalism and the orientation towards the chromatic total.
The author’s use of folk-rooted themes and his composing “in spirit and in style”
(the so-called ,,imaginary folklore*, which he skillfully created and practiced,
thanks to a deep study and knowledge of it) - have proved to be the element
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which catalyzed expression, becoming the dominant factor, beyond the harmonic

and polyphonic language.

Consequently, there are two major ideas that transpire from the opera Alexandru

Lapusneanu:

= the existence of a major line of imaginary folklore;

«the prevalence of a modal diatonic thinking, “attacked“ by an intense
chromatization, at the brink of the chromatic total.

In Alexandru Lapusneanu, the game of ,,moods* helps create some complex
emotions. Let us mention here the author’s interest in the plasticity of musical
images. Amongst his compositions techniques, we can mention the method of
improvisation.

In short, the structural particularities of Mustea’s musical language are the
following: melodics based on a modal-folk (chromatized) foundation; complex
and tensioned harmony, intensely chromatized, up to the point of reaching the
chromatic total, but with necessary moments of consonant relaxation; the
presence of heterophony, polytonality, polymodalism, polyrhythms.

2.The opera DECEBAL by Teodor Zgureanu

The entire score is built upon a bipolar arching, according to the principle
arsis” and thesis”', in which the sound images carry a poetic load that adds to the
meanings and density of the poetic text, thus doubling the effect. The work
evolves gradually from contemplation to the dramatic and then again to
contemplation. In his work, the musical outline takes shape from quasi-relaxation
and from the buildup of states of conflict. In a structural sense, the composer
institutes his musical languages in obvious morphological units (themes, motifs,
musical phrases).

His entire work proves to us the permanent complementarity of the horizontal
outline (the melody) with the vertical one (the harmony), parameters meant to
ensure the homogeneity and cohesion of the language elements used by the
composer. We must emphasize here the cohesion and interaction with the other
language elements, as well — polyphony, rhythm, meter, etc. — within the entire
whole represented by Zgureanu’s work. In consequence, these types develop into
some of the most important stylistic tools in Zgureanu’s work.

Teodor Zgureanu acts as a musician that has found his own style, his own way
of expression, thus bringing an original voice to the Bessarabian music. The
author expresses interesting spiritual depths and inner tensions built upon the
sonorous framework of the Romanian specificity. Resorting to the folkloric
substance is one of the constant features in Zgureanu’s work. He mainly uses
rhythmic and melodic elements that are specific to the folk melody, which he
decants by subjecting them to his own, unmistakable language.

By synthesizing, in his own original way, the innovations of universal and

40 arsis — ascent, fulfillment

*! thesis — gloomy, burdening, painful atmosphere
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contemporary music, Zgureanu has revealed the artistic profoundness of the
Romanian musical folklore, by adapting stylistic elements that make a synthesis
between the modalism of folk music and the modern intonation trends. The entire
language of this opera presents different rapports of the composer towards
folkloric creation, from the transfiguration of the authentic melody up to a
personal account of the atmosphere characteristic to the national sensitivity.

He has created a score whose content abounds in means of expression deriving
from folk music.

The melody has a complex profile, it travels from one sound register to another
with great ease, gradually, through interval leaps, dynamized by triolets or in
passages often enriched with melismata. The melodies have both a traditionally
classic specific and a folk one, even modal, which is characteristic to the folk
culture. The intervals are used in accordance with the affective expression, which
imposes the use of chromatic intervals that outline folklore motifs. Especially, the
composer predominantly uses intervals of augmented and diminished fifths and
fourths and of augmented second, an interval deemed chromatic in all tonal-
modal systems. The author resorts to diatonic and chromatic modal sound lines.
Underlying the entire sound edifice there are musical scales which, both through
their construction and especially by the way the composer uses them, make a
tangential connection to the Romanian folklore, reproduced in a progressively
stylized and essentialized form.

Throughout the entire score, we can mark out two types of themes, as follows:
a) Reflexive, interiorized themes, in a sphere of ideas, and
b) Extensive themes, which linger in an outward sphere, with tinted states of
conflict.

It is obvious the composer’s interest in perfecting and strengthening the
meaning of the text through the character of the music, the latter evolving in
accordance with the words’ expressive dimensions, considered not separately, but
as parts of a whole (the stanza). This unity between verse and melody is evident.

In drawing up his harmonic language, a decisive role was played by the
multiple influences of local folklore.

The main characteristics of the harmony used by the composer are:
chords with the third missing;
chords with valeurs ajoutées;
simple harmonies, used inventively;
secundal chords — which define the composer’s style;
sonorities created by conglomerates of seconds (clusters)
cluster-type chord
quartal chord (chord of fourths) Sthrl:tSl% cations
quintal chord (chord of fifths) are often
the juxtaposition of the same rapports (fourth-fifth) affected by
sound conglomerates, chord mixtures the presence
tonally ambiguous areas
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» amongst the chords, we can find frequencies based on octaves and unisons
» harmonic pedals
> the lack of prejudice regarding the prevalence of a certain chord.

His harmonic language reflects processes of continuity of the traditional
structures and of elements of selective buildups from the contemporary musical
language.

We can also notice the tonal-modal thinking. A modalism of color, a recreation
of folklore can be sensed throughout the entire score. Hence, the folk-influenced
thinking can be seen through the use of:

« musical scales specific to folklore;

« modes with mobile chords (degrees);
o augmented seconds

o plagal harmonies (plagal cadences).

Zgureanu’s entire work is influenced by the folkloric ethos. Basically, the
resort to the folkloric substance is one of the constant features of his work. For the
most part, he uses rhythmic-melodic elements specific to the folkloric melodicity,
elements that draw their essence from the century-long experience of the folk
artist, which he decants by subjecting them to his own, unmistakable language.

On a first look, we can notice the special attention the author pays to the
orchestral and choral makeup in the opera, meant to emphasize some special
effects of the intended message.

The choice of instruments or of the vocal groups (in various combinations) is
made according to the distinct timber of each of them, and their assembling in
tutti requires the balancing of sound color, starting precisely from the timber
particularities. Hence, he attains a well-balanced sonority, but also a specially
designed coloring in creating the atmosphere of his work. The orchestration is
refined, abounding in various combinations of timbers, rhythmic and ornamental
variations, orchestral colors that evoke sonorities of folk nstruments.
Consequently, the Romanian alphorn is rendered by the use of horn, the lyra by
the harp, the long shepherd's pipe by the clarinet.

The composer has also resorted to choreography, as an important element in
binding the word to music through gestures. As a result, he created folk-inspired
dances, their melodic and rhythmic structure being a stylization of folklore. Here
is an entire array of methods the composer uses to achieve superior means of
expression.

The multiple-level contrasts (dynamic, rhythmic, timbral, of registers), the
vitality, energy, tension, harshness and density are the main characteristics of this
opera, in which we find clarity and self-confidence in composition, buildups and
tensions disrupted by breaks or by contrasting sections, but also a persistency in
using melodic-rhythmic cells of folk origin. It is a style the composer has
perfected with great toil, characterized also by timbral refinement and subtlety in
the game of nuances. The entire structure is built either upon agglomerations or
rarefactions, or upon sudden disruptions and contrasts.
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Conclusion

The stylistics of Bessarabian opera is heterogeneous. G. Cilinescu finds an
eloquent fact, extremely important to the analytical endeavor that we have
undertaken, namely that “in reality, there is no pure artistic phenomenon “, most
of the artistic trends and authors bringing to light “structural impurities“.*

Of course, eclecticism is not a measure of value. But it is, certainly, a sign of
the “circle that closes and opens itself”, as Constantin Noica would have said.
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13. MANUSCRISELE MANASTIRII NOUL NEAMT-MARTURII
CULTURALE, STIINTIFICE SI SPIRITUAL-CRESTINE ALE
MOLDOVENILOR DIN TRECUT
THE MANUSCRIPTS OF NEW NEAMT MONASTERY - CULTURAL,
SCIENTIFIC AND CHRISTIAN-SPIRITUAL PROOFS OF THE
MOLDAVIAN ANCESTORS

Stela Gutanu, Lecturer PhD,
“Faethon” Konservatory of Music from Alexandroupoli of Greece,
“Spiru Haret” University from Bucharest of Romania

Rezumat: Noua mandastire "Noul Neamt", intemeiata in 1864 de monahii plecati din vechea
lavra nemgeanda, a preluat nu numai denumirea celei mai vechi §i mai bogate ctitorii
monastice din Moldova, ci si traditiile seculare ale acestui marcant centru cultural. Egumenul
manastirii, Teofan Cristea adopta traditiile si asezamantul statornicit de catre Sfantul Paisie
de la Neamt. Calugarii nemteni au adus cu ei §i au pastrat aici numeroase §i prefioase
manuscrise, documente si carfi vechi romdnesti.

Cuvinte cheie: Manuscrise, muzica sacra, centru cultural, Manastirea Noul Neamy, lavra
nemteand, carfi vechi romdnesti.

Drept marturie a existentei unei vieti culturale intense pe taramul muzicii
sacre si a unui valoros patrimoniu spiritual ne serveste catalogul de manuscrise
alcatuit de egumenul Andronic in 1884, ce cuprinde 146 de manuscrise slavone
si romanesti in 2272 de carti tipdrite in limbile: slavond, rusa, greaca, altina,
franceza si romana.

Cele 30 de mansucrise slavone si romanesti din secolele XIV-XIX, aduse
de la Mnastirea Neamt de catre Parintele Andronic in 1861, la sosirea lui in
Basarabia, au constituit temelia formarii Bibliotecii Manastirii Noul Neamt,
precum §i baza alcatuirii catalogului de manuscrise aflate in acest lacas
monastic.

De la un numar atat de mic de manuscrise, dar de o valoare imensa, s-a
ajuns la un numar atat de mare de manuscrise si carti ale Bibliotecii Manastirii
Noul Neamt, prin donarea si achizitionarea acestora de catre bibliotecarul ei,
Parintele Andronic.

In manuscrisul cu nr. 88, ce dateaza din 1886, al cdrui continut este
predestinat in exclusivitate vietii si activitatii arhimandritului Andronic, gasim
pe filele 4-6 testamentul sau, din care citam: "Ma rog ca sfintele carti, toate cate
se afla Tn limba moldoveneasca si ruseasca si greceascad, tiparite si adunate prin
sarguinta mea aicea, precum si cartile de psaltichie cele scrise de pacétoasa
mana mea (...) sd ramaie spre imbogatirea bibliotecii manastirii."

La sfarsitul secolului XIX, in Basarabia activau peste 20 de manastiri si
schituri, toate avand biblioteca si arhiva proprie. Dupa al doilea razboi mondial
(1945), toate manuscrisele au fost inchise, facand exceptie doar Manastirea
Japca, ce a mai activat catva timp. In ceea ce priveste manuscrisele si cartile
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aflate 1n bibliotecile si arhivele acestor manastiri, nu se stie nimic. Se presupune
ca au fost arse, devastate sau poate se mai pastreaza pe undeva vreun manuscris.

Din documentele de arhiva aflaim ca majoritatea materialelor documentare
valoroase din institutiile de stat, din manastiri si biserici, precum §i intregul avut
monastic, inclusiv si fondul de carte au fost evacuate in Romania, iar in 1945 au
fost returnate in urma deciziei luate de o comisie speciald sovieto-romand. Se
pastreaza pana astdzi listele acestor materiale, dar din pacate itinerariul lor se
intrerupe, intrucat nu dispunem de nici un detaliu. O exceptie in acest sens o
constituie doar Biblioteca si Arhiva Manastirii Noul Neamt. In 1959, in urma
intreruperii activitdfiit Manastirii Noul Neam{ (din motive politice), arhiva si
biblioteca ei au intrat In 1962 in fondul secret cu nr. de inventar P-2119 (inchis
cercetdrii) al Arhivei de Stat RSSM. Depozitarea secretd a manuscriselor i-a
determinat pe unii cercetarori din tard si de peste hoatre sd conchidd ca
manuscrisele de la Manastirea Noul Neamt s-au pierdut, ca si toate celelalte.

Despre nivelul cultural al unui popor se poate discuta doar in urma
cercetarii valorosului tezaur cultural artistic national, creat de-a lungul
veacurilor. O parte Tnsemnatd a acestui tezaur o constituie manuscrisele, atat
muzicale, cat si literare - adevarate monumente ale culturii nationale,
inestimabile valori ale trecutului cultural artistic. Ele cuprind in sine valori reale
ale civilizatiilor trecute, oglindind activitatea rodnica a carturarilor, muzicienilor
si interpretilor, care In diferite moduri au contribuit la impulsionarea si
revitalizarea activitatii creatoare si interpretative a timpului lor.

Din pacate, din cauza multor intreruperi, o buna parte a materialelor
documentare inedite de mare valoare s-au pierdut fara urme, cdci Moldova, dupa
cum mentioneazd cronicarul Grigore Ureche, s-a aflat mereu "in calea tuturor
rautatilor".

Cele mai vechi manuscrise gasite pe teritoriul Moldovei dateaza din a
doua jumatate a secolului al XIV-lea. Manuscrisele de muzica veche bizantina
din aceasta perioadd isi afla sorgintea in Bizant si se caracterizeaza prin stilul
clasic bizantin: vocal-monodic si omofon neacompaniat, ce poartd amprenta
evidentd a stilului papadic-melismatic vocalizant, intercalat cu cel recitativic, in
unele creatii. Aceste creafii, in general, au o forma muzicald miniaturald
determinata de volumul poeziilor imnografice care stau la baza textului muzical,
provenite din psalmii biblici sau din creatia imnografica a melozilor. Structurile
si functiile melodice ale acestor creatii sunt variabile si adesea repetabile pe
diverse iniltimi sonore, fiind uneori comune mai multor ehuri. In stilul recitativ,
cu precddere 1n formulele cadentiale de incheiere ale recitativului, existd
formule specifice numai anumitor ehuri. Ele au functia de introducere in
structura melodicd a ehului respectiv, de modulatie de pasaj, de cadentare, de
inchidere a unei parti din cintare etc.

O alta categorie de manuscrise si carti care au aparut in Moldova pana la
inceputul secolului XVII a fost scrisd intr-o limba neinteleasa de popor - limba
slavona bisericeasca, limba bisericii si a literaturii. Alfabetul utilizat era cel
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chirilic, cu ortografie tarnoveana, intr-o redactare stabild, care n-a evoluat timp
de trei secole. Din a doua jumatate a secolului al XVI-lea au inceput sd apara in
paralel cu manuscrisele de traditie manuscripta slavona bisericeasca si scrieri in
limba materna. Scrierea n limba slavond s-a lichidat treptat, astfel incat, la
inceputul secolului XIX era atestatd izolat.

Manuscrisele romanesti din secolele XV-XIX au atras atentia multor
bizantinologi, colectionari si bibliofili, fiind achizitionate de diferite biblioteci si
muzee din Europa gratie continutului, intrucat aduc informatii pretioase despre
arta psaltihciei din aceastd perioadad si datorita aspectului artistic, a caligrafiei
perfecte, a ornamentdrii fine, a corectitudinii textelor etc.

O parte din carfi si manuscrise au fost donate de catre domnitorii
Moldovei personalitatilor importante §i centrelor monastice din straindtate.
Manuscrise romanesti se pastreaza in prezent in Romania, Bulgaria, Tugoslavia,
Polonia, Rusia, la Viena, Dresda, Miinchen, Paris, Londra si la manastirile din
Athos si lerusalim. S-au facut multe investigatii stiingifice referitor la aceste
mansucrise de provenienta romana.

In 1905, cercetitorul rus A.L. Iatemirschi a publicat un sir de cataloage ale
manuscriselor slavone din Roménia si din depozitele tarilor europene si
intentiona sa alcatuiasca un alt catalog al manuscriselor romanesti din depozitele
Rusiei. Aceasta intentie, din motive necunoscute, nu s-a realizat. Astazi
dispunem de o sumard investigatie a colectiei de manuscrise realizatd de
Valentina Ovcinicova-Pelin, autoarea Catalogului Coelctiei Mandastirii Noul
Neamy, tiparit in editie bilingvd (romand - in grafie chirilicd si rusd), care
constituie un fond aparte al Catalogului general al manuscriselor romdnesti
pastrate in fosta URSS, ce cuprinde aproximativ 800 de manuscrise in limba
slavond din secolele XIV-XIX si tot cu aproximatie 200 de manuscrise in limba
romanad din secolele XVII-XIX.

Desfasurarea informatiei Catalogului general al manuscriselor romanesti
pastrate in fosta URSS demareaza cu o descriere a colectiei de manuscrise a
bibliotecii de la Manastirea Noul Neamt. O buna parte din carti $1 manuscrise
din aceasta colectie au fost aduse de la Manastirea Neamt de catre fondatorii
noului lacas monastic: Parintele Teofan Cristea si Parintele Andronic. Acesta
din urma a scris Istoria Manastirii Noul Neamt - lucrare ilustrata cu numeroase
copii de documente.

O alta parte a bibliotecii o constituie cartile tiparite donate manastirii, care
sunt mentionate de rand cu numele donatorilor in Pomelnicul Manastirii Noul
Neamt. Printre acestia sunt mentionati: Constantin Botezatu din Chisinau, care a
daruit in 1879 zece carti cu Vietile Sfintilor, un Ceaslov, o Psaltire, Biblia si alte
carti in limba romana; Mihail Kogalniceanu a daruit in 1884 trei volume ale
Letopisetelor Tarii Moldovei s.a. Unele manuscrise si carti tiparite au fost
procurate si donate manastirii de catre Parintele Andronic, in urma calatoriilor
intreprinse in Moldova si la Kiev. Un numar impundtor de carfi si manuscrise
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din colectie ii apartin acestui neostenit cronicar al secolului XIX, care a lasat
mostenire Bibliotecii Manastirii Noul Neamf peste 60 de carti scrise de méana sa.

Dupa 20 de ani de existentd a Bibliotecii Manastirii Noul Neamf, Parintele
Andronic alcatuieste Catalogul cartilor existente in aceasta bibliotecd, astfel
incat in 1884, biblioteca dispunea de 146 de manuscrise in limbile slavona si
romana i 2272 de carti tiparite in limbile slavond, rusd, romana si greaca.

In anii 1892, 1929, 1934-1938 si 1959-1961 s-au alcituit cateva carti de
inventar, ce se pastreaza astdzi In fondul manastirii, alfat in Arhiva Nationala.
Cele din urma contin foarte putine informatii despre manuscrise.

In perioada 1954-1958, s-au inchis multe manastiri, printre ele aflindu-se
si Manastirile Curki, Hancu, Garbovet si Capriana. O parte din cartile si
manuscrisele din aceste manastiri au completat Biblioteca Manastirii Noul
Neamt. Toate manuscrisele, cartile si documentele din biblioteca manastirii au
fost depuse in fondul cu nr. P-2119 al Arhivei nationale a Republicii Moldova.
In urma sistematizarii si prelucrarii acestora s-au alcituit cateva registre:

e Registrul nr. I - cuprinde documentele arhivei manastirii din anii 1860-1962;
o Registrul nr. 2 - cuprinde 43 de manuscrise in limba slavona din secolele
XIV-XIX;

o Registrul nr. 3 - cuprinde 100 de manuscrise in limba romana din secolele
XVII-XIX;

e Registrul nr. 4 - cuprinde 76 de manuscrise cu note muzicale in limbile
greacd, slavona si romana, ce dateaza din secolele X VIII-XIX;

e Registrul nr. 5 - cuprinde 78 de carti tipdrite cu note muzicale in limbile
greacd, bulgard, rusd si romana, datate din secolele XVIII-XX.

Tematica variatd a manuscriselor ne familiarizeaza cu valoroase

evenimente care s-au infaptuit de la inceputul secolului al XV-lea pana in
secolul XX.

Despre inceputurile literare In Moldova aflam din cateva creatii originale
ale lui Grigore Tamblac, incluse In Codicele miscelaneu din 1448, copiate de
Gavriil de la Neamt. La personalitatea carturarului Grigore Tamblac s-a referit si
Parintele Andronic in Pomelnicele Mandastirii Neamt s1 in cateva lucrari istorice
ale domniei sale, indeosebi in lucrarea consacratd acestui promotor, cu titlul
Viata lui Grigore Tamblac.

De o valoare incontestabild sunt cele trei manuscrise ale copistului Gavriil
de la Manastirea Neamf, pentru studierea literaturii de limba slavond din
Moldova, acestea fiind cele mai vechi carti aparute in Moldova in prima
jumatate a secolului XV.

Despre copistul Ghervasie, discipolul si continuatorul lui Gavriil, aflam
existentei manuscrisului sau Cartile biblice ale celor 16 prooroci, scris in anul
1475.

Printre manuscrisele Manastirii Noul Neamt, datate din secolul al XVIII-
lea sunt: Codicele de creatii, alcatuit de carturarul Platon si Codicele de cuvinte
si invatatura, alcatuit de carturarul Mitrofan, ambii fiind ucenici ai lui Paisie
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Velicicovschii. Sunt importante prin faptul ca au servit in continuare drept
model pentru copiile, traducerile textelor in limba romana si editarea lor partiald
in secolul XIX.

O parte din manuscrise le Manastirii Noul Neamt au fost adunate de
cronicarul Andronic in ciclul de zece carti Istoria manastirilor Neamt si Secul.
Prima carte, Istoria de la inceputul Sfintei manastiri Neamului ceii vechi si
pana in anul 1779, a fost alcatuita in 1864. Peste 25 de ani, Parintele Andronic o
redacteazd si o completeaza, alcatuind astfel un nou volum cu acelasi titlu.
Cartea a doua, Istoria manastirii Secul din 1560 pdana in 1775, cuprinde
evenimente istorice din perioada mentionatda, cand a fost unitd cu Manastirea
Neamt. Cartile 3, 4, si 5 ale acestui ciclu cuprind creatia lui Paisie Velicicovschi
si lucrarile consacrate dommniei sale. Cartea a treia, Viata [ui Paisie
Velicicovschi de la nasterea sa pana la varsta de 25 de ani, dateaza din 1872.
Cartea a patra, scrisd in 1874, Istoria pentru inceputul vietii de obste de Paisie
Velicicovschi...in Athos si pre urma in Moldovia..., cuprinde evenimente
istorice pand in anul 1794. Cartea a cincea dateaza din 1880 si se intituleaza
Istorie curpinzatoare de mai multe corespondente cu mai multe fefe duhovnicesti
si politicesti. Cartea a sasea cuprinde evenimente istorice de dupd Paisie
Velicicovschi si se intituleaza: Istoria manastirilor Neamtul si Secul din anii
1794-1856. Cartea a saptea - Evenimentele istorice de dupa reformele introduse
si toate lucrarile formale a inceperii zguduirii lor spre sfardmare, este cartea
impresiilor proprii ale autorului, referitor la evenimentele istorice ce au avut loc
in perioada dintre anii 1855-1867. In cartea a opta este descrisa toati averea
Manastirii Neamt, catre anul 1859. Cartea a noua cuprinde tipicul slujbei,
predaniile care se respectau in Mandstirea Neamt si sinoxarul lunii septembrie.
In cartea a zecea, Parintele Andronic descrie stihurile care apartineau Manastirii
Neamt. O parte din creatiile incluse in acest ciclu au fost copiate de Parintele
Andronic dupa editiile din secolul XIX, dar majoritatea lucrdrilor incluse sunt
prezentate dupd manuscrisele mai vechi. Unele dintre acestea apar paralel in
doua variante: romana si rusa, insotite de scurte comentarii.

O importanta istoricd o au lucrdrile egumenului Andronic - Pomelnicele
manastirilor Neamt si Secu si Pomelnicul mandastirii Noul Neamt, la alcatuirea
carora autorul s-a condus de datele si documentele aflate In arhiva manastirii.
Aceste lucrari sunt asemdndtoare unor cronici istorice scurte si cuprind
numeroase materiale auxiliare.

Cea mai captivantda si mai valoroasa parte a creatiei lui Paisie
Velicicovschi, aflata in arhiva Bibliotecii Manastirii Noul Neamt, o constituie
corespondenta sa. In colectia bibliotecii s-au pastrat 18 scrisori ale ciror texte
sunt incluse Tn mai multe codice miscelanee, iar numarul copiilor ajunge la 6-8
exemplare. Unele scrisori depasesc proportiile epistolare si se prezintd ca niste
lucrari aparte. Varietatea scrisorilor ne familiarizeaza cu activitatea ne
familiarizeaza cu activitatea multilaterala s1 varioetatea intereselor care il
preocupau. Printre acestea sunt: problemele vietii monahale, probleme de
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comportare a cdlugarilor, selectarea manuscriselor pentru traducerile sale de mai
tarziu, metode de lucru la efectuarea traducerilor, intemeierea si ctitoria scolilor
etc.

In fondul Bibliotecii Manastirii Noul Neamt se pistreazd o buni parte din
cele aproximativ 300 de manuscrise cu traduceri de literatura patristica din
biblioteca lui Paisie Velicicovschi. Printre manuscrise le slavone gasim:
Codicele miscelaneu de invagatura, alcatuit de Mitrofan in anul 1781 (nr. 29);
Intrebari si raspunsuri ale avei Varsanufie si loan, patrarul trei al secolului
XVII (nr. 22); creatiile lui Petru Damaschin si ale lui loan Damaschin, anul
1799 (nr. 39). Dintre manuscrisele romanesti: Codicele miscelaneu de
invatatura si predici, anul 1781, copist Timofei (nr. 30); Codicele miscelaneu de
predici §i invatatura monahala, anii 1783-1784 (nr. 31) si Miscelaneu-convolent
de invatatura si vieti de sfinti, anul 1794,

Manuscrisul cu creatiile lui Isaac Sirianul, Cuvinte pustnicesti, cu
introducerea Pentru trecere i liniste, din patrarul trei al secolului XVIII, s-a
aflat Tn posesia mai multor persoane, la diferite manastiri, Tnainte de a ajunge la
Noul Neamt.

In colectia de traduceri de carti a Manastirii Noul Neamt, se pastreaza
traducerea din Filocalia, greacd a creatiilor lui Grigore Sinait, [oan Damaschin,
Maxim Marturisitorul, Petru Damaschin, Marc Pustnicul, Calist Tilicuzi,
realizatd de Oaisie Velicicovschi si ucenicii sai, ce a fost editatd in limba
slavona bisericeasca in anul 1793, la Moscova, cu titlul Dobrotoliubie.
Concomitent cu aceste tarduceri s-au efectuat traduceri si in limba romana, dar
nefiind editate, au circulat sub forma de manuscris, o parte din ele fiind incluse
in miscelaneele nr. 35, 36, 42, 57, 65.

Biblioteca Manastirii Noul Neamt dispune si de creatii originale, ce
apartin ucenicilor si "confratilor de condei” ai lui Paisie Velicicovschi, acestia
fiind: Vasile, staretul schitului Poiana-Marului, ale carui scrieri sunt incluse in
manuscrisele cu numerele 36, 56, 116, 117, 125, 127; losif - Tipicul pentru
rugdciunea mintii, pe care il gdsim In manuscrisele cu numerele 36, 56, 117;
Teofan - Scara (ms. nr. 36); Samon - Alauta duhovniceasca sau Trambita
cereasca (ms. nr. 36, 56, 117) etc.

Printre manuscrisele care contin date despre viata si activitatea lui Paisie
Velicicovschi, merita a fi mentionata existenta a mai multor variante a
informatiei referitoare la viata acestuia. Dupa moartea staretului Paisie, ucenicii
sdi, Isaac, Nicolai, Martirii, Platon si Grigore, au alcatuit cateva variante ale
vietii lui. Dintre toate variantele s-a pastrat in exhaustivitate doar cea a lui
Platon, care a fost editatd in 1817 in limba romana, iar in 1836 in limba slavona
bisericeasca. Nu se cunoaste destinul celorlalte variante ale vietii lui Paisie,
gasim doar unele marturii despre ele in doud manuscrise ale lui Andronic, care
figureaza cu numerele 116, 117.

Manuscrisul Slujba si viata lui Paisie Velicicovschi, alcatuit in 1858 de
calugdrul Calistrat de la Neamt (nr. 66) se citea la Manastirea Noul Neam{ in
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data de 15 noiembrie, desi oficial Paisie Velicicovschi a fost numit sfdnt abia in
anul 1988.

Un numar considerabil de manuscrise ale manastirii au fost alcatuite in a
doua jumatate a secolului XIX, In perioada cand traditia manuscriptd din
Moldova, stramtorata de tipar, era pe cale de disparifie. Manastirea Noul Neamt
este consideratd unul dintre ultimele focare ale cartii manuscipte din secolul
XIX. Majoritatea manuscriselor fiind lucrdri originale, in minoritate partial
continud traditiile carturaresti multiseculare, acestea fiind primele incercari de
cercetare §i interpretare a mostenirii culturale vechi, a istoriei manastirilor si a
bisericilor, a importantei lor istorice si culturale pentru Moldova. Printre
asemenea lucrari pot fi enumerate si creatiile egumenului Manastirii Noul
Neamt - Parintele Andronic. Biblioteca de la Noul Neamt fiind intemeiata, iar
apoi ani in sir completatda de acest neostenit carturar, alcdtuieste in general
cercul de interese si probleme abordate in lucrarile sale. Bineinteles ca nu toate
creatiile Parintelui Andronic sunt originale, unele dintre ele sunt traduceri si
copii ale altor manuscrise si carti tiparite, dar printre cele originale sunt lucrari
care prezintd o reald valoare stiintifica actuala.

Printre manuscrisele colectiei de la Noul Neamt se pdstreazd si cateva
creatii care nu sunt de provenientd romana si care au fost aduse aici de catre
Parintele Andronic si de alti monahi din lavra Neamt si din alte colturi ale lumii
monahale. Printre acestea sunt: doua codice de nvatiturd patristicd de redactie
sarbeascd, provenite din mandstirile de la Athos - Codice miscelaneu de
invatatura, cu o notd posesorald a Manastirii Csenofont din secolul XV si
Culegere de invatatura monahala a lui Vasile cel Mare, de la inceputul
secolului XV, cu o notd posesoralda a Mandstirii Sfantul Pavel din Athos;
Codicele cu creatiile lui Dionisie Areopaghitul, de la sfarsitul secolului XV -
inceputul secolului XVI, de redactie sarbeascd; Codice miscelaneu de
invatatura, de la sfarsitul secolului X VI, de redactie medio-bulgara, care provine
de la vreo manastire din Athos; Trebnicul arhieresc, din anii 60-70 a1 secoluli
XVII, de provenientd rusd si rus-apuseand, cu caracter liturgic, care au fost
achizitionate de Manastirea Noul Neamt pe la sfargitul secolului XIX -
inceputul secolului XX; Apostol apraeos, din secolul XVI, care a apartinut,
conform notei posesorale Manastirii Conev din Vaborg si patru manuscrise din
secolul XVIII, de proveninetd rus-apuseana.

Manuscrisele aflate in Biblioteca Manastirii Noul Neamt, sunt valoroase
nu numai datoritd continutului propriu-zis al scrierilor si al cantérilor, dar si prin
existenta notelor marginale de pe manuscrise. Astfel, din manuscrisul cu
continut liturgic Tetraevangheliarul, de la sfarsitul secolului XIV - inceputul
secolului XV, aflam despre existenta valorilor culturale ale carturarilor
molodveni din Ohrida. Tot din aceste note marginale aflaim despre aparitia
manuscrisului sau cartii, mediul de circulatie, autorii, ctitorii $i posesorii
acestora, despre anume personalitd{i si evenimente istorice.
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Colectia manuscriselor de la Noul Neamt prezinta in ansamblu o mare
valoare culturala, istorica si nu in ultimul rand stiintificd, ce pune in evidenta
inaltele preocupari spiritual-crestine ale moldovenilor in trecut.

Un sector valoros al Bibliotecii Manastirii Noul Neamt, la care apeleaza
tot mai multi cercetatori, il constituie cartea muzicala veche s1 manuscrisele
muzicale psaltice. Unele dintre acestea ofera detalii despre cea mai veche etapa
de practicare a invesmantarii melodice, perioada in care se scria doar textul
cantarilor, se indica glasul, tactul si un model pe baza caruia se adopta muzica la
text. Aceastd faza a improvizarii unor melodii dupa glas, tact s1 model este bine
reprezentata in fondul manuscriselor acestei manastiri, Tncepand cu secolul XV.
Drept exemplu ne pot servi: Mineiele din 1448-1449, Irmologhion din 1827,
Octoih cu canoane la pavecernita din 1816, Octoih mare sau Paraclitiki si
Octoih mic din 1836, Triod din 1833, Penticostar - 1834, Mineiele celor 12 luni
- 1845-1847 etc. Modalitatea acestora de interpretare a contribuit enorm la
procesul romanirii cantarilor bisericesti. Primele tipdrituri muzicale in notatie
psatica sau 1n notatie guidonica in limba romana, ca si cele grecesti in notatie
psaltica s-au bucurat de succes aldturi de cele in notatie sinodala de Petersburg,
drept dovada servindu-ne practicarea acestora. Printre acestea pot fi mentionate
lucrarile lui Macarie Ieromonahul, tiparite la Viena in 1823, ale lui Suceveanu,
tiparite la lasi si la Manastirea Neamf in 1848 si 1856-1857, ale lui Nectarie
Frimu, tiparite Tn 1840 si 1846 etc. date importante despre aceste manuscrise
gasim in cele zece volume ale Istoriei Manastirii Noul Neamt, scrisa de
Parintele Andronic. Aici autorul dezvaluie totalitatea formelor muzicii de cult
practicate in manastire - monodica si corala. Prima categorie include creatiile
orale si cele cu notatie cucuzeliana si hrisantica, iar cea corala - creatiile scrise
in forma tipicd muzicii ruse in notatie de Petersburg sau in cea bizantina. Cele
zece volume istorice cuprind vasta perioada de la intemeierea manastirii pana la
epoca post-paisiand (1846-1886), perioada de mari realizari, atat istorice cat si
culturale: se statorniceste cantarea corald si se tiparesc carfi in limbile rusa,
romand, greaca, in diferite notaftii. In manastire cantarea se executa in forma
orald, dupa cele doud semiografii - psaltica (cucuzeliand) si liniara (sinodala de
Petersburg). Existenta manuscriselor muzicale rusesti, datate si nedatate, cu
notatie liniard, ne servesc drept marturie a practicarii muzicii corale In prima
jumadtate a secolului XIX. Dintre cele nedatate avem: cantdri ca Octoihul si
Triodul, cantari pentru privegheri si liturghii s.a. Dintre cele datate trebuie
mentionat neaparat lrmologhionul scris de lustin Monahul in 1819. Aceastad
creatie cuprinde cateva cantari locale: un polieleu nemtesc (de la Manastirea
Neamt), o cantare kieveana si un heruvic voloh. Manuscrisul Rdnduiala
privegherilor si la liturghie, scris in 1850 de catre ierodiaconul Dometie Paulov,
cuprinde toate stihurile cantate de strand si o céantare kieveana. Un alt
ierodiacon, Amfilohie, scriec un manuscris coral in limba rusa, care se termina cu
traditionala cantare Multi ani traeasca.
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Despre manuscrisele muzicale ne putem documenta studiind catalogul
alcatuit in 1884 de catre Parintele Andronic. Dupa corelarea acestuia cu
catalogul actual, pastrat la Arhiva Nationala a Moldovei din Chisgindu si cu cel
din arhiva manastirii, reinfiintatd din initiativa arhimnadritului Dormedont, s-a
constatat lipsa multor manuscrise si tiparituri muzicale, printre acestea fiind si
lucrarile tiparite ale lui Anton Pann.

Noul inventar cuprinde sase opisuri:

e Opis I - cuprinde documente de arhiva din perioada anilor 1044-1059 si
1199, carti din inventarul Manastirii Noul Neamt;

e Opis Il - cuprinde 43 manuscrise in limbile slavona si rusd din secolele XIV-
XIX;
e Opis Il - contine 100 manuscrise in limba romana din secolele XVIII-XIX;

e Opis IV - descrie 76 de manuscrise cu notatie liniard in limba rusa din
secolele XVIII-XIX si 14 manuscrise psaltice in limbile romana si greaca;

e Opis V - contine prezentarea a 41 de carti cu notatie psaltica din secolele
XVIII-XIX, scrise in limbile romana, greaca, bulgara si carti cu notatie liniard in
limba rusa din anii 1846-1900.

e Opis VI - este rezervat manuscriselor cu caracter istoric.

Date importante despre manuscrisele cu semiografie muzicala

gasim 1n catalogul Parintelui Andronic, in care sunt mentionate urmatoarele
carti:

o F.48 - 15 carti tiparite Tn notatie guidonica, in limba romand, intre anii 1860-
1885 (printre acestea remarcandu-se cele ale lui Musicescu);

o F.49 - 2 carti tiparite In notatie liniara (scrise n limba rusd);

e F.49v - 11 manuscrise liniare in limba rusa, datate intre 1819 si cel de-al
treilea patrar al secolului XIX;

e F.51 - carti de psaltichie tiparite In limba romana intre anii 1823-1863,
editate la Viena, lasi, Bucuresti, Buzau, Manastirea Neamt (printre acestea fiind
lucrari de Macarie Protopsaltul, Anton Pann, Dimitrie Suceveanu, Nectarie
Frimu etc);

e F.52 - 19 carti de psaltichie in limba greaca, tiparite la Constantinopol,;

e F.54 - doua carti de psaltichie in limba slavona;

e F.55 - 16 manuscrise de psaltichie in limbile romana si greaca, datate in
perioada dintre 1823 si cel de-al treilea sfert al secolului XIX.

Un interes deosebit 1l prezinta cartile tiparite in limba slavona pe

psaltichie greceasca descrise pe fila 5 a catalogului parintelui Andronic. Este
vorba despre doua florilegii de cantari bisericesti, tiparite la Constantinopol,
primul in 1857, al doilea in 1864, care Imbind creatia psalticd hrisanticd cu
limba slavona, ori pana la aparitia acestora, biserica slava adoptd cantarea corala
s1 semiografia guidonica autenticd sau cea adaptatd in forma cunoscutd sub
denumirea de sinodald de Petersburg. Astfel, aceste lucrari sunt importante prin
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faptul cd reunesc notatia psalticd in faza hrisanticd cu texte in limba slavona,
traduse din originale grecesti.

Cartile tiparite in limba roménad, in majoritate cu notatie liniard, prezinta
achizitii facute de bibliotecarul Noului Neamf. Aceastd categorie cuprinde
transcrieri n notatie guidonica dupa cea psaltica, realizate de catre compozitorii:
Gavriil Musicescu, Gheorghe Dima, Grigore Gheorghiu. Printre acestea sunt:
Anastasimarul cu cantarile serviciilor divine de sambata seara si duminica
dimineata, puse pe opt glasuri utilizate in Biserica Ortodoxd Romana, tiparit la
Leipzig in anii 1884-1889, in tipografia lui C.G.Roder; Rdanduiala vecerniei de
sambata seara a celor opt glasuri, tiparita la Leipzig in 1883; Randuiala Sfintei
Liturghii cu toate cdntarile §i troparele trebuitoare, tiparita la Leipzig in 1885.
Singura carte de acest gen provenitd de la Neamt este Divina Liturghie a
Sfantului loan Chrisostom, datata din 1860 si tiparita de loan Cartu in 1865 la
Bucuresti.

Categoria cartilor in limba greaca cu notatie hrisantica prezintd un interes
aparte. Ea ilustreaza preocuparile psaltilor nemteni si a celor de la Noul Neamt
pentru mentinerea legaturilor cu Centrul Ortodox din Grecia. Aceste carfi sunt
inregistrate separat atat in catalogul Parintelui Andronic®, cat si in inventarul
actual®*.

Demne de interesul muzicologic sunt cele 15 manuscrise muzicale
bizantine (Fondul 2119R, inv. 4 al Arhivel Nationale din Moldova), ele
reprezentdnd nu numai cea mai valoroasa parte a fondului, dar si cea care ne
ajutd sd definim profilul celei mai importante si celei mai vechi vetre de culturad
muzicald din Molodva - Manastirea Neamt. Datate din primul si al treilea sfert
de veac XIX, aceste manuscrise cuprind cantdri in limbile greaca si romana (cu
alfabet chirilic) cu notatie hristantica, deci apartin perioadei de trecere de la
"vechea sistima" la "noua sistima". Conform criteriului lingvistic, am putea sa le
discernem 1n trei categorii:

1. manuscrise bilingve nr.1, 7, 11, 12;

2. manuscrise in limba greaca nr. 1, 3, 8, 9;

3. manuscrise in limba romdna (cu alfabet chirilic) nr. 10, 14 si Antologie
§i cantari bisericesti pe note grecesti.
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Abstract: The new monastery, called “The New Neam{’ (Romanian: “Noul Neamt”),
established in 1864 by the monks who had left the old Neam¢ community, took over not only
the name of the oldest and richest monastic foundation in Moldova, but also the secular
traditions of this important cultural center. The monastery's abbot, Teophan Cristea, adopted
both the traditions and the institution previously founded here by Saint Paisius from Neamf.
The Neamt¢ monks brought with them numerous precious manuscripts, documents and old
Romanian books, which they also protected in this new location.

Keywords:Manuscripts, romanian books, sacred music, New Neamt Monastery, cultural
center.

A living proof of the intense cultural life in the field of sacred music and
of a valuable spiritual patrimony is the catalogue of manuscripts drawn up by
Hieromonk Andronic in 1884, which comprises 146 Slavonic and Romanian
manuscripts found in 2,272 books printed in Slavonic, Russian, Greek, Latin,
French and Romanian.

The 30 Slavonic and Romanian manuscripts from the 14™ -19" centuries
that Father Andronic brought along from the Neamt Monastery in 1861, on his
arrival in Bessarabia, were the basis for the foundation of the Monastery’s
Library, as well as for the setup of the manuscript catalogue found in this
monastic settlement.

Starting with a very small number of yet highly valuable manuscripts, the
“Noul Neamt” library acquired an impressive number of manuscripts and books,
as they were donated or purchased by its librarian, Father Andronic.

In manuscript no. 88, dating back to 1886, whose content is entirely
dedicated to the life and activity of Father Andronic, we can find his will, on
pages 4-6, in which he wrote: "I pray that all the holy books in Moldavian,
Russian and Greek, printed and gathered here, through my efforts, as well as the
psalm books written by my sinful hand (...) shall last in time and enrich the
monastery § library".

At the end of the 19" century, there were over 20 monasteries and
hermitages operational in Bessarabia, all with their own library or archive. After
World War II (1945), all the monasteries were closed, except for Monastery
Japca, which still operated for a while. Nobody seems to know what happened
with the manuscripts and books found in the libraries and archives of these
monasteries. Some assume they were burnt up, devastated or, maybe, a few of
them are still being kept somewhere.
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Archive documents tell us that most of the valuable documentary
materials from the state institutions, from monasteries or churches, as well as the
entire monastic assets, including all the books, were evacuated from Romania
and later returned, in 1945, according to a decision made by a special Soviet-
Romanian commission. The lists of these materials are still kept to this day, but,
unfortunately, their itinerary is interrupted, as we have no details. However,
there is an exception in this matter, the Library and Archive of “New Neamt”
Monastery. In 1959, as the activity of “New Neamt” Monastery was interrupted
(out of political reasons), its archive and library were entered, in 1962, into the
secret fund with inventory number P-2119 (research not allowed) of the State
Archive of the Moldavian Soviet Socialist Republic. The secret storage of the
manuscripts led some of the researchers from within and outside the country to
conclude that the “New Neamt” manuscripts were also lost, as all the others.

One can talk about the cultural level of a people only by studying its
national cultural and artistic treasury, created throughout the centuries. The
manuscripts — both musical and literary — represent an important part of this
treasury, as well as genuine monuments of the national culture, inestimable
values of the cultural past. By themselves, they include real values of the past
civilizations, reflecting the fruitful activity of the scholars, musicians and
performers who contributed, in various ways, to the development and
revitalization of the creation and performing process of their time.

Unfortunately, due to some disruptions, a significant part of the unusual
and highly valuable documentary materials has been lost without a trace. And
this was because Moldova, as chronicler Grigore Ureche said, has always been
"in the way of all misfortunes".

The oldest manuscripts found on Moldova’s territory date back to the
second half of the 14™ century. The manuscripts of old Byzantine music from
this period originated in Byzantium and they are characterized by a classical
Byzantine style, namely a monodic vocal and unaccompanied homophonic style.
It displays the distinct hallmark of the papadic or melismatic, vocalizing style,
intertwined with the recitative style — in some works. In general, these creations
have a miniature musical form, determined by the volume of the hymnographic
poems underlying the musical text, deriving from biblical psalms or from the
hymnographic creation of the chant composers. The melodic structures and
functions of these works are variable and often repeated on various pitches,
sometimes being common to several echoi. Echos (pl. Echoi) is the name
in Byzantine music theory for a mode within the eight mode system
(Oktoechos), each of them ruling several melody types, and it is used in the
melodic and rhythmic composition of Byzantine chant. In the recitative style,
particularly in the closing cadenza formulas of the recitative, there are specific
formulas that pertain only to certain echoi. These formulas function as an
introduction into the melodic structure of that particular echos or as a
modulation of a musical passage, as a cadenza or as a closing of a musical
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section of the chant.

Another category of manuscripts and books that had emerged in Moldova
by the beginning of the 17" century was written in a language unknown to the
people — Old Church Slavonic, the language of church and literature. It used the
Cyrillic alphabet, with tarnoveanu orthography and the wording was stable,
since it remained the same for three centuries. Beginning with the second half of
the 16™ century, writings in the mother language also started to emerge, in
parallel with the traditional Old Church Slavonic manuscripts. The writings in
Old Church Slavonic gradually disappeared, so that, by the early 19" century,
they were only an isolated phenomenon.

The Romanian manuscripts from the 15™-19™ centuries drew the attention
of many Byzantine analysts, antique collectors and bibliophiles, being purchased
by various libraries and museums across Europe thanks to their content, as they
provided valuable information about the art of psalm chanting from that period
and because of their artistic look, their perfect calligraphy, the fine
ornamentation and the correctitude of the texts, etc.

Part of the books and manuscripts were donated by the rulers of Moldova
to important personalities and to monastic centers from abroad. Romanian
manuscripts are presently being kept in Romania, Bulgaria, Yugoslavia, Poland,
Russia, Vienna, Dresden, Miinchen, Paris and London and at the monasteries
from Athos and Jerusalem. They have been the subject of many scientific
investigations.

In 1905, the Russian researcher A.l. Iatemirschi published a series of
catalogues of the Old Church Slavonic manuscripts from Romania and from the
European countries’ warehouses. He intended to compile another catalogue of
the Romanian manuscripts from Russia’s warehouses. Due to unknown causes,
his intention never became a reality. Today, we have at our disposal a succinct
investigation of the manuscripts collection, drawn up by Valentina Ovchinnikova
- Pelin, the author of the Catalogue of the Collection from the New Neamt
Monastery, printed in a bilingual edition (in Romanian — in the Cyrillic alphabet
- and in Russian calligraphy). This represents a special part of the General
Catalogue of Romanian Manuscripts kept in the Former U.S.S.R., which
comprises approximately 800 manuscripts in Slavonic language, from the 14"-
19" centuries and around 200 Romanian manuscripts from the 17-19" centuries.

The information found in the “General Catalogue of Romanian
Manuscripts kept in the Former USSR” starts with a description of the
manuscript fund of the “New Neamt” Monastery’s library. A large part of the
books and manuscripts from this fund were brought in from the Neamt
Monastery by the founders of the new monastic establishment: Father Teophan
Cristea and Father Andronic. The latter wrote “The History of New Neamt
Monastery”, illustrated with numerous document copies.

Another part of the library contains printed books donated to the
monastery, which are mentioned together with the donors’ names in the Diptych
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of “New Neamt” Monastery. Some of the names listed are: Constantin Botezatu
from Chisindu, who, in 1879, donated ten books with The Lives of the Saints, a
Book of Hours, a Psalter, the Holy Bible and other books in Romanian; in 1884,
Mihail Kogalniceanu bequeathed three volumes of “7The Chronicles of the Land
of Moldavia”, etc. Some of the manuscripts and printed books were procured
and donated to the monastery by Father Andronic, on his return from his
journeys to Moldova and Kiev. A significant number of books and manuscripts
from the fund belong to this tireless chronicler of the 19" century, who
bequeathed over 60 books of his own writing to the “New Neamt” Library.

After 20 years since the foundation of the library of “New Neamt”
Monastery, Father Andronic compiled the Book Catalogue, containing all the
titles that existed in the library, so that in 1884, it held 146 manuscripts in
Slavonic and Romanian and 2,272 books printed in Slavonic, Russian,
Romanian and Greek.

A few inventory books were compiled in 1892, 1929, 1934-1938 and
1959-1961, which are presently kept in the monastery’s fund, found at the
National Archives. The latter contain very little information on the manuscripts.

Between 1954-1958, a lot of monasteries were closed, among them being
Monasteries Curki, Hancu, Garbovet and Capriana. Some of the books and
manuscripts from these monastic settlements replenished the “New Neamt”
library. All the manuscripts, books and documents from the monastery’s library
were deposited into the fund numbered P-2119 of the National Archive of the
Republic of Moldova. Following a process of systematization and processing,
there were compiled a few inventory books, as follows:

e Inventory book No. I — comprises the documents of the monastery’s archive
between 1860-1962;

e [nventory book No. 2 — contains 43 manuscripts in Old Church Slavonic
from the 14" - 19" centuries;

e [nventory book No. 3 — consists of 100 manuscripts in Romanian from the
180 — 19 centuries;

e Inventory book No. 4 — comprises 76 manuscripts with musical notation in
Greek, Slavonic and Romanian, dating back to the 180 — 19 centuries;

e [nventory book No. 5 — comprising 78 books printed with musical notation in
Greek, Bulgarian, Russian and Romanian, dating back to the 18" — 20™
centuries.

The varied topics of the manuscripts portray valuable events that occurred
from the beginning of the 15™ century up to the 20" century.

We are introduced to the beginnings of literature in Moldova by means of
a few original works by Grigore Tamblac, included in the Miscellaneous Codex
from 1448, copied by Gavril from Neamt. Father Andronic also referred to the
personality of the great scholar Grigore Tamblac in the Diptyches of “New
Neamt” Monastery and in a few of his historical works, particularly in ”The life
of Grigore Tamblac”, which he dedicated to this promoter.
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The worth of the manuscripts stored in the monastic library of New
Neamt lies not only in the content of the writings and hymnodies, but also in the
manuscripts’ footnotes. Hence, from the Gospel manuscript with liturgical
content (Tetraevangheliar), from the late 14™ century — early 15™ century, we
find out of the existence of cultural values instilled by the Moldavian chroniclers
of Ohrida. It is also the footnotes that describe the first issue of a manuscript or
book, their circulation environment, authors and owners, certain personalities
and historical events.

Of indisputable importance to the study of Slavonic literature in Moldova
are the three manuscripts of copyist Gavril from Neamt Monastery, as they are
the oldest books that appeared in Moldova in the first half of the 15th century.
We learn more about copyist Ghervasie, the disciple of Gavril, thanks to his
manuscript, ”The biblical books of the 16 prophets”, written in 1475.

Here are a few of the manuscripts of New Neamt Monastery dating back
to the 18" century: The Codices of Creations, compiled by scholar Platon and
the Codices of Words and Teachings, put together by scholar Mitrofan. They
were both disciples of Paisius Velichkovsky. They are important because they
served as a model for the copies and translations of the texts into Romanian and
their partial editing, in the 19" century.

Part of the manuscripts from New Neamt{ Monastery was compiled by
chronicler Andronic into the ten-book cycle called “The History of the Neamt
and Secul Monasteries”. The first book, “The History from the Beginnings of
the Old Sacred Monastery of Neamt until 17797, was written in 1864. After 25
years, father Andronic compiled and completed it into a new volume, with the
same name. The second book, “The History of the Secul Monastery between
1560 — 1775, comprises historical events from the above-mentioned period, at
a time when it was united with the Neam{ Monastery. Books 3, 4, and 5 of this
series include the work of Paisius Velichkovsky and texts that portray his
personality. The third book, “The life of Paisius Velichkovsky from this birth
until the age of 25, dates back to 1872. Written in 1874 by Paisius
Velichkovsky, the fourth book, “The Historical Events in Athos and then, in
Moldova for the Early Life at the Monastery”, describes the events that occurred
until 1794. The fifth book dates back to 1880 and it is called “4 Comprehensive
Account of Several Correspondences with Clergymen and Politicians”. The
sixth book comprises historical events that occurred after Velichkovsky’s life
and it is called: “The History of the Neam{ and Secul Monasteries between 1794-
1856”. The 7" book — The Historical Events Following the Reforms*, renders
the author’s own impressions regarding the historical events that took place
between 1855-1867. The 8" book describes all the possessions of the Neamt
Monastery up to the year 1859. The 9™ book depicts the rites of the church
service, the customs that were practiced at the Neamt Monastery and the
Synaxarion for September. In the 10™ book, Father Andronic describes the
versicles that belonged to the Neamt{ Monastery. Some of the creations included
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in this series have been copied by Father Andronic from the 19"-century edition,
but most of the texts are rendered from older manuscripts. Some of them appear
in two versions: in Romanian and Russian, accompanied by short comments.

There are two works by Priest Andronic of historical importance: “The
Diptychs of the Neam¢ and Secu” and “The Diptych of the New Neamf
Monastery”. The documenting sources for these books were the data and
documents found in the archive of the monastery. These works resemble short
historical chronicles and they comprise numerous auxiliary materials.

The most captivating and valuable part of Velichkovsky’s work, found in
the archives of the New Neamt Monastery’s library is his correspondence. In the
collection of the library there have been kept 18 letters, whose texts are included
in several miscellaneous codices and the number of copies is between 6-8
pieces. Some letters exceed the regular letter dimensions and appear as some
special works. The variety of letters familiarizes us with his multifaceted activity
and his various interests. Amongst these, we can mention: the issues of monastic
life, aspects regarding the monks’ behavior, the selection of manuscripts for his
future translations, translation methods, the establishment and building of
schools and so on.

A large part of the approximately 300 manuscripts containing translations
of patristic literature from the library of Paisius Velichkovsky also appears in the
library catalogue of the New Neamt Monastery. Amongst the Slavonic
manuscripts, we can find: The Miscellaneous Codex of Teachings, drawn up by
Mitrofan in 1781 (no. 29); Questions and answers by Fathers Varsanufie and
loan in the Third Quarter of the 18" Century (no. 22); The Works of Peter
Damaschin and loan Damaschin, 1799 (no. 39). Here are a few Romanian
manuscripts: The Miscellaneous Codex of Teachings and Sermons, 1781, by
copyist Timofei (no. 30); The Miscellaneous Codex of Sermons and Monastic
Teachings, 1783-1784 (no. 31) and Miscellaneous Codex of Teachings and Lives
of Saints, 1794.

The manuscript containing the writings of Isaac, the Syrian — Words of a
Hermit, with the introduction “For passing and peace”, originating in the 3™
quarter of the 18" century, was in the possession of several persons in different
monasteries, before reaching the New Neamt{ Monastery.

In the collection of book translations of the New Neamt Monastery there
is also kept the translation, from the Greek Philokalia, of the writings by Grigore
Sinait, loan Damaschin, Saint Maxim the Confessor, Peter Damaschin, Marc the
Hermit, Calist Tilicuzi, carried out by Paisius Velichkovsky and his disciples,
which was edited in Old Church Slavonic in Moscow, in 1793, under the title
“Dobrotoliubie”. Simultaneously, translations into Romanian were also made,
but, since they were unedited, they circulated as manuscripts. Some of them
were included in the miscellaneous codices no. 35, 36, 42, 57 and 65.

The library from New Neamt Monastery also has original creations in its
possession, which belong to Velichkovsky’s apprentices and “fellow writers”,
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namely Basil (Vasile), the abbot of Poiana Marului Hermitage, whose writings
are included in manuscripts no. 36, 56, 116, 117, 125, 127; Joseph — The Rite for
the Prayer of the Mind, that we find in manuscripts no. 36, 56, 117; Teophan —
The ladder (manuscript no. 36); Samon — The Spiritual Lute or The Heavenly
Trumpet (manuscript no. 36, 56, 117), etc.

In the manuscripts that contain data about the life and activity of Paisius
Velichkovsky, one can find several interpretations of the information regarding
his life. After abbot Paisius died, his disciples - Isaac, Nicolay, Martirii, Platon
and Grigore - wrote a few versions of his life. Of all these versions, only
Platon’s was kept entirely. This version was edited in Romanian in 1817 and in
Slavonic in 1836. The fate of the other versions to Paisius’s life 1s unknown; we
have found only some accounts about them in two of Andronic’s manuscripts,
numbered 116 and 117.

The manuscript “The Service and Life of Paisius Velichkovsky”, compiled
in 1858 by monk Calistrat from Neamt{ (no. 66) was read at the New Neamt
Monastery on November 15", although Paisius Velichkovsky was officially
sanctified only in 1988.

A considerable number of the monastery’s manuscripts were compiled in
the second half of the 19™ century, in a time when the manuscript tradition in
Moldova was on the verge of extinction, due to the emergence of the printing
press. The Monastery of New Neamt is considered one of the last remaining
sources of 19™-century manuscript books. Most of the manuscripts are original
works and some of them perpetuate the multi-secular book traditions. They are
the first attempts of researching and interpreting the old cultural inheritance, the
history of monasteries and churches and their historic and cultural importance to
Moldova. Amongst such works we can enumerate the writings of the abbot from
New Neam{ Monastery — Father Andronic. Since he was the restless scholar that
not only established but kept supplementing the library of New Neamt
Monastery, this is a place that can generally define the interests and issues that
he approached in his work. However, not all of his writings are original
creations - some of them are translations and copies of other manuscripts and
printed books. Some of Father Andronic’s original works have a real and
contemporary scientific value.

The New Neamt manuscript collection also includes a few works that are
not of Romanian origin, which were brought here by Father Andronic and by
other monks from the Neamt{ community or from other monastic centers. Such
works are: two codices of patristic teachings edited by the Serbs, coming from
Mount Athos monasteries — Miscellaneous Codex of Teachings (bearing a
possession note from the 15™-century Ksenofont Monastery) and 4 Collection of
Monastic Teachings by St. Basil the Great from the beginning of the 15" century,
with a possession note from St Paul's Monastery in Mount Athos; The Codices
of works by Dionysius the Areopagite, late 15" century — early 16™ century,
Serbian edition; Miscellaneous Codex of Teachings, late 16™ century, Old
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Church Slavonic edition, coming from a monastery in Mount Athos; The
Hierarchical Prayer Book, from the 60° - 70° of the 17" century, of Russian and
Russian-Western origin , of liturgical character, which were purchased by the
New Neamt Monastery in the late 19" c. — early 20" c.; Apostol apraeos, from
the 16™ century, which, according to the possession note, belonged to the Konev
Monastery in Vaborg and four 18"-century manuscripts, of Russian-Western
origin.

The worth of the manuscripts stored in the monastic library of New
Neamt lies not only in the content of the writings and hymnodies, but also in the
manuscripts’ footnotes. Hence, from the Gospel manuscript with liturgical
content (Tetraevangheliar), from the late 14™ century — early 15" century, we
learn about the existence of cultural values instilled by the Moldavian
chroniclers of Ohrida. It is also the footnotes that describe the first issue of a
manuscript or book, their circulation environment, authors and owners, certain
personalities and historical events.

Overall, the New Neamt manuscript collection is of great cultural, historic
and, last but not least, scientific value, revealing the Moldavians’ highly spiritual
and Christian pursuits, in the past.

* A notable sector of the New Neamt monastic library, of increasing interest
among researchers, is the old music book and the psalmic music manuscripts.
Some of these provide details about the oldest stage of using the melodic
embellishment, a time when only the text of the hymnodies was being written,
with an indication of the musical mode, tact and a pattern used for adapting the
music to the text. This stage of melodic improvisation based on mode, tact and
pattern has been well represented in the manuscripts of this monastery,
beginning with the 15™ century. Here are some examples: The Menaia from
1448-1449, Irmologion from 1827, the Oktoih (The Book of Psalms) with
canons during the Apodeipnon (after-Vesper sermon), from 1816; Oktoechos
mega or Parakletiké and the Small Oktoih from 1836; The Triodion from 1833,
The Pentecostarion - 1834, The Menaia of the 12 months - 1845-1847, etc. Their
manner of interpretation has contributed enormously to the process of
Romanization of the church chants. The first musical printed documents with
psalmic notation or Guidonian notation, in Romanian, as well as the Greek ones,
with psalmic notation were successful. The same was with the printed
documents with Synodal notation, specific to Petersburg. The fact that they were
practiced stands proof of their success. Among these, we can mention the works
of Macarie the Hieromonk (printed in Vienna in 1823), of Suceveanu (printed in
lasi and at the Neamt Monastery in 1848 and 1856-1857), of Nectarie Frimu,
(printed in 1840 and 1846), etc. We can find important information regarding
these manuscripts in the ten volumes of the History of the New Neamt
Monastery, written by Father Andronic. Here, the author outlines the entirety of
the church music forms — monodic and choral - practiced in a monastery. The
first category includes the oral artistic creations and those with Cucuzelian and
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Chrysantic notation, and the choral category comprises the creations written in
the characteristic form of Russian music, in Petersburg notation or in the
Byzantine one. The ten historical volumes span the vast period of time between
the establishment of the monastery until the period following Paisius’s life
(1846-1886). This was a period of great accomplishments, both historic and
cultural: the choral chants become a regular part of the church services and
books started being printed in Russian, Romanian and Greek, in different
notations. In the monastery, the chanting was being executed according to the
two notation systems — psal/mic (Cucuzelian) and linear (the Synodal notation
from Petersburg). The existence of Russian musical manuscripts, dated and
undated, with linnear notation, show us that choral music was indeed being
practiced in the first half of the 19" century. Some of the undated manuscripts
are: chants like the Oktoih and The Triodion, chants for Vigils and liturgical
services, etc. The most important dated manuscripts are the Irmologion written
by Justin, the Monk, in 1819. This work comprises a few local chants: a German
Polyeleos (from the Neam{ Monastery), a chant from Kiev and a voloh
Cherubic Hymn. The manuscript “The Vigils” procession and the Holy Mass”,
written by Archdeacon Dometie Paulov in 1850 comprises all the versicles
chanted by the pew and a Kiev-style chant. Another archdeacon, Amphilohie,
wrote a choral manuscript in Russian which ended with the traditional “Happy
birthday” song.

We can further document ourselves on the musical manuscripts by
studying the catalogue compiled in 1884 by Father Andronic. After correlating it
with the current catalogue, kept at the Moldavian National Archive in Chisinau
and with the one from the monastery’s archive, reopened at the initiative of
Archimandrite Dormedont, there was discovered that many manuscripts and
musical printed matter were missing, among these being the printed works of
Anton Pann.

The new inventory book contains six dockets:

e  Docket no. 1 — contains archive documents from the period between 1044-
1059 and 1199, books from the inventory of New Neam{ Monastery;

e  Docket no. 2 — contains 43 manuscripts in Slavonic and Russian from the
14" _ 19 centuries;

*  Docket no. 3 — contains 100 manuscripts in Romanian from the 18" — 19™
centuries;

»  Docket no. 4 — describes 76 manuscripts in linear notation, in Russian, from
the 18™- 19" centuries and 14 psalmic manuscripts in Romanian and Greek;

e  Docket no. 5 — contains the presentation of 41 books in psalmic notation
from the 18" — 19" centuries, written in Romanian, Greek and Bulgarian, as well
as books with linear notation in Russian, dating back to 1846-1900.

o Docket no. 6 — it is reserved for historical manuscripts.

The catalogue compiled by Father Andronic contains important data on
the manuscripts with musical notation and it mentions the following books:
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o Book leaf no. 48 - 15 books printed in linear (Guidonian) notation, in
Romanian, between 1860-1885 (the works of composer Gavril Musicescu are
the most significant in this category);

o Book leaf no. 49 - 2 books printed in linear notation (in Russian);

o Leaf no. 49v - 11 linear manuscripts in Russian, dated between 1819 and
the third quarter of the 19" century;

o Leaf no. 51 — psalm books printed in Romanian between 1823-1863,
edited in Vienna, lasi, Bucharest, Buzau, at the Neamt Monastery (among these,
one can mention works by Protopsalt Macarie, Anton Pann, Dimitrie Suceveanu,
Nectarie Frimu, etc);

o Leafno. 52 - 19 psalm books in Greek, printed in Constantinople;

o Leafno. 54 — two psalm books in Slavonic;

o Leaf no. 55 - 16 psalm-book manuscripts in Romanian and Greek, dated
between 1823 and the third quarter of the 19™ century.

Of great interest are the books of Greek Byzantine music printed in Old
Church Slavonic, described at leaf no. 5 in Father Andronic’s catalogue. It is
about two collections of church chants, printed in Constantinople: the first in
1857, the second in 1864, which combine the psalmic Chrysantic creation with
the Slavonic language. Yet, by the time they were published, the Slavic church
had adopted the choral singing and the authentic Guidonian notation or the
adjusted one, known as the Synodal notation from Petersburg. Hence, these
works are important because they reunite the psalmic notation in the Chrysantic
stage with Old Church Slavonic texts, translated from Greek originals.

The books printed in Romanian, mostly in linear notation, are acquisitions
made by the librarian from New Neamt. This category comprises transcriptions
from Byzantine into Guidonian notation, carried out by the following
composers: Gavril Musicescu, Gheorghe Dima and Grigore Gheorghiu. Here,
we can enumerate: The Anastasimatarion, with the chants of the Saturday
evening and Sunday morning divine services, voiced on eight tones (or modes)
used by the Romanian Orthodox Church, printed in Leipzig between 1884-1889,
in the printing house of C. G. Roder; The Rite of the Saturday Evening Vesper of
the Eight Modes, printed in Leipzig in 1883; The Holy Mass with All the
Necessary Chants and Hymns, printed in Leipzig in 1885. The only book of this
kind originating from Neam{ is The Divine Liturgy of Saint John Chrysostom,
dated in 1860 and printed by loan Cartu in Bucharest in 1865.

Especially interesting is the category of books written in Greek, with
Chrysantic notation. They illustrate the constant strive of both the psalts from
Neamt and New Neamt monasteries to maintain the relations with the Orthodox
Center from Greece. These books are registered separately, both in Father
Andronic’s catalogue® and in the current inventory*.

*> Andronic, Ms. 85 from the P-2119R Inventory Fund — The Catalogue of Books found in the Library of the
New Neamt Monastery of monks, in the guberniya of Bessarabia (written in Russian and in the languages of
the books catalogued), 1884, page 52, no. 1-19
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Worthy of musicological interest are the 15 Byzantine musical
manuscripts (from the 2119R fund of the 4™ inventory of the National Archives
of Moldova). Not only are they the fund’s most valuable possession, but they
also help us determine the profile of the most important and oldest musical
cultural seedbed in Moldova — the Neamt Monastery. Dating back to the first
and third quarter of the 19™ century, these manuscripts comprise hymnodies in
Greek and Romanian (with Cyrillic alphabet) in Chrysantic notation. Therefore,
they belong to the period when “the old notation system’ (in Romanian: vechea
“sistima”) was changed into the "new (simplified) notation system".

According to the linguistic criterion, we could divide them into three
categories:

1. bilingual manuscripts no. 1,7, 11, 12;

2. manuscripts in Greekno. 1,3, 8, 9;

3. manuscripts in Romanian (with Cyrillic alphabet) no. 10, 14 and An
Anthology and Church Chants on Greek Notes.
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14. MUZICA LUI AUREL STROE: MUZICA NOUA PROPUNE
UN SISTEM DE iNVATAMANT MODERN
THE MUSIC OF AUREL STROE: NEW MUSICAL PROPOSES
FOR THE MODERN EDUCATIONAL SYSTEM

Petruta Maria Coroiu, Associate Professor PhD,
“Transilvania” University from Brasov of Romania

Rezumat: Educatia muzicala trebuie sa exploreze acum, in aceasta perioada, noi coordonate
ale artei moderne, mai ales in ceea ce priveste invatamantul muzical universitar, de nivel
academic (cu aplicare directd asupra muzicologiei si compozitiei). In acest scop, este
necesara introducerea in planul de invatamdnt a capodoperelor moderne ale artei, chiar a
celor contemporane, lucrari care sa reflecte noile concepte de creatie ale viemurilor noastre.
Ma refer la creatia lui Aurel Stroe pentru ca o consider un exemplu, mai mult de un deceniu
am avut privilegiul de a cunoaste personalitatea maestrului, unul dintre cei mai importanti
compozitori romani din secolul al XX-lea.

Cuvinte cheie: modernitate, educatie, compozitie, muzica, valoare

Abstract: Musical education must explore now, in this period, new coordinates of the modern
art, especially in the field of academic education in composition and musicology. For this
purpose, it becomes necessary to introduce into curriculum the modern masterpieces, even
contemporary ones, reflecting new creative concepts used in our time. I mean the creation of
master Aurel Stroe as an example because for more than a decade, I have had the privilege to
be close to his personality, one of the greatest Romanian composers of XXth century.
Keywords: modernity, education, composition, music, value
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Musical education must explore now, in this period, new coordinates of
the modern art, especially in the field of academic education in composition and
musicology. For this purpose, it becomes necessary to introduce into curriculum
the modern masterpieces, even contemporary ones, reflecting new creative
concepts used in our time. This approach requires a prior training of the
teachers, in order to assimilate these new, modern values, before they can be
presented to the students as an object of study.

This educational must be applied first in the theoretical segment
(musicology, composition), but it should be transferred to the practical field (in
musical interpretation) where the repertoire should be reviewed so that the
modern romanian masterpieces are assimilated too, alongside the classic and
romantic music. | propose the music of Aurel Stroe as one of the best examples
of modern romanian art. I intend to refer to the concertant repertoire because it
is easier to assimilate, to adapt and play for the instrumental performers.
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Over 15 years of his life, I have had the privilege to be close to the
personality of the master Aurel Stroe, one of the greatest Romanian composers
of XXth century, a componistic and musicological personality of the Romanian
contemporary music. Master Aurel Stroe was born on 5th of may, 1932 in
Bucharest, dying on 3th of october 2008, in Mannheim (Germany). He was also
a very known and atypical professor of composition, and a musician with a
special, unique philosophical thinking. He created musical works in the
symphonic field, vocal-simphonic music, chamber and choral music, electronic
music and operas. His master in composition, Martian Negrea, was the one who
guided his road to the Bucharest’s Conservatory, where he became student and
professor (since 1962).

After many master courses in composition at Illinois (U.SA.), Strasbourg
(France), Darmstadt (Germay) and Romania, Aurel Stroe received Romanian
Academy Award in 1974, the title of ,,Chevalier des Arts et des Lettres” of the
French Republic in 1991 and Herder Award in 2002*” . He was not only an
excellent musician, but a personality with the courage to be human, generous
and involved in preparing many romanian and foreign musicians.

Testimony of its maturity, the last three concerts of Aurel Stroe was
composed in the concertant genre, even if the Saxophone-concerto is a
Symphony-concerto. These last three concerts (I not take into account this time
the concert for clarinet and orchestra) was written in the last decade of the great
composer’s life, so this final works have an evident depth, a certain creative and
stylistic maturity.

In order to understand the encrypted message of the work, the work needs
an analysis of the symphonic language from the stylistical and dramaturgical
point of view, an analysis of Stroe’s symphonic thinking. This research must
take account of original concepts of his musical art: composition with different
(even incommensurable) paradigms, the construction of the work with many
cultural polyphonic levels, the special concept of time in music.

The Concert for violin and ensemble of soloists is built on two
incommensurable elements which alternate inside a structure of six sections:
,Paganiniana” (traditional musical culture) and ,,Ecoute fine” (the oriental,
extra-european music). Aurel Stroe made an impossible dialogue between two
different cultural, spiritual, musical worlds, that do not encounter at all, but they
ended up contaminating each other. This is a philosophical, metaphysical fact,
and then a sounding effect, with musical consequences.

The experience of composer Aurel Stroe is unique because it is a
successful articulation of the musical works, however risking breaking the
work’s unity, considering the fact that any other composer should avoid items
that could endanger the unity of his creations. The relationship between the two

*7 http://ro.wikipedia.org/wiki/Aurel_Stroe, october 27, 2012.
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universes cannot be real; the stylistic contamination finally goes to the collapse
of the expressive plan™ .

Ex. 1 The Concert for violin and ensemble of soloists
(the manuscript of the composer Aurel Stroe): Paganiniana I
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The musical work of Aurel Stroe is generally a syncretic style of art,
where music is a guest of honor, but not the only one ... His music contains
reflections from theology and philosophy, from Asiatic spirituality, from
mathematics, physics and computer science, from visual arts and other sciences.

The five parts of the Concerto for saxophone and orchestra is an "open
opera", proposing some revolutionary concepts: the melodic archetypes
(Multimobile), the "secret harmony", the "Carnival", ,the rest” (incorporated
into the concept of the open opera).

The Concerto for accordion and ensemble of soloists contains the last
experience of his concertos. Aurel Stroe has the same appetite for advanced
modernity, which can be exemplified especially using his work in the courses of
musical analysis. The four parts contains some special musical events, in the
sincretic style of Aurel Stroe: five chorals as an ,,hommage a Erik Satie”, an
»inventio” and a ,,disipative fugue", an ,,accord-matrice” and a polyphonic final.

Ex. 2 The Concerto for accordion and ensemble of soloists
(the manuscript of the composer Aurel Stroe)

* Ricoeur, P., The conflict of interpretations, Echinox Printing House, Cluj-Napoca, 1999, pg. 8.
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The new educational system must propose a repertoire of modern
appropriate works and analysis, capable to illustrate the new concepts that
occurred in twentieth century art. My proposal is headed by Aurel Stroe's
creation because his creation is a high original one, strongly linked to the avant-
garde, but well grounded in theoretical and conceptual field, providing a large
explanation motif for the teacher and a broad horizon for the student.
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CAPITOLUL II/ PART 11

ARTE PLASTICE/FINE ARTS

1. GRAVURA CONTEMPORANA SI PERCEPEREA ARTISTICA
CONTEMPORARY ENGRAVING AND ARTISTIC PERCEPTION

Iarina Savitkaia Baragin, Lecturer Superior PhD,
Academy of Music, Drama and Fine Arts from Chisinau,
Republic of Moldova

Rezumat: Printre alte genuri de imprimare artistica gravura iese in evidenta printr- o
varietate de tehnici si forme care au aparut si au evoluat pe parcursul secolelor. Interesul
pentru acest gen de arta la noi, este destul de mic, deoarece de cele mai multe ori aceasta
problema exista numai pentru acei artisti care sunt implicati in gravura. Fiecare etapa
istorica de dezvoltare a acestui gen de arta a adus modificari §i imbunatatiri proprii, care
determinau caracteristicile stilistice ale vremii. Astfel, gravura a parcurs aceleasi cai care au
fost caracteristice, in general, artelor plastice, dar de asemenea, caracteristici proprii,
speciale care au identificat noi, necunoscute anterior, solutii tehnice. Aceasta include
ksilogravuri, gravuri pe metal, in diversele sale forme decapare sau aquatint, linogravura,
etc.

Interesul pentru gravura i pentru calitatile sale de a fi reproduse este un factor de
reinnoire permanenta a acesteia .Asa a fost cu aparitia la sfirsitul anilor XIX-lea
inceputul secolului XX-lea a unui nou material —linoleum §i asa evident se va intimpla si pe
viitor. Cunoasterea gravurii , varietatea de tehnici si istoria ei sunt o baza pentru studiul
aprofundat si executarea practica a operelor de arta grafica in perioada de studiu §i in
timpul auto-creativitatii.

Cuvinte cheie: gravura, tehnici de gravura, arta grafica

Printre alte genuri de imprimare artisticd gravura iese in evidenta printr- o
varietate de tehnici si forme care au aparut si au evoluat pe parcursul secolelor.
Interesul pentru acest gen de arta la noi, este destul de mic, deoarece de cele mai
multe ori aceastd problema exista numai pentru acei artisti care sunt implicati in
gravurd ,dar in Moldova acest gen de artd a fost folositd in Evul Mediu,
practicatd de artistii epocii “modern” (P. Silingovschi, S. Kogan, E. Ivanovschi,
G. Ceglocov), perioada contemporand( B. Nesvedov, I. Bogdesco, L. Beleaev,
E. Merega) si multi altii. Istoricul aparitiei sale este legata de cultura chineza si
japoneza a secolului al VI-IX-lea, de unde a patruns in Europa doar la sfirsitul
secolului al XIV-lea. Fiecare etapa istorica de dezvoltare a acestui gen de artd a
adus modificari si imbunatatiri proprii, care determinau caracteristicile stilistice
ale vremii. Astfel, gravura a parcurs aceleasi cai care au fost caracteristice, in
general, artelor plastice, dar de asemenea, caracteristici proprii, speciale care au
identificat noi, necunoscute anterior, solutii tehnice. Aceasta include
ksilogravuri, gravuri pe metal, in diversele sale forme decapare sau aquatint,
linogravura, etc. Gravura in lemn sau ksilogravurd in lemn este cea mai veche
forma de artd grafica, inainte de imprimare.Aparutd in Orient inainte de sfarsitul
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mileniului [,in Europa cea mai veche gravurda cunoscutd este «Le Bois Protat”
din 1370 — 1380 ani si este numitd dupa proprietarul sau, Jules Protat care a
cumparat aceastd forma decupatda, dupa gasirea ei in Burgundia, in secolul al
XIX-lea. Scena decupatd in lemn reprezinta un fragment din scena ,,Rastignirea
lui Hristos” cu sutasul si cei doi legionari romani si pe de alta parte —
scena”Buna Vestire”;[1 p.46].

In Germania, prima lucrare datati de acest gen, este imaginea Sf.
Cristofor cu lisus copil in brate, referindu-se la 1423 (situat in Anglia, o colectie
de Domnul Spencer) [2, p.19, 47]. O prosperitate deosebita in Europa gravura
pe lemn a avut-o n a doua jumadtate a secolului al XV-lea, si a fost deosebit de
populara in Franta, Olanda, Germania si Italia.in fiecre din ele avind
caracteristici comune.Dar peste tot in aceste tari a existat o diviziune a muncii-
artistul desena imaginea pe placa, iar sculptorul o grava.

Arta gravurii in lemn si calitdtile sale speciale au creat o bazd si au
pregatit inflorirea artei cartii ,dupd inventarea tiparului de catre Johanes
Gutemberg(1440).0 multime de Biblii ale saracilor si cronici au aparut in tarile
europene ,cu ilustratii a mai multor artisti celebri. Astfel , gravurile pentru cartea
Brant ,,Corabia nebunilor” tiparitd la Basel in 1494, i1 se atribuie tindruilui
A.Durer,jar un an mai devreme ,in 1493 a aparut ,,Cronica universala’G.
Schedel, ilustratiile careia sunt facute dupa desenele lui M. Wolgemut(
profesorul lui Durer) si V.Pleydenvurfa. [3, p.49-50].

In Franta gravura de carte péstrezd caracteristicile stilului gotic in
executarea stralucitd a ilustratiillor din ,,Marele Cronici franceze”executate in
1493 A.Verhareine,iar pentru italia este caracteristica linia de contur a gravurii
care exprima spatiul tridimensional ale caror realizari sunt imortalizate in Biblia
lui Marleim”(1490) si de printurile ,,Metamerfozele lui Ovidiu”.[3, p.54-56].

Istoricul tehnilogiei a xilogravurii se reduce in termeni generali la doua
tipuri. Prima si cea mai comund este gravura longitudionalad(ascutita),specificul
careia este determinat de prezenta texturii a hasurului longitudional pe placa.
Cea mai importanta caracteristicd a gravurii vechi este dominatia negrului.

Din punct de vedere tehnic este posibil de a construi o imagine si folosind
un hagur alb, care poate fi gasit in ilustratiile editiilor florentine de la sfarsitul
XV-lea, inceputul secolului al XVI-lea sau in lucrarile mesterului elvetiani -
Urs Graf (1480-1538) [4, p.56] , dar aceastd tehnica este vazuta probabil ca o
exceptie din reguli. In cadrul sistemului de metode artistice a gravurii
longitudionale alb ,ocupa un loc modest.

Mai bine cunoscutd si populard printre artisti este gravura de soclu,
deoarece trasatura distinctiva a acetei tehnici permite o gama largd liniard
,creind opere dotate cu capabilititile unice de expresivitate plasticd de la un
hasur negru si alb linear ,pind la pete cu o facturd caracteristica si colord ce
incluzind treceri subtile de ton .Gravura a revolutionat grafica de carte ,cel mai
cunoscut exemplu fiind artistul englez si gravor Thomas Buick(1753-1828),care
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a creat singur ilustratiile pentru ,,Istoria generala a patrupedelor” precum si doua
volume ,,Istoria pasarilor din Marea Britanie” [5,p.17].

Sunt cunoscute doar cateva nume a artistilot care au practicat gravura in
lemn. In general, majoritatea gravorilor nu semnau operele lor. Dintre acestia cei
mai faimosi gravori sunt: artistul german Hans Baldung (1480-1545) ,,Portretul
lui Martin Luther ,,(1521) si mestelul italian Titian(1490-1576).

Printre artele imprimarii, gravura pe cupru ocupa primul loc ca cel mai
artistic mod de reproducere. Aceastd artd are originea in secolul al XV-lea si
primii gravori pe cupru au fost multi pictori mari a acelor timpuri. Onoarea
inventiei gravurii pe cupru o disputd germanii si italienii. Gravurile cele mai
vechi (anii 1410) sunt produse de mesterii germani. Italienii susfin ca aceasta
tehnica este descperita de florentinul Tommaso Finiguerra [6, p.17]. Este
posibil ca gravura pe metal a aparut tocmai din arta antica de stantare.

In Germania, gravura sa dezvoltat deosebit datorita inventiei lui Albrecht
Durer(1471-1528)si Martin Schongauer(1430/1450-1491),la care a studiat
Durer[7, p. 13].

In tirile de Jos 1in a doua jumitate a secolului al XVI-lea ,tehnilogia
gravurii a ajuns la o Tnaltd perfectiune datoritd lui Hendrick Goltzius (1558-
1617); inainte de el, gravura reprezenta contururi obisnuite, aproape fara nici o
umbra. La inceputul secolului al XVII-lea gravura pe cupru a fost dezvoltatda in
mod semnificativ de Rubens (1557-1640) ,iar francezi au adus aceasta tehnica la
o perfectiune finala[8, p.7].

O alta tehnica de gravura, numita stilul negru (mezotinto) a fost inventata
in 1642 de catre un artist amator german si adusd la perfectiune in Anglia ,unde
sa dezvoltat in special datorita lucrarilor lui William Hogarth.O deosebita
caracteristica a acestei metode este de a transmite efecte de lumina si umbra
adincd,dar nu poate prezenta linii concrete si diversitatea de tonuri [9, p. 15].
Cind se graveaza in mezotint, placa de cupru lustruitd se graveaza in toate
directiile printr-un instrument special cu o creasta cu dinti densi si ascutifi.

Gravura in tehnica aquatint a fost inventatd in 1768 si a fost folosita
pentru a imita desenele facute cu cerneala[10]. Aquatinta este adesea combinata
cu acizii. In acele locuri unde se primeste nuanta de tus placa este acoperita cu
un strat subtire praf de asfalt si usor se incdlzeste pentru ca praful sa se alipeasca
bine de placd ,apoi se acopera cu spirt concentrat care acoperd placa cu puncte
microscopice, astfel in timpul imprimarii se obtine un ton negru care difera de
mezotint prin faptul ca este mult mai moale §i creazd impresia ca este facut de
mina cu pensula. Tehnica aquatint se mai numeste ,,lavis” sau ,,bistr”’(numele de
vopsea maro de aquareld).

In 1710 in Amsterdam a fost inventat gravura pe cupru colord, imprimati cu
ajurorul a trei placi si anume mezotintul a fost adaptat la imprimarea in
culoare[11, p. 16].

Dezvoltarea completd a gravurii colore a avut loc 1n secolul al XVIII —lea.

In Franta, gravura in culoare nu a aprins, astfel inceputul istoriei gravurii in
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culoare franceza ar trebui s fie consideratd in perioada venirii lui Leblond de la
Londra la Paris -1732,iar sfirgitul ei -moartea lui Debukur adeptul lui Leblond
in anul 1832 [12, p. 574]. Chiar 1nainte de inventia lui Leblond ,in Téarile de Jos
in secolul al XVII-lea ,se obtineau gravuri colore cu ajutorul unei placi de cupru
colorate, o metoda numita mai tirziu ,,engleza”.

Desenul pe hirtie sau pictura cu vopsele permite corectarea ,modificarea
,distrugerea completda a desenului deja efectuat ,in schimb pe aceeasi suprafata
este reprezentata o noud versiune a desenului planificat. Modificari pe lemn sau
metal,desi sunt posibile,sunt limitate si prin urmare, necesitd o foarte mare
exactitate a gravorului ce taie sau graveaza direct pe placa.

Pe toate gravurile straine, dupa semnatura artistului urmeaza o explicatie
prescurtatd , cine a desenat si cine a gravat ; in limba latina sunt de obicei gasite
urmatoarele inscriptii: Pinh, sau inhit -sa pictat cu vopsele; Ssic. Sau sculp -
sculptat ,taiat; EXC. (Excussit) — ales; excudit - produs, emis; FEC. (Fecit) -
realizat; Dir. (Direxit) - regizat, supravegheat;Del, (delegit) — a ales, selectat ;
Inv. (Inventor) - inventator, autor. Semnaturile corespunzatoare sunt puse la
dispozitie si 1n alte limbi: engleza, franceza, etc [13, p. 17-18].

V.V.Mate, in raportul sdu ,,Gravura si valoarea sa independenta”, efectuata
in ianuarie 1912 la al Il-lea Congres al artistilor din Intrega Rusie a definit
natura gravurii in urmatoarele cuvinte: ,,Principala diferentd 1intre gravurd si
fotografie este in aceea cd fotograful reproduce exact si produce imaginea
incredibil de rapid ,iar gravorul- inexact ,dar aceastd inexactitate a stabilit o
lume minunatd ,in care, fiecare ,,sculptor” traduce in limbajul sdu nuante noi si
ne face sd admiram noile bogatii artistice ale artistului-autor.Ceea ce este
indisponibil amatorilor ordinari, gravura ne explica, dar aceasta poate fi
explicata doar de catre astristul-gravor,deoarece gravorul poate fi si un creator
independent .Ca un muzician ce interpreteaza operele altora, ne ofera o muzica
noud comprimata, simplificata, asa si gravorul simplifica o simfonie de culori
complexe si o transmite in alb-negru. Ca un artist-muzician ce transpune o
operd pentru un instrument muzical asa si gravorul transmite imaginea doar
in doua culori, provocind o multitudine de lumind, umbrd si culoare“[14, p. 8].

Gravura are propria sa limba ,o0 combinatie de hasur, lumina si umbra
,ce creazd farmecul lui captivant, ne avind nimic in comun nici cu culoritul s1
nici cu desenul model. Tonul hirtiei , combinat cu hagsurul profund fixat pe
hirtie ,da un ton de o frumusete inefabila, recunoaste nuante de lumina si
umbra ;catifelarea si jocul argintiu a hagurului sund mai frumos la un gravor
decit la un pictor;acest farmec deosebit 1i oferd gravurii dreptul la existenta.

Potrivit lui Mate ,gravura ca exponent al gindurilor artistului modern,
indiferent dacd este original sau copie ,va fi intotdeauna o artd independenta
,care ,fard indoiald ,se simte 1Intotdeauna in natura liniilor de transpunere si
clarobscur. Cu 1incintarea unui gravor —profesional Mate a sustinut ca gravurile
de pe placile gravate se obtin de o frumusete incintatoare ,ne ofera o poezie
minunata si umple sufletul cu entuziasm ,mai ales atunci cind artistul —gravor
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imprima singur placa sa ,sau de un grafician calificat ,folosind un tifon subtire
transpune un ton catifelat extruzind vopseaua din adincul hasurului de pe
suprafata placii, desigur in confosmitate cu ideea artistului [15, p. 9].

Ultimii ani ai secolului al XIX 1n legaturd cu interesul crescut pentru
gravurd au aparut noi tehnici .In loc de gravura pe lemn liniard a aparut
imprimari cu suprafete mari intacte.Gravurile in cupru au inceput sa piarda
caracterul prea hagurat si au devenit mai liniare.

In ultimul timp a crescut interesul pentru gravura cu acul uscat.Aceasta
metodd constd in desen ,zghirierea placii de metal cu acul. Aici artistul
transpune direct pe placa ceea ce ii spune imaginatia lui ,sau ceea ce vede in
naturd. Artistii —gravori au ajuns la rezolvara unei sarcini dificile : s@ transfere
direct ideea proprie folosind gravura pe metal silemn.

Gravorii au devenit tot mai tentati de aquaforte ce oferd o libertate
desenului artistic.

Una din caracteristicile distinctive ale gravurii in aquaforte este usurinta
si legeritatea hasurului.Se poate cu sigurantd de spus ca oricine detine tehnica
desenului poate grava ,deoarece la baza acetei metode este anume desenul pe
o placa gruntuitd.A grava desenul,executat in aceastd tehnica este relativ usor,
insa pentru a grava acest desen este necesar mult timp si efort. Interesul
pentru gravurd si pentru calitatile sale de a fi reproduse este un factor de
reinnoire permanenta a acesteia .Asa a fost cu aparitia la sfirgitul anilor XIX-
lea inceputul secolului XX-lea a unui nou material —linoleum si aga evident se
va intimpla si pe viitor. Cunoasterea gravurii, varietatea de tehnici si istoria ei
sunt o baza pentru studiul aprofundat si executarea practicd a operelor de arta
grafica in perioada de studiu si in timpul auto-creativitatii.
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Abstract: Among other types of engraving art, print stands out through a variety of
techniques and forms that have emerged and evolved over centuries. The interest in this kind
of art ,at us, is quite small, because often the problem exists only for those artists who are
involved in engraving. Each historical stage of development of this kind of art brought its own
changes and improvements, which determines the style of the time. Thus, engraving went
through the same pathways that were characteristic generally for fine arts, but also features
its own special characteristics that identify new, previously unknown, technical solutions.
This includes woodcut, engravings on metal, in its various forms- etching, aquatint,
linography and so on.

Interest in etching and its reproduction capabilities is a constant factor of its permanent
renewal. So it was with the emergence, in the late XIX-th, the beginning of XX-th century,of a
new material - linoleum ,and obviously it will going to happen in the future. Introduction to
the engraving, its history and variety of techniques are the basis for in-depth study and
practical execution of works of graphic art in the period of study and during independent
creativity
Keywords: engraving, etching techniques, graphic arts

Among other types of engraving art print stands out through a variety of
techniques and forms that have emerged and evolved over centuries. The interest
for this kind of art in our country, is quite small, because often the problem
exists only for those artists who are involved in etching, but this kind of art in
Moldova has been used in the Middle Ages, practiced by artists of "modern" age
(P. Silingovschi, S. Kogan, E. Ivanovschi, G. Ceglocov) contemporary period
(B. Nesvedov, 1. Bogdesco, L. Beleaev, E. Merega) and many others. The
history of its appearance is linked to Chinese and Japanese culture of the VI-IX
century, whence it penetrated into Europe only in the late XIV century. Each
historical stage of development of this kind of art made their own changes and
improvements, which determines the style of the time. Thus, engraving went
through the same pathways that were characteristic generally to fine arts, but
also its own specific features that have identified new, previously unknown,
technical solutions. This includes xylography, engravings on metal, in its
various forms etching and aquatint, linography, etc. Xylography or woodcut is
the oldest form of graphic art before print. Formed in the East before the end of
the first millennium, Europe's oldest known engraving is "Le Bois Protat" from
1370 - 1380 years and is called after its owner, Jules Protat who bought this
cropped shape after finding them in Burgundy, in the nineteenth century.
Woodcut scene is a fragment from scene "Crucifixion of Christ" with the
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centurion and two Roman legionaries and on the other hand - scene
"Annunciation", [1 p.46].

In Germany, the first dated work of this kind, is the image of St.
Christopher with the Christ child in his arms, referring to 1423 (located in
England, a collection of Lord Spencer) [2, p.19, 47]. A great wealth the wood
engraving in Europe had in the second half of the fifteenth century, and was
especially popular in France, Holland, Germany and Italy. In each of them
having common characteristics. But everywhere in these countries there was a
division of labor — artist- draw the picture on the plate and sculptor- engraved.

The art of engraving and its special qualities created a base and prepared
the flourishing of art of book, after the invention of printing by Johannes
Gutenberg (1440). A lot of Bibles of the poor and Chronicles have appeared in
European countries, with illustrations of several famous artists. Thus, engravings
for the book of Brant "Ship of Fools" printed in Basel in 1494 and is awarded to
young A. Durer and a year earlier, in 1493 appeared "Universal Chronicle" G.
Schedel, whose illustrations are made from drawings by M. Wolgemut (the
teacher of Durer) and V.Pleydenvurfa. [3, p.49-50].

In France, book engraving maintains features of gothic style in brilliant
performance of illustrations from "Big French Chronicles" A.Verhareine made
in 1493, while in Italy is characterized contour line of engraving that expresses
three-dimensional space whose accomplishments are immortalized in
“Marleim's Bible” (1490) and prints “Metamorphosis of Ovidius”.

The history of xylography technology in general terms is reduced to two.
The first and most common type is longitudinal engraving (sharp), its specific
feature is determined by the presence of texture of longitudinal hatches on a
plate. The most important feature of ancient engraving is the domination
ofblack.

Technically it is possible to build an image and using a white hatches that
can be found in illustrations of Florentine editions at the end of XV century -
beginning of XVI century, or at Swiss master works - Urs Graf (1480 - 1538) [4,
p.56], but this technique is probably seen as an exception from the rule. Within
the artistic methods white longitudinal engraving, occupies a modest place.

Better known and popular among artists is socle engraving as distinctive
features of this technique allows a wide linear range, creating works endowed
with unique capabilities of plastic expressiveness from a black and white linear
hatch, up to spots with a characteristic texture colored including subtle
transitions of tone. Engraving revolutionized book graphics, the most famous
example being the English artist and engraver Thomas Buick (1753-1828), who
created himself the illustrations for "General history of quadrupeds" and two
volumes of "The History of birds in Britain "[5, p.17].

Are known only a few names of artists who practiced woodcut. In general,
the majority of engravers did not signed their works. Among them the most
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famous engravers are German artist Hans Baldung (1480-1545) "Portrait of
Martin Luther" (1521) and Italian master Titian (1490-1576).

Among the arts of printing, engraving on copper takes the first place as
the most artistic way of reproduction. This art originated in the fifteenth century
and the first copper engravers were a lot of great painters of the time. The honor
of the invention of copper engraving is disputed between Germans and Italians.
The oldest engravings (1410 years) are produced by German craftsmen. Italians
say that this technique is discovered by Florentine Tommaso Finiguerra [6,
p.17]. It is possible that the metal engraving came from the ancient art of
stamping.

In Germany, engraving has been developed especially due to the invention
of Albrecht Durer (1471-1528) and Martin Schongauer (1430/1450-1491),
which Durer studied [7, p.13].

In the Netherlands in the second half of the sixteenth century technology
of engraving has reached a high perfection thanks to Hendrick Goltzius (1558-
1617), before him, engraving represented ordinary contours, almost without any
shade. The early seventeenth century copper engraving was developed
significantly by Rubens (1557-1640), and the French brought the technique to
final perfection [8, p.7].

Another engraving technique called black style (mezzotint) was invented
in 1642 by a German amateur artist and brought to perfection in England, where
it has been developed particularly due to William Hogarth's work. A special
feature of this method is to provide light effects and deep shadows, but cannot
present concrete lines and tonal diversity [9, p.15]. When is engraved in
mezzotint, polished copper plate is engraved in all directions with a special tool
with a ridge with dense and sharp teeth.

Engraving in the technique aquatint was invented in 1768 and was used to
imitate drawings made with ink [10]. Aquatint is often combined with acids. In
those places where it receives the ink color the plate is covered with a thin layer
of asphalt dust, and heat gently for the dust to cleave well over plate, then it is
covered with concentrated alcohol, which covers plate with microscopic points,
so when printing is obtained black tone which differs from mezzotint by being
much smoother and creates the impression that is made by hand with a brush.
Aquatint technique is called "Lavis" or "Bistr" (name of brown Aquarelle paint).

In 1710 in Amsterdam was invented colored copper engraving, printed
with three plates, namely mezotint was adjusted to print in color [11, p 16].

The full development of colored engraving took place in the eighteenth century.
In France, engraving in color did not caught, so early history of French colored
engraving should be considered during Leblond's coming from London to Paris -
1732 and its end- Debukur's death ,Leblond's follower, in 1832 [12 , p 574].
Even before the invention of Leblond, in the Netherlands, in the seventeenth
century, were obtained colored prints using a colored copper plate, a method
later called "English". Drawing on paper or painting with paints allows
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correction, modification, complete destruction of the drawing already done, but
on the same surface shall be represented a new version of the planned drawing.
Changes in wood or metal, although possible, are limited and therefore requires
very high accuracy of the engraver who cuts or engrave directly on the plate.

On all foreign prints, signed by the artist follows a short explanation, who
designed and who engraved, in Latin are usually found the following
inscriptions: Pinh, or inhit-was painted with paint; Ssic. or sculp - carved, cut;
EXC. (Excussit) - chosen, exclude ,produced, emitted; FEC. (Fecit) — done; Dir.
(Direxit) - directed, supervised; Del (delegit) - has chosen, selected; Inv.
(Inventor) - inventor and author. Appropriate signatures are made available in
other languages: English, French, etc. [13, p 17-18].

V. V. Mate, in its report "Engraving and its independent value",
performed in January 1912 at the Second Congress of artists of all Russia has
defined the nature of engraving in the following words: "The main difference
between engraving and photography is in the fact that photographer produces
exactly and makes the image quite fast, but the engraver, inaccurate, but this
inaccuracy has set a wonderful world, in which, each "sculptor" translates into
his language new shades and makes us admire new artistic treasures of the artist-
author. Which is unavailable to ordinary enthusiasts, engraving explains, but it
can only be explained by the artist-engraver as engraver can also be an
independent creator. As a musician which interprets the works of others, gives
us a new music compression, simplified, so and engraver simplifies a complex
symphony of color and broadcast this in black and white. As an artist-musician,
transposing a piece for a musical instrument, so engraver transmits images in
two colors, causing a lot of light, shade and color "[14, p 8].

Engraving has its own language, a combination of hatching, light and

shadow, creating his captivating charm, having something in common with color
or the drawing model. The tone of paper, combined with hatches deeply fixed on
paper, gives a tone of elusive beauty, recognizes shades of light and shadows,
softness and a silver game of hatches sounds better an engraver than if a painter,
this special charm offers to engraving the right for existence.
According to Mate, engraving as an exponent of modern artist thoughts, whether
original or copy, art will always be an independent which undoubtedly is always
felt in nature of transposition of lines and chiaroscuro. With the delight of an
professional engraver-Mate claimed that from the engraved plates are obtained
engravings by a charming beauty, gives us a wonderful poem and fills the soul
with enthusiasm, especially when the artist-engraver prints himself the board, or
a qualified graphician using a thin gauze transposing a soft tone extruding paint
from the depths of hatches on the plate surface of course in accordance with the
artist's idea [15, page 9].

In the last years of the nineteenth century in connection with increased
interest for engraving have emerged new techniques. Instead of linear wood
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engraving appeared prints with large intact surface. Copper engravings began to
lose too hatched feature and became more linear.

Recently the interest for dry etching needle has grown. This method
consists in drawing scratching metal plate with a needle. Here the artist
transposes directly to the board what tells his imagination, or what he sees in
nature. Artists, engravers came to solving a difficult task: to directly transfer
their own idea using engraving on metal and wood. Engravers have become
increasingly tempted by aquaforte that offers freedom to artistic design.

One of the distinctive characteristics of aquaforte engraving is simplicity
and the ease of hatches. It can certainly be said that anyone who holds the
drawing technique can engrave because on the base of this method there
particularly drawing on primed board. To engrave drawing made in this
technique is relatively easy, but to engrave the drawing, time and effort is
required. The interest for etching and its qualities to be reproduced is a factor of
its permanent renewal. The knowledge of engraving, the variety of techniques
and its history are the basis for in-depth study and the practical implementation
of the graphic art during the period of study and self-creativity.
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2. PREOCUPARI ACTUALE iIN DOMENIUL EDUCATIEI VIZUALE
CURRENT CONCERNS IN VISUAL EDUCATION

Ecaterina Tosa, Lecturer PhD,
University of Arts and Design from Cluj Napoca of Romania

Rezumat: Conceptia contemporanda asupra procesului de invatare-predare-evaluare in
educatia vizuala se bazeaza pe o perspectiva de predare actualizata centrata pe competenta
si pe interesul elevului. Aceasta orientare cu metode active, participative care stimuleaza
motivatia elevilor, este atractiva atdt pentru elevi, cdt si pentru dascali. Elevul are sansa sa
devina coparticipant la propria formare profesionala.

Cuvinte cheie: interactiune profesor-elev, competenta, motivatie

Didactica artelor vizuale reprezintd un sistem de actiuni informativ-
formative, bazat pe principiile educatiei contemporane, care afirma rolul actiunii
de predare-invatare-evaluare axat pe interactiunea profesor-elev, centrat pe
competentd §i pe interesul elevului. Aceastd orientare cu metode active,
participative este atractiva atat pentru elevi, cat si pentru dascal. Elevul are sansa
sd devina coparticipant activ la propria formare profesionald, fiind actorul
principal al procesului didactic alaturi de cel care indruma invatarea.

Dupa Constantin Cucos “educatia se realizeaza in perspectiva unui ideal
de personalitate umand, in acord cu repere culturale si istorice bine
determinate. In mdsura in care influentele sunt concentrate la nivelul unor
institutii de profil, actiunile permit o organizare, o structurare §i chiar o
planificare sub aspectul sarcinilor si timpului acordat acestora.” *.

Preocuparile actuale ale educatiei vizuale pe langa faptul ca include teme
speciale inovatoare, motivante pentru elevi, provocatoare pentru problematizare,
teme si abordari interdisciplinare, mai mult urmareste chiar “valorizarea
elementelor care asigura autoinstruirea si autoeducatia’ elevilor.

Educatia plastica contemporand presupune o pregitire largitd din partea
profesorului, privind atat stapanirea eficientd a materialului teoretic i practic de
predare, cat si stabilirea unei relatii benefice cu elevii, bazata pe incredere si pe
interactiune corecta.

Se pune intrebarea: de ce formarea competentelor pedagogice nu se
rezumd doar la acumularea de cunostinte legate de domeniul specialititii de
predare? Profesorul de educatie plasticd trebuie sa aibd in afara de cunostintele
de baza din domeniul artistic-vizual (despre limbajul plastic, tehnici specifice
domeniului, etc.) si alte studii privind didactica scolard generald, teoria
obiectivelor, metodologiilor didactice, factorii dezvoltarii elevilor, conditiile
personalizdrii §i1 individualizarii procesului de invatare. Profesorul este cel care
declanseazd motivatia interna a elevilor prin anumite propuneri de teme,

¥ Cucos, Constantin, Pedagogie, editia a II-a, Ed. Polirom, lagi, 2002, pg. 40
5 Tonescu, M., Bocos, M. (coord.), Tratat de didactica moderna, Ed. Paralela 45, Pitesti, 2009, pg. 39
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variante de rezolvari posibile, folosind diverse metode de predare actualizate. El
este responsabil si asupra formarii capacitatii elevilor de a emite liber opinii si
aprecieri asupra temelor studiate, de a dezvolta gandirea criticd, o gindire
centratd pe valorificarea solutiilor posibile, argumentarea si rezolvarea optima a
problemelor plastice propuse pentru studiu.

Pentru eficienta metodelor activ-participative cadrul didactic elaboreaza
strategiile de motivare in educatia plasticd in functie de perceptiile elevului
asupra competentei lui de a realiza o sarcind sau alta. Cercetdrile arata ca elevii
care au o parere buna despre competenta lor artistice plastice, vor fi mai usor de
motivati sa persevereze pana la indeplinirea scopului propus, iar elevii care au o
opinie defavorabila despre capacititile lor de reusitd, vor fi mai putin motivati si
exista riscul sa abandoneze activitatea inainte de finalizare. Pentru ca motivatia
elevilor sa fie stimulata permanent in mod eficient, este nevoie ca profesorul de
specialitate sa analizeze si sa-si autoevalueze propriile motivatii pentru acest
domeniu.

Dorina Salavastru aratd cd activitatile de predare-invatare-evaluare ale
profesorului, competenta si implicarea lui, pasiunea cu care igi pregdteste
lectiile au o influenfa foarte mare asupra stimularii motivatiei elevilor.” “Daca
vrei sa motivezi pe cineva, trebuie sa fii motivat tu insufi.” >’ Lipsa de motivatie a
dascalului poate proveni din contextul social si economic, dar poate avea si
legaturd directd cu dinamica motivationald scazuta a elevilor, cu neinteresul lor
sau chiar lipsa de motivatie a acestora. Mulfi profesori se lovesc de atitudini
neadecvate ale elevilor la ore, de plictiseald, de lipsa dorintei de implicare a
copiilor, care poate duce la scaderea propriei motivatii.

Curiozitatea copiilor fatd de domeniul artei, fata de informatiile oferite de
lectie, de activitatile de atelier, pot fi starnite prin elemente novatoare, prin
realizarea sarcinilor in echipa, prin crearea unor conflicte cognitive.

D. Ausubel sustine importanta credrii unor conflicte cognitive, spundnd ca
“multe obiecte de invatamdnt contin paradoxuri sau opinii opuse ale savantilor,
sau contradictii vizibile fata de bunul-sim¢ comun, §i daca acestea sunt reliefate
in fata elevului neinteresat la inceput, faptul poate avea un puternic efect
motivational.” ’

Sarcinile propuse trebuie sa fie concepute de catre profesor astfel, incat sa
reprezinte provocare pentru fiecare elev in functie de interesele lor, iar
standardele de reusita sa fie stabilite impreund cu elevii in raport cu rezultatele
lor anterioare, individuale. Strategiile de predare se aleg 1n relatie cu
cunostintele copiilor si cu informatiile pe care urmeaza sa le fie transmise.
Pentru ca profesorul sa poata mentine atentia si interesul unei clase de elevi, care
au diferite capacitati cognitive, el trebuie sd cuprindd in procesul de predare

51 S3lavastru, Dorina, Psihologia educatiei, Ed. Polirom, lasi, 2004, pg. 90

32 Idem, pg. 91

3 Ausubel, D., Robinson, F., invitarea in scoali. O introducere in psihologia pedagogica, Ed. Didactica si
Pedagogica, Bucuresti, 1981, pg. 448
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toatd gama stimulilor care pot avea efecte motivatoare. Astfel, pentru a evita
monotonia 1n desfasurarea procesului educativ artistic, dascalul va folosi
alternativ cat mai multe registre de comunicare:

vizual imagini, desene, scheme, mijloace auxiliare
(proiectii, filme)

oral discutii, intrebari, solicitarea opiniei elevilor, inserarea
umorului, etc.

actional plimbarea printre banci, gestica care subliniaza ideile
importante, precizarea etapelor de lucru, Incurajarea elevilor

Comunicarea vizuala se poate sprijini pe selectia unor imagini din istoria
artei, pentru a stimula procesele mentale de comparatie si analizd. Practica
contemporand de educatie artisticd sustine necesitatea folosirii de catre profesor
a materialelor didactice in format electronic (program Ael), fard insa, a trece in
plan secundar importanta contactului direct a elevilor cu cartile si albumele care
reproduc opere de artd, precum si contactul direct cu lucrdrile artistice prin
muzee §i1 galerii. Imaginile din albume pot fi motivationale, daca satisfac niste
criterii calitative: claritatea superioard si dimensiunea suficientd pentru a fi
percepute deodati de citre toti elevii clasei. In caz contrar, elevii pot intimpina
dificultati in receptarea informatiilor si se produce o deviere a interesului.
Profesorul 1si poate pierde controlul asupra managementului activitatii, neputand
focaliza energiile catre problema plastica, ci este deviat, orientat spre mentinerea
atmosferei, mereu fiind necesara recaptarea atentiei copiilor. Un pericol care se
ascunde 1n aceastd strategie este supraaglomerarea elevilor cu prea multe
imagini, informatii sau materiale care le depasesc varsta si care nu pot fi intelese
sau prezintd dificultdti sporite de receptare.

Profesorul care ilustreaza si demonstreaza informatia predatd, cu propriile
desene pe tablad sau pe alt suport, motiveaza extrem de eficient elevii n a prinde
curaj de a se exprima vizual. El devine model in acel moment, de aceea riscul
este pentru elevii cu lipsa de incredere in propriile capacitati, sa il copieze, fara
a-si folosi creativitatea si ideile proprii in rezolvarea sarcinii. Copii pot resimti
teama 1n a se manifesta plastic pentru a nu fi desconsiderati prin comparatia cu
modelul exemplificat. De aceea, profesorul are datoria de a incuraja elevii sa 1si
antreneze abilitdtile pentru a gasi cele mai bune modalitd{i proprii de exprimare
s nu a imita, prelua formule.

Un exemplu concret de rezolvare a unei situatii de Invatare specifice
domeniului artistic il reprezintd procesul cognitiv de analizd a imaginilor.
Folosind strategia de interogare, profesorul ajunge impreund cu elevii la
descoperirea instrumentelor necesare patrunderii in Infelegerea imaginii, se
stabilesc pasii de urmat si se solicitd elevilor sd is1 propuna propiul proces de
decodificare, respectand planificarea, monitorizarea si autoevaluarea finala.
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Aceeasi procedura didactica se extinde si asupra analizei succesiunilor de
imagini filmice. Filmele prezentate la orele de educatie plastica, au avantajul de
a starni interesul copiilor mai repede, mai usor si pot fi benefice pentru a inspira
idei si modele de atitudini, caractere. In schimb, rolul profesorului se
diminueazd 1n favoarea succesiunii imaginilor captivante. Pentru a contracara
aceasta, profesorul poate sa intervind cu Intrebari, sublinieri, comentarii in
timpul derularii filmului sau chiar sa opreascd cateva momente vizionarea. El
poate sd accentueze cele vazute, sa propund problematizari pe anumite aspecte,
sd solicite elevilor urmadrirea unor scopuri in secventele urmatoare (ex.
surprinderea unor etape, a unor elemente specifice, plastice, compozitionale,
etc.) in vederea analizei ulterioare.

Educatia plasticd, ca oricare altd disciplina, fie teoretica fie practica, se
bazeazd pe comunicare orala. Aceleasi principii de comunicare eficientd se
aplica si in acest domeniu, dar se intregeste, se completeaza cu comunicarea
vizuala. Aceasta necesitd din partea profesorului o foarte bund stidpanire a
mijloacelor de transpunere a informatiilor dintr-un limbaj in altul.

Exersarea descifrarii in cuvinte a mesajului codificat in imagine vizuala si
invers, imaginarea cu ochiul intern a textelor literare pentru a putea fi transpuse
plastic Tn compozitii, este necesar sa fie practicatd permanent in cadrul educatiei
plastice la toate nivelele de pregitire a elevilor. Motivatia poate fi tocmai
depdsirea (autodepasirea) stadiilor elementare de decodificare, cautarea
“secretelor” care stau in spatele straturilor superficiale imediate. Asa cum in
spatele unei imagini simbol std o semnificatie care se descifreaza prin sau cu
ajutorul discursului, prin Intrebari si raspunsuri, profesorul va cere elevilor sa
exprime verbal ceea ce vad, ceea ce percep vizual. Daca la inceput copii sunt
captati si devin curiosi, atunci in etapa urmatoare vor observa elementele
componente (forme, culori, obiecte, fiinte, s.a.). Urmeaza sa inteleagd corelarea
dintre aceste elemente si sd inchege, sa cristalizeze un sens, descoperind mesajul
continut. Acest proces profesorul il poate conduce doar prin dialog cu elevii,
prin intrebdri, prin solicitarea opiniei, prin comunicare orald frontald si
individuala.

Buna dispozitie si umorul valorizeaza, mentine proaspdt dialogul profesor
— elev, pentru a evita cdderea in monotonie, in plictiseald. Umorul contribuie la
memorarea mai usoara a cunostintelor si totodata este un stimulent pozitiv. Insa,
masura trebuie pastratd si in acest aspect pentru a nu se pierde respectul fata de
profesor, fatd de cunostintele comunicate, ba chiar fatd de disciplind, pentru a
evita o atmosfera neserioasa care ar impiedica receptarea corectd a materialului
predat. Extrema cealalta, cand profesorul se foloseste exagerat de umor pentru a
deveni popular si a castiga simpatia din partea elevilor, trebuie evitatd. Folosirea
neadecvata a umorului poate deveni un factor contramotivational.

in privinta aspectului actional, profesorul care 1si constientizeaza rolul de
agent mobilizator, activ al motivatiei de invatare, se straduieste sa trezeasca si sa
insufle in elev acest aspect, aceasta stare prin:
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e mimicd, gestica, cuvinte in scopul ntdririi, stimuldrii, incurajarii in
ansamblu si individual al elevilor angajati in procesul de instruire;

e precizarea etapelor de lucru;

e selectarea sarcinilor specifice in functie de capacitatea elevului de a le
rezolva.

Conform unor teorii ale predarii, loan Neacsu precizeaza cd: “studiul
variabilelor implicate in activitatea de predare, ca sistem operational
profesionalizat al educatorului, precum §i al conditiilor optime in care acestea
pot capata eficientda, trebuie sa se intemeieze atdt pe elemente descriptiv-
explicative (cum sa se comporte educatorul in interactiunea lui cu elevii), cat §i
pe elemente prescriptiv-normative (cum poate fi invatarea mai bine indusa §i
realizata).””*

Profesorul de educatie plasticad cu atitudine stimulativa, se va deplasa
printre elevi pentru a putea urmari evolutia fiecaruia la un moment dat, avand in
acest mod un contact direct vizual si verbal cu acestia. intreprinderea acesteli
actiuni de catre cadrul didactic incurajeaza elevii sd ceara sfaturi si 11 determina
sd se concentreze mai bine asupra sarcinilor propuse. Se construieste astfel o
relatie specifica intre persoana care instruieste si cel care invata.

Lauda excesivd, nefondatd si intdrirea imediatd pot avea in anumite
situatii efecte nedorite asupra elevului. Profesorul trebuie sa apeleze la toate
cunostintele psihologice pentru a observa reactiile elevilor si a le analiza
obiectiv in scopul de a dirjja energiile copiilor cédtre/inspre indeplinirea cit mai
bine a sarcinilor, spre rezolvarea superioarda in raport de performanta propriei
gandiri, imaginatiei, creativitatii si a nu inclina balanta catre accentuarea egoului
s1 mandriei nejustificate.

Chiar daca in comunicarea pedagogica actele verbale sunt cele care
predomina, aspectul vizual al actiunii didactice are puterea de a susfine
activitatea instruirii cu atat mai mult cu cat domeniul la care ne referim este cel
artistico-plastic.

Privirea, expresia fetei sustinutd de atitudinea corporald, miscarile si
gestica sunt elemente de tact didactic prin care profesorul isi personalizeaza
prestatia pedagogica. Privirea este un instrument eficace de motivare a elevului
de a se implica 1n actiune, iar o privire incurajatoare intaritd de miscarea
aprobatoare a capului, il poate indemna sd persevereze si sa continue actiunea
inceputd. Expresia fetei sustine subtil printr-o mimicd moderata afirmatiile
emise de catre profesor, iar ideile importante se pot sublinia prin gestica.

Exprimarea gestuala a profesorului poate fi consideratd de catre elev ca o
incurajare cu eficientd pozitiva directa. Gestul este un instrument {intit si rapid,
avand o viteza si un rezultat mai imediat decét cuvintele. Repertoriul de tehnici
nonverbale din structura operationald a comportamentului didactic este intrinsec,
dar personalizat si utilizat selectiv, avantajul fiind ca ofera posibilitatea depasirii

* Neacsu, 1., Instruire si inviare, Editura Stiintifica, Bucuresti, 1990, pg. 115
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unei rutine verbale care ar putea fi pentru elevi contramotivanta. Constientizarea
de catre profesor a potentialului acestor simple actiuni si utilizarea lor controlata
in parcursul didactic le deblocheaza elevilor initiativa, depasindu-si dificultatile.
In functie de rispunsurile elevilor profesorul stabileste profilul
motivational al fiecdruia si actioneaza diferentiat pentru a-1 motiva. Se constata
totusi, la unii elevi cd depreciaza utilitatea si importanta educatiei plastice pentru
evolutia lor profesionald ulterioard. In acest caz, profesorul va stimula
observarea conexiunilor intre disciplinele artistice si domeniile de interes ale
elevului si apeleaza la dezbaterea valorii obiectului predat in plenul clasei.

Concluzii

Se remarca la elevi o suprasaturatie de informatii, imagini vizuale datorata
televiziunii si internetului, ceea ce face tot mai dificila gasirea de catre profesor
a unor strategii eficiente de captare si motivare. Se iveste necesitatea
personalizdrii creative a prezentarii sarcinilor de lucru in cadrul activitatilor de
educatie plasticd in relatie directd cu interesele acelei clase (si nu in general) la
care predd, prin lansarea discutiilor raportate la aceste preocupari ale copiilor,
mentinand astfel motivatia in corelatie cu satisfacerea unor trebuinte estetice.

Desi descriem partial in termeni comportamentali mecanisme de dirijare a
conduitei elevilor pentru a spori capacitatea de reglare practica asupra procesului
educativ, sugestiile raman totusi la nivel ipotetic, datoritd anumitor limite ce
privesc situatiile, particularitatile individuale si de varsta ale subiectilor
implicati, problemele de motivatie extrem de diverse ale elevilor. Nu se
urmdreste ca procesele descrise mai sus sd constituie un standard impus, dar
ofera cateva modele de predare, care se pot regdsi in practici novatoare ale
profesorilor de artd plastica, bazate pe o fundamentare interdisciplinara.

Bibliografie

1.Ausubel, D., Robinson, F., (1981) “Invdtarea in scoald. O introducere in
psihologia pedagogica”, Editura Didactica si Pedagogica, Bucuresti

2. Ionescu, M., Radu, 1., coord. (1995) “Didactica moderna”, Ed. Dacia, Clyj

3. Muresan, P., (1990) “Invdtarea eficientd si rapidea”, Editura Ceres, Bucuresti

4. Neacsu, 1., (1990) “Instruire si invatare”, Editura Stiintifica, Bucuresti

5. Salavastru, D., (2004) “Psihologia educatiei”, Editura Polirom, Iasi

6. Susala, N. L., (2000) “Estetica §i psihopedagogia artelor plastice §i

designului”, Editura Sigma

Abstract: The contemporary approach to the learning-teaching-evaluation process in visual
education is based on an updated teaching perspective revolving around competence and
student’s interest. This orientation towards active, participatory methods, which enhance
students’ motivation, is appealing both to students and teachers. The student is given the
opportunity to become an actor of its own professional becoming. The artistic education
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teacher designs plastic education classes according to the current trends, laying emphasis
both on competence and students’ requirements and needs.
Keywords: feacher-student interaction, competence, motivation

The didactics of Visual Arts represents a set of informative-formative
actions, based on the principles of contemporary education, which asserts the
role of the teaching-learning-evaluation act focused on the teacher-student
interaction, revolving around competence and student’s interest. This
orientation towards active, participatory methods, which enhance students’
motivation, is appealing both to students and teachers. The student is given the
opportunity to become an actor of its own professional training, playing the lead
role in the didactic process together with the trainer.

According to Constantin Cucos “education is carried out in pursuit of an
ideal of human personality, in accordance with well-defined cultural and
historical landmarks. To the extent influences are concentrated at the level of
certain profile institutions, actions allow for an organization, structuring and
even planning in terms of tasks and timelines assigned thereto”.”

The current concerns of visual education, besides exploring assignments
that are highly innovating and motivating for students, which invite to
problematization, interdisciplinary topics and approaches, aims to “value those
elements that ensure students’ self-study and self-education”. *° Contemporary
plastic education requires broaden training on the part of the teacher, both
relating to a sound knowledge of the theoretical and practical subject matter to
be taught, and to establishing a beneficial relationship with the students, based
on trust and fair interaction.

2 .!

53 Cucos, Constantin, Pedagogie, editia a II-a, Ed. Polirom, lasi, 2002, pg. 40
5 Tonescu, M., Bocos, M. (coord.), Tratat de didactica moderna, Ed. Paralela 45, Pitesti, 2009, pg. 39
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The following question arises: why the formation of pedagogical skills is
not restricted to the accumulation of knowledge pertaining to the area of
teaching specialty? Besides the core knowledge in the field of visual arts
(concerning the plastic language, specific techniques etc.), the teacher of plastic
education should have further studies related to the general school didactics, the
theory of objectives, didactic methodologies, factors of student development, the
conditions for customization and individualization of the teaching process.

The teacher is the one who triggers student’s internal motivation by
suggesting certain assignments, possible solutions, and using various updated
teaching methods. The teacher is also responsible to develop student’s ability to
freely express opinions and considerations on the topics under study, to develop
their critical thinking, which is centered on valuing possible solutions, arguing
and addressing in an optimal way the artistic issues proposed for study.

For the efficiency of the active and participatory methods, the teacher
designs the motivation strategies in plastic education according to the student’s
perceptions of its own competence to accomplish one or another task. Research
shows that students with a high esteem of their artistic —plastic skills will be
more easily motivated to pursue the proposed purpose, whereas students having
low regard of their ability to success will be less motivated, running the risk to
abandon the activity before completion.

In order for students’ motivation to be challenged at all times in an
efficient manner, the specialty teacher must review and self-assess his/her own
motivation for this area of study. Dorina Sidlavastru shows that feachers’
teaching-learning-evaluation activities, their competence and commitment, the
passion involved in preparing the lessons, bear a great influence on students’
motivation.”” “If you want to motivate others, you ought to be motivated
yourself”. >* The teacher’s lack of motivation may originate in the social and
economic environment, but moreover it may be directly linked with students’
low motivational dynamics, disinterest and even lack of motivation. Many
teachers are faced with improper behavior in class, boredom, lack of desire to
get involved, which may affect in a negative way their own degree of
motivation.

Students’ curiosity for arts, for the knowledge delivered during the lesson,
for workshop activities, may be roused through innovating elements, by
teamwork, by creating cognitive conflicts. D. Ausubel points out the importance
of creating cognitive conflicts, stating that “many school subjects contain
paradoxes, scholars’ antagonistic opinions or manifest contradictions of
common sense, and if the same are presented to the initially disinterested
student, they might carry a strong motivational effect.””’

57 S3lavastru, Dorina, Psihologia educatiei, Ed. Polirom, lasi, 2004, pg. 90

% Idem, pg. 91

% Ausubel, D., Robinson, F., Invitarea in scoald. O introducere in psihologia pedagogicd, Ed. Didactica si
Pedagogica, Bucuresti, 1981, pg. 448
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The assignments proposed should be devised by teachers in such a
manner so as to represent a challenge for each student according to its interests,
and successful performance standards should be established together with the
students depending on their previous, individual results. Teaching strategies are
selected in relation to students’ knowledge and the knowledge to be transferred
to them.

So that a teacher could maintain the attention and interest of a class of
students with various cognitive abilities, he/she should encompass in the
teaching process all the range of stimuli with motivating effects. As such, in
order to avoid monotony during the course of the artistic and educational
process, the teacher shall alternatively resort to as many communication
registers as possible:

Images, drawings, diagrams, auxiliary means (videos,
Visual films)

Debates, questions, elicitation of students’ opinions,
Oral humor

Walking through students’ desks, gesticulation in support
Actional of important ideas, stating the work stages, encouraging
students

Visual communication may be based on selecting some art history
images, in order to enhance the comparison and analysis mental processes.
Contemporary practice of artistic education emphasizes that teachers should
resort to electronic teaching aids (program AeL), yet not diminishing the
importance of students’ direct contact with textbooks and albums reproducing
works of art, as well as their direct contact with artistic exhibits in museums and
art galleries. The images in albums may play a motivational role provided they
meet certain quality criteria: superior clarity and sufficient size to be perceived
by the entire class at a time. Otherwise, students may encounter difficulties in
the reception of information, leading to a shift in interest.

The teacher may lose control of the activity management, being unable to
channel the energies towards the artistic subject matter, being compelled to
recapture the mood and students’ interest.

Another danger entailed by this strategy is to overwhelm students with too
many images, information or materials exceeding their age level, as they cannot
be grasped or pose higher challenges in being understood.

The teacher who illustrates and demonstrates the information delivered by
his/her own drawings on the blackboard or another support, motivates students
in an extremely efficient way to summon up courage and express themselves
visually. That moment the teacher becomes a model, that is why there is the risk
that students lacking self-confidence will merely copy, to the detriment of using
their own creativity and ideas to resolve the task. Children may feel fearful to
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make plastic demonstrations lest they should be disregarded by comparison with
the illustrated example. Therefore, the teacher’s duty is to encourage students to
train their abilities and find their own means to express themselves, not to copy
and take over formulas.

A practical example of how to handle a learning situation specific to the
artistic field is the image analysis cognitive process. By means of the
interrogation strategy, the teacher and students together come to discover the
tools required to understand the image; the steps to be followed are established
and students are required to devise their own decoding process, in compliance
with the planning, monitoring and final self-evaluation.

The same teaching procedure applies to the analysis of film image
sequences. The films screened in plastic education classes have the advantage to
stir students’ interest sooner and more easily, and may be beneficial in inspiring
ideals, behaviors and personality models. On the other hand, the teacher’s role is
diminished at the expense of the captivating image sequences. In order to
counter-balance such effect, the teacher may interpose questions, explanations,
remarks during the screening, or even stop the film for a few moments. He/she
may emphasizes on ideas, propose debates on certain issues, or establish certain
objectives while watching the following scenes (e.g. to identify certain stages or
specific, plastic, compositional elements etc.) for the purpose of further analysis.

Plastic education, like any other subject, whether theoretical or practical,
is based on oral communication. The same principles of efficient
communication apply to this field, but they are replenished, complemented by
visual communication. This requires from the teacher a very good command of
the means of transposing the information from one language to another.

The exercise of deciphering into words the message encoded in the visual
image and the other way around, imagining within the inner eye literary texts in
order to be plastically translated into compositions, should be practiced on a
permanent basis in plastic education at all levels of student’s training.

Motivation may lie exactly in improving (self-improving) the elementary
decoding stages, in discovering the “secrets” behind the immediate superficial
strata. As behind a symbol image there lays a meaning to be deciphered through
or by means of discourse, through questions and answers, the teacher will elicit
students to express in words what they perceive at visual level. If students are
captivated and become curious in the beginning, during the next stage they will
observe the constituent elements (shapes, colors, objects, beings etc.). Further
they will understand the correlation between these elements and extract, give
shape to a meaning, discovering the hidden message. This process can be staged
by the teacher only through dialogue with the students, questions, elicitation of
opinions, and by means of frontal and individual oral communication.

Good spirits and humor renders value and preserves the freshness of the
teacher — student dialogue, in order to avoid monotony and boredom. Humor
contributes to an easier retention of knowledge, being at the same time a positive
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stimulant. Nevertheless, proportion ought to be kept in this matter as well, lest
students’ respect towards the teacher, the knowledge delivered, the subject
nonetheless, should not be lost, and to avoid a superficial atmosphere that may
hinder the correct reception of the content taught. The other extreme, where the
teacher uses humor in excess to gain popularity and student’s affinity, should be
avoided. Improper use of humor may become a counter-motivational factor.

As regards the actional aspect, the teacher who is aware of its role as an
active motivational agent endeavors to stir and inspire learning in students,
through:

e Mimics, gestures, words uttered for reinforcement, stimulation and
encouragement of the students involved in the educational process, collectively
and individually;

e Stating the work stages;

e Selecting specific tasks according to students’ ability to resolve them.

In accordance with certain teaching theories, loan Neacsu points out that:
“the study of the variables involved in the teaching activity, as the educator’s
professionalized and operational system, as well as of the optimal conditions
under which such variables may become efficient, must be based both on
descriptive and explanatory elements (how the educator should behave in its
relationship with students), and on prescriptive-normative elements (how
learning could be better induced and accomplished).” ™

The thought-provoking oriented teacher will walk through students’ desks
to have the opportunity to monitor each student’s improvement at a given time,
thus obtaining direct visual and oral contact with them. This action on the part of
the teacher encourages students to ask for advice and determines them to better
focus on the proposed assignments. As such, a specific relationship is being built
between the trainer and the trainee.

Excessive and unjustified praising and immediate reinforcing may have
undesired effects on students in certain circumstances. The teacher should resort
to all his/her psychological knowledge to observe students’ reactions and
analyze them objectively in order to channel their energies to accomplish their
tasks to the best of their ability, to outgrow the performance of one’s own
thinking, imagination, creativity, and not to tip over the scales in favor of ego
enhancement and ill-founded pride.

Even if in pedagogical communication verbal acts are prevailing, the
visual aspect of the didactic activity has the power to support the teaching act,
all the more so as the field to which we make reference is that of visual and
plastic arts.

The look, the facial expression, backed up by body posture, movements
and gestures are elements of a teaching manner whereby the teacher customizes
its pedagogical performance.

5 Neacsu, 1., Instruire si invdiare, Editura Stiintifica, Bucuresti, 1990, pg. 115
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The look is an efficient tool motivating the student to get involved, while
an encouraging look supported by the approbatory head nodding, can prompt the
student to persevere and carry on the activity started. The facial expression
comes in subtle support of the teacher’s statements, whereas important ideas can
be underlined by gestures. Students may perceive the teacher who expresses
himself/herself through gestures as an encouragement with direct positive
efficiency. The gesture is a targeted and swift tool, working at a speed and with
results more immediate than words.

The repertoire of non-verbal techniques in the operational structure of
didactic behavior is intrinsic, yet unique and selectively used, bearing the
advantage that it offers the possibility to outgrow a verbal routine which may be
counter-motivating for students. The teacher’s awareness of these simple
actions’ potential and their controlled use during the education process unblocks
students’ initiative and overcomes their difficulties.

Depending on their answers, the teacher determines each student’s
motivational profile and acts differentially to motivate them.

Nevertheless it can be noted that some students undervalue the importance
and usefulness of plastic education for their future professional evolution. If this
be the case, the teacher will stimulate observation of the connections between
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the artistic subjects and the subjects of student’s interest, and initiate a plenary
debate on the importance of the subject taught.

Conclusion

It can be noted that students are overwhelmed with information and visual
images due to the television and internet, which makes it more and more
difficult for the teacher to come up with efficient motivating strategies. As such,
it becomes necessary to customize in a creative manner the work tasks
pertaining to plastic education classes, in direct relationship with the interests
entertained by the class in question (not in general), by launching discussions
regarding these students’ preoccupations, maintaining thus motivation in
connection with satisfying some esthetic needs.

Although we describe partially, in behavioral terms, mechanisms which
guide students’ conduct in order to increase the practical capacity to adjust the
educational process, such suggestions remain at hypothetical level, due to
certain limitations related to the situations, individual and age particularities of
the subjects involved, and students’ extremely diversified motivational
problems. It is not our intention to assert the processes described above as a
compulsory standard, but to offer a few teaching patterns that can be found in
the innovating practices of plastic arts teachers, based on an interdisciplinary
foundation.
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CAPITOLUL III/ PART III

EDUCATIE / EDUCATION

1.EDUCATIA PERSONALITATII PROACTIVE
PROACTIVE PERSONALITY EDUCATION

Tatiana Bularga, Associate Professor PhD,
Vladimir Babii, Associate Professor PhD,
State University ,,Alecu Russo” from Balti , Republic of Moldavia

Rezumat: Principiul de proactivitate, ca baza a educatiei este examinata in articol.
Fenomenul dat contribuie la schimbarile de personalitate care au loc ca urmare a unor reguli
de organizare sustinute de experientele individuale. Autorul accente patru variante de
manifestare semnificativa a proactivitatii elev tratate atdt pe analiza teoretica si praxiologica
a activitatii muzicale si artistice ale unui elev.

Cuvinte cheie: principiul proactivitatii, schimbarea personalitatii, educatie muzicala

Abstract: The principle of proactivity as the basis of education is examined in the article. The
given phenomenon contributes to the changes of personality that take place due to some
organizational rules supported by individual experiences. The author emphases four variants
of significant manifestation of pupil proactivity treated both on theoretical and praxiological
analysis of musical and artistic activity of a pupil.

Keywords: principle of proactivity, personality change, music education

Structura personalitatii proactive este un ansamblu de legaturi trainice,
care asigurd integritatea acesteia, alcatuind un construct rezistent la influentele
externe si fermitatea de a pastra caracteristicile fundamentale ale unei persoane
concrete. Personalitatea prin felul sdu de a fi unicitard, constituie o structurd cu
acumulari valorice: caracter, aptitudini, atitudini, preferinte, emotii etc. Valorile
individuale capatd o dezvoltare si o orientare performantd intr-un anumit
domeniu doar atunci, c¢ind persoana stie ,,Ce sa faca?’ si ,,Cum sa faca?”,
pentru a se alege cu un rezultat calitativ. In ideal, fiecare persoani dispune de
urmatoarele calitati transferabile in proactivitate: a) valorificarii eficiente a
resurselor individuale; b) centrarii pe actiunile pozitive; c) raportarii experientei
proprii la performantele domeniului respectiv si idealul socio-uman; d) asumarii
de responsabilitati; e) tendintelor de dezvoltare a unui limbaj proactiv.

Proactivitatea este o atitudine traita, verificatd de experienta proprie,
propriul mod de existentd, adicd este o modalitate comportamentald interior-
exterior echilibratd, si spre deosebire de substructura sa de activitate, nu numai
ca presupune experienta spiritului, ci si forma credrii sinelui. Noi aborddm
proactivitatea drept variabild personald, drept comportare definitorie a unei
personalitdti. A ajunge la un grad proactiv al actiunii individuale Tnseamna a da
prioritate constiintei 1 nu evenimentelor intimplatoare. Prin simbioza cuvintelor
pro sl activ, activitate, s-a obtinut notiunea cu o noud semnificatie, superioara
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intelesurilor elementelor constituente, care in viziunea lui S.Covey “denota ceva
mai mult decit a lua initiative” [1, p. 58].

Principiul educatiei personalitatii proactive contribuie la dirijarea cu
comportamentele elevului atit de pe pozitii normative, cit si cu luare in
consideratie a experientelor personale. Principala semnificatie a proactivitatii
consta in tendinta persoanei de a se schimba — proces care se desfasoara pe doud
cai: tehnologica, bazata pe stimulii veniti din exterior si naturala, bazatd pe
particularitdtile individuale (imaginatie, constiintd de sine, vointa etc.), stimulate
din interior. Din perspectiva principiului nominalizat in educatia muzical-
artistica este important a orienta demersurile teoretice si legitatile praxiologice
spre desfasurarea eficientd a actiunii specifice domeniului. Actualmente nu
dispunem de o viziune determinativd asupra mecanismelor de identificare a
motivului care a declansat partea practicdA a actiunii si de masurare a
activismului intern. In schimb cunoastem ci “comportarea omului in exterior
reprezintd actiunea sa, iar comportarea omului inspre interior reprezintd viata sa
spirituala” [2, p. 95]. Relationarea dintre elementele proactivitdtii este destul de
actuald in plan formativ prin domeniul muzical-artistic, care insusi constituie un
stimul de naturd interna-externa.

A B
VIATA
SPIRITUALA ACTIUNE

Figura 1. (A, B). Dualitatea existentei

Proactivitatea muzicala are diferite grade de centrare a energiei cu indici
pozitivi, negativi, pozitivi §i negativi. Existd o relationare reciprocd intre
structura “a fi” (traire, fiintare, afectivitate) si structura “a sti”, care duce la
constituirea fenomenului “constiintd — de — sine” (“‘a fi” s1 “a sti”).

Conform figurei A4 viata spirituala are formula: “a fi” — constiintd de sine,
care include in interiorul sau un set de alte structuri, cum ar fi: cunoasterea,
vointa, imaginatia. Revizuirea permanentd a nivelului de cunoastere “adauga
congtiintei rezonante noi” [2, p. 95] sau, altfel spus, are loc o permanenta
“rasucire” in jurul structurii “a fi” cu mintea plind de cunoastere (stare de
esentd), care schematic are urmatorul aspect: S (stimul) — A (“a fi”) — P
(proactivitate) — R (raspuns). Schema include urmatoarele aspecte: a) folosirea
ratiunii, intelectului persoanei, b) cunoasterea existentei individuale si social-
culturale, ¢) influenta adecvata asupra lumii interioare si a legaturii cu practica.
Din figura B identificim tendinta elevului de a propaga in exterior energiile
acumulate, de a se deschide prin arta.

Schema binara S — R a fost suficientd doar pentru cercetarea problemelor
legate de comportamentele umane in conditii de laborator, care erau
abstractizate de la componentele active ale persoanei. Cea mai simpla
relationare S - R, dupd cum mentioneazd N.Sillamy este reflexul care nu este
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decit o eliberare a energiei, ca reactie la un excitant. Calificim aceasta reactie,
acest raspuns drept “activitate nervoasa inferioara, spre deosebire de activitatea
nervoasa superioard, acea activitate a creierului, care pune in functiune
mecanisme de actiune de o complexitate extrema, din care rezulta sentimentele
si fenomenele gindirii” [3, p. 13]. Exista doud cai de actionare, dintre care:
prima are loc sub influenta evenimentelor si mprejurarilor determinate, iar a
dou — 1n baza independentei individuale.

In cadrul cercetirilor asupra activititii copiilor/adolescentilor se opereazi
cu termenii “manifestare”, “automanifestare” etc., care sint insuficien{i pentru
determinarea starilor proactive ale activitatii, deoarece, “a manifesta” nu este
mai mult decit “a 1, “a trai”, “a te afla”. “A fi activ”, “a te afla in stare activa”
constituie doar o conditie a procesului de centrare a demersului spre un sens
filozofic, proactiv. In cazul de fata, nu are loc decit actul de interpatrundere a
notiunilor de activitate $i1 proactivitate (activ — proactiv).

Multiple erori educationale se ascund in modalitatea de a distinge tipul

elevului proactiv de cel reactiv, activitatea propriu-zisa de activitatea fictiva,
fiindca: “Ea (personalitatea — V.B., T.B.) se identificd nu numai cu numele sau,
pe ea o identifica si legea, cel putin in limitele In care ea recunoaste
responsabilitatea (subl. — V.B., T.B.) pentru comportamentele sale [6, p.182].
Comportamentul bazat pe responsabilitate nicidecum nu poate fi rezultatul unei
activitdfi false, impuse din exterior, deoarece responsabilitatea este superioara
activitafii propriu-zise.
Teoria educatiei muzical-artistice semnalizeazd despre existenta asa-numitor
factori de frinare a proactivitatii atit de ordin obiectiv, cit si de ordin subiectiv.
Astfel, in lucrarile lui G. Breazul, D.Kabalevsky — fondatorii noilor concepte
educationale in domeniul muzicii, sint evidentiate mai multe esecuri ale
sistemului educational.

Actualmente, s-au schimbat valorile social-economice, care au influentat
asupra intregului palier infrastructural si individual. Muzica, in esenta sa, are
menirea de a-l introdeschide pe elev prin/spre artd. Analiza demersurilor
teoretice asupra rolului muzicii in viata elevului, permite sd constatim ca
majoritatea acestor demersuri se reduce la afirmatia cad muzica “... ascultatd si
interpretatd in copilaria scolard, muzica inaltad, Tn mod activ influenteazd la
formarea calitdtilor spirituale pozitive ale personalitatii elevului...” [5, p. 35].
Evident, aceasta afirmatie poate fi variata, completatd, insa, de la autor la autor,
sensul ei este constant: stimulii muzicali influenfeaza asupra persoanei pe toate
caile posibile. De aceea in praxiologia educatiei muzical-artistice este necesar de
a evita conexiunea scurta in relatia “S — R”, pentru a obtinere un efect, in
defavoarea unei relationdri mediate de proactivitate.

Intre componentele formulei “S — R” se situeazd nu numai activitatea
propriu-zisd, ci se mai creeaza un spatiu psihic, care determina comportamentele
teritoriale. Elevul are nevoie de un asemenea spatiu, ca fiind fundamental pentru
a exista s1 a actiona. Fiecare individ, in ambiantd cu mediul cultural, mediul

174



educational is1 formeaza un spatiu individual. in dependenta de natura “hartilor
individuale” proactive, interventia noilor evenimente in spatiul individual
provoaci o stare de confort sau disconfort spiritual. In acest context, este necesar
a valorifica pe larg plasticitatea si aptitudinea de adaptare a elevului. Scoatem in
evidentd conceptele didactice, adeptii carora opteaza pentru ideea “conditionarii
specifice a procesului de invatamint de catre forma organizarii sociale” [4, p. 7],
mai ales, in legaturd cu scopul educational de a realiza Tn om un anumit sistem
de valori. Didactica contemporana investeste in invatamint o enorma cantitate de
resurse 1n ceea ce s-a obignuit a numi “instructie” (cu un sens mai larg a celui de
informatie sau informatii si deprinderi) [ibidem.] si “educatie” cu sens mai
restrins, adicd dezvoltarea fortelor interioare, in special, formarea atitudinilor
porzitive (A.Kriekemans, 1967; V1.Paslaru, 1996, 2003).

Educatia muzical-artistica proactiva implica inmatricularea in didactica, pe
scard larga, a ideei cd “nu ne putem opri la insusirea cunostintelor, ci trebuie sa
continudm prin dezvoltarea intelectului si moralitatii, formarea atitudinilor
(V.B.) [4, p. 8]. Formarea atitudinilor este, in esenta sa, o “repliere” spre sine,
ceea ce este 1n posesia creatiei artistice. Astfel, raspunsul pe care o persoand
trebuie sa-1 acorde unui stimul este nu atit cu destinatie externa, cit cu tendinta
de a raspunde constiintei sale, care ea una este in stare sa se introdeschida catre
lumea care “ar exista in afara de lumea fizica” [4, p. 8].

Orice intrebare-stimul, cit de naiv si elementar n-ar fi, neapdrat trezeste
curiozitatea celui intrebat, chemind la viatd, la actiuni adecvate energiei,
experientei individuale, experientei de grup. Stimulul (S) sonor este mediat de
raspunsul (R) plastic, care declangeaza un alt stimul “vizual + sonor”, care, pind
la urma, se alege cu efectul (R) sentimentului sau al sensului realizat in practica,
in achizitionarea sensurilor interne. Gradul de plasticitate si expresivitate
muzicald creste odatd cu cresterea plasticitatii imaginatiei auditiv-vizuale.
Imaginatia plastica, de rind cu vointa, constiinta si constiinta de sine, constituie
un sistem de capacitati-cheie ale modelului proactivitatii.

Primul grad de interferentd dintre cuvint $i muzicd constda in orientarea
proactiva, de interferenta (abatere a unei performante, care rezultd dintr-o
activitate sau dintr-o sarcind intercalatd sau concurentd) a semnalelor muzical-
sonore si verbale. Stimulul verbal sau lingvistic In comportamentul obisnuit al
unei persoane are functia de “r (redundantd) — s (sentiment)” ca structura
intermediara intre “S — R” (S — r — s — R). Sa analizdm care este rolul acestei
structuri In contextul semnalelor muzicale. Actiunea identificarii, recunoasterei
sunetelor articulate, care alcatuiesc limbajul oral, este dirijata de asa-numitul
sistem auditiv “de receptie si integrare” (M.Golu), numit auz fonemic sau
verbal. Fara a concretiza functiile fiecarui fonem, element modal, care determina
individualitatea cuvintelor si compararea lor cu modelele de etalonare, ne
referim, n special, la gradul de interferentd dintre stimulii muzicali si cei
verbali. Totul ce se referd la intonarea vocald a unei melodii nu trece cu vederea
si auzul fonemic. Aceasta are loc din motivul ca insasi intonarea vocald a
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melodiei fard cuvinte, implicd momentul vocalizarii si anume, are loc inginarea,
intonarea pe o anumitd vocala: “a”, “u” sau pe o anumitd silaba: “la”, “lir”,
“lur1” etc., fapt care confirma preznta auzului fonemic. La toate acestea, nu sint
lipsite de aceleagi alterari, interferente, intre stimulii muzicali/verbali, si
melodiile interpretate la instrumentele muzicale. Al doilea grad de interferentd
intre stimulii muzicali s1 stimulii verbali este legat de interpretarea muzicii cu
program, de exemplu: “Dimineata” de E.Grieg, “Simfonia fantastica” de
H.Berlioz, “Anotimpurile” de A.Vivaldi etc. Cuvintul sau imbinarea de cuvinte
ce denumeste creatia muzicala constituie un stimul-programa care orienteaza
interpretul (ascultatorul-explicator) spre anumite reactii anticipative. Asemenea
stimuli 1i calificam drept conexiuni proactive.

Al treilea grad de interferentd il surprindem 1intre cuvintele limbajului,
filtrarea amplitudinii vibratiilor corespunzatoare sunetelor verbale si integrarea
lor cu sunetele linie1 melodice. Savantii muzicieni, compozitorii afirma (mai cu
seamad, 1n legdtura cu problema formei muzicale) ca exista o relationare reciproc
avantajoasd 1Intre “melosul poeziei” §i “intonatia” propriu-zisd. Zona de
interferentd intonatia muzicala — poezia se extinde pind la granita sensurilor.
Versul, prin natura sa ritmicd s$i intensitatea emotionald, constituie o
melodicitate. Cu atit mai mult, inserat fiind in forme muzicale, versul ofera nu
numai melodicitate, ci accentueaza lumea sensurilor. Interferenta muzicii si
versului declanseaza o gama variatd de sentimente/sensuri. Intre aceasta pereche
de stimuli (intonatie muzicala <> vers) se stabileste o relatie de concurenta, unde
fiecare tinde spre acelasi efect. Intre intonatia muzicali si cea poetica stabilim
incd o relationare productiva. Intonatia muzicala ramine a fi mai constanta dupa
anumite repetdri, pe cind poezia 1si schimba mereu paradigma, venind, de
fiecare data, cu noi sensuri, creind noi tensiuni emotionale. Noile sensuri
afecteazd pozitiv imaginea muzicald §i cauzeaza efectul proactiv al versului
literar. Adesea, stimulii verbali s1 muzicali se schimba cu locurile. Muzica isi
schimba paradigma prin variatiunile melodice, ritmice, armonice, care produc
noi efecte asupra versului literar.

In domeniul artei muzicale comportamentul personalititii nu poate fi de
naturd conditionatd, ci obligd a raspunde la stimulii venifi din exterior in mod
creativ. Persoanele proactive creazd stimulii, regleaza complexul stimulatoriu,
conserveaza, dezaproba, refac, variaza, valorifica, reconstruiesc, reconstituie, fie
chiar si sub formd de imagini artistice, care nu sint mai mult decit o lume
profound interioara. In capitolele ulterioare vom demonstra posibilitatile
formative ale actiunii muzical-artistice, modelizate in baza demersurilor
teoretice elaborate 1n conformitate cu principiul educatiei personalitatii
proactive.

In rezumat expunem urmitoarele caracteristici in definirea personalititii
proactive: deprinderea de a alege raspunsuri dupd imprejurdri este axatd pe o
atitudine selectiva, insotita de constiinta-de-sine; crearea situatiilor cu elemente
artistice constituie o calitate individuald, care caracterizeaza persoana ca apta
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pentru a fi influentatd de modele pozitive; a domina impresiile si reprezentarile,
adica a da prioritate deciziilor constiente, a stapini o gindire criticd; asumarea
responsabilitdtilor determina gradul si culturd comportamentald (comunicativa,
perceptiva, de creatie) a elevului, ceea ce Inseamna ca el este responsabil pentru
actiunea sa; a determina anumite situatii Tnseamnd a preintimpina erorile,
esecurile si nereusita; cultivarea unei gindiri pozitive, incepind cu determinarea
scopului actiunii proiectate si terminind cu autoevaluarea rezultatelor obtinute.
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Abstract: The principle of proactivity as the basis of education is examined in the article. The
given phenomenon contributes to the changes of personality that take place due to some
organizational rules supported by individual experiences. The author emphases four variants
of significant manifestation of pupil proactivity treated both on theoretical and praxiological
analysis of musical and artistic activity of a pupil.

Keywords: principle of proactivity, personality change, music education

The structure of a proactive personality is a set of lasting connections
which ensures its integrity, forming a resistant construct to external influences
and the firmness to keep the fundamental characteristics of a concrete person.
The personality, in its way of being unique, constitutes a structure with value
accumulations: character, aptitudes, attitudes, preferences, emotions etc. The
individual values develop and get performance orientation in a concrete field
only when the person knows “What to do”” and” How to do” in order to achieve
a qualitative result. Ideally, each person has the following qualities which are
transferable in proactivity:

a) efficient revaluation of individual resources; b) centering on positive actions;
c) reporting their own experience to the performances of the domain and the
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socio-human ideal; d) assuming responsibilities; e) developing trends of a
proactive language.

The proactivity is a living attitude, checked by own experience, its own

way of existence.
Thus, it is an internal —external balanced behavioral way and unlike its activity
substructure not only involves spiritual experience, but also the form of self-
creation. We approach the proactivity as personal variables, as defining behavior
of a personality. To get to a proactive degree of individual action means to give
priority to consciousness and not to accidental events. Through the symbiosis of
the words pro and active, activity, we created the notion with a new significance
superior to the meanings of constituent elements which in the opinion of S.
Covey “denotes something more than to take initiative” [1, p. 58].

The principle of education of a proactive personality contributes to the
directing of pupil’s behavior both from normative positions and taking into
account the personal experiences. The main significance of proactivity consists
in the person’s tendency to change himself/herself - process which develops in
two ways: technological, based on the stimuli that come from exterior and
natural, based on individual features(imagination, self-consciousness, will etc.)
stimulated from the interior. From the perspective of the principle mentioned in
the musical and artistic education it is important to orient the theoretical
approaches and the praxiological laws towards the efficient development of the
action specific to the domain. Nowadays we don’t have a determinative vision
on the identification mechanisms of the motive which triggered the practical part
of the action and measuring the internal activism. Instead we know that “the
external behavior of a person represents his/her action, and the internal behavior
represents his/her spiritual life” [2, p. 95]. The relationship between the elements
of proactivity is rather topical in the formative plan through the musical and
artistic domain which in itself constitutes an internal-external stimulus.

A B
SPIRITUAL
LIFE ACTION

Figure 1.(A, B). Duality of existence

The musical proactivity has different degrees of energy centering with
positive and negative indices. There is a reciprocal relationship between the
structure “to be” (feeling, being, affectivity) and the structure “to know” which
leads to the formation of the phenomenon “self- consciousness” (“to be” and “to
know”).

According to the figure A, spiritual life has the formula: “to be” — self-
consciousness which includes in itself a set of other structures as: knowledge,
will, imagination. The permanent review of knowledge level ‘“adds new
resonances to the consciousness” [2, p. 95] or differently said, a permanent
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“twist” takes place around the structure of “to be” with a full mind of
knowledge (essence state), which schematically has the following aspect: S
(stimulus) — A (“to be”) — P (proactivity) — R (reply). The scheme includes
the following aspects: a) use of reason, intellect of the person, b) knowledge of
individual and socio-cultural existence, ¢) appropriate influence on the inner
world and the connection with the practice. From the figure B we identify the
pupil’s tendency to propagate outwardly the accumulated energies, fo open
himself/herself through art.

The binary scheme S — R was sufficient only for the research of the
problems connected with human behavior in laboratory conditions which were
abstracted from the person’s active components. The simplest relationship S —R,
according to N. Sillamy, is the reflex that is nothing else than a release of
energy, being a reaction to an excitant. We qualify this reaction, this reply as
“inferior nervous activity, unlike the superior nervous activity, that activity of
the brain which puts into operation extremely complex mechanisms of action
from which result the feelings and phenomena of thinking [3, p. 13]. There are
two ways of action: the first takes place under the influence of the determined
events and surroundings, and the second on the basis of individual
independence.

While doing research on the children’s/teenagers’ activity we operate with
the terms “manifestation”, “self-manifestation” etc. which are insufficient to
determine the proactive states of the activity because “to manifest” is not more
than “to be”, “to live”, “to find oneself”. “To be active”, “to find oneself in an
active state” constitutes only a condition of the process of centering the
approach towards a philosophical, proactive meaning. In this case the act of
penetration of the notions activity and proactivity (active — proactive) takes
place.

Many educational errors hide in the way of differentiating the proactive
pupil from that reactive, the activity itself from that fictional because: “It
(personality — V.B.,T.B.) can be identified not only by its name, it is identified
by law, at least in the limits where it recognizes the responsibility (underlined —
V.B.,T.B.) for its behavior[6, p.182]. The behavior based on responsibility can’t
be the result of a false activity imposed from outside because the responsibility
is superior to the activity itself. The theory of musical and artistic education
signals about the existence of so-called brake factors of proactivity both
objective and subjective. Thus, in the works of G. Breazul, D. Kabalevsky,
founders of the new educational concepts in the field of music, many errors of
the educational system are highlighted.

At present the socio-economic values which influenced the entire
infrastructural and individual floor have changed. Music in its essence has the
purpose to reopen the pupil through/towards art. The analysis of the theoretical
approaches on the role of music in the pupil’s life allows us to ascertain that the
majority of these demarches are reduced to the statement that music “ ...listened
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and performed in school, the high music, influences actively the formation of
positive spiritual qualities in the pupil’s personality...”[5, p. 35]. This statement
can obviously be varied and completed, but from one author to another its
meaning is constant: the musical stimuli influence the personality in all the
possible ways. That’s why in the praxiology of musical and artistic education it
is necessary to avoid the short connection in the relation “S — R”, in order to get
an effect at the expense of a relationship mediated by the proactivity.

Between the components of the formula “S — R” is situated not only the
activity itself, but is also created a mental space which determines the territorial
behaviors. The pupil needs such a space, it being fundamental in order to exist
and act. Each person creates an individual space both in the cultural and
educational environment. Depending of the nature of proactive “individual
maps”, the intervention of new events in the individual space creates a state of
spiritual comfort or discomfort. In this context it is necessary to revaluate fully
the pupil’s plasticity and the aptitude of adaptation. We highlight the teaching
concepts which advocates opt for the idea of “specific conditioning of the
educational process by the form of social organization™ [4, p. 7], especially in
connection with the educational purpose to accomplish a definite set of values in
a person. Contemporary teaching invests in education a large amount of
resources in the so-called “training” (with a larger meaning than that of
information and skills) [ibidem] and “education” with a more restricted meaning
as the development of interior forces, especially the formation of positive
attitudes (A.Kriekemans, 1967; V1.Paslaru, 1996, 2003).

The proactive musical and artistic education involves widely the
introduction in teaching of the idea that “we can’t stop at acquiring knowledge,
but we have to continue by developing the intellect and morality, formation of
attitudes (V.B.) [4, p. 8]. The formation of attitudes is in its essence a ‘‘folding
inwards” which is in the possession of artistic creation. Thus, the reply that a
person has to give to a stimulus is not only with external destination, but more
with the tendency to respond to his/her consciousness which is capable to
reopen towards the world which “ would exist outside the physical world” [4, p.
8].

Any question-stimulus how naive and elementary would be awakens
necessarily the curiosity of the questioned, calling into being, to actions
appropriate to his/her energy, individual experience, group experience. The
sound stimulus (S) is mediated by the plastic response (R) which triggers
another “visual + sound” stimulus, which in the end gets the effect (R) of the
feeling or meaning realized into practice, at the acquisition of internal meanings.
The degree of plasticity and musical expressiveness increases with the growth of
the plasticity of the acoustic-visual imagination. The plastic imagination
together with the will, consciousness and self-consciousness constitutes a system
of key capabilities of proactivity model.
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The first degree of interference between the word and music consists in
the proactive orientation, the interference (deviation of a performance which
results from an activity or an interlaced or competitor task) of the musical,
acoustic and verbal signals. The verbal and lingual stimulus in the normal
behavior of a person has the function of “r (redundancy) — s (feeling)” as an
intermediary structure between “S — R”(S —r —s - R). Let’s analyze the role of
this structure in the context of musical signals. The action of identification,
recognition of articulated sounds which make up the oral language is conducted
by the so-called auditory system of “reception and integration” (M.Golu), named
phonemic or verbal hearing. Without materializing the functions of each
phonem, modal element which determines the individuality of words and their
comparison with the calibration models, we refer especially to the degree of
interference between the musical and verbal stimuli. Everything which refers to
singing a song without words involves the vocalization and mainly takes place
the intonation on a certain vowel: “a”, “u” or on a certain syllable: “la”,”lir”,
“luri” etc., fact which confirms the presence of the phonemic hearing. To all
these the songs performed on musical instruments are not devoided of the same
alterations, interferences between musical/verbal stimuli. The second degree of
interference between the musical and verbal stimuli is connected with the
performance with a program, for example: “Morning” by E. Grieg, “Fantastic
Symphony” by H.Berlioz, “Seasons” by A. Vivaldi etc. The word or the word
combination which denotes the musical creation constitutes a stimulus-
programme which orientes the singer (listener who explains) towards certain
anticipatory reactions. Such stimuli are qualified as proactive connections.

The third degree of inteference is caught between the words of the
language, filtration of the amplitude of vibrations corresponding to verbal
sounds and their integration with the sounds of the melodic line. The scholars
musicians, the composers say ( especially in connection with the problem of the
musical form) that there is an advantageous reciprocal relationship
between”’poetry melosus” and “intonation” itself. The interference area musical
intonation — poetry extends till the border of meanings. The verse through its
rhythmic nature and emotional intensity constitutes a melody. Being more
inserted in musical forms, the verse offers not only melody , but emphasizes the
world of meanings. The intereference of music and verse triggers a range of
feelings/ senses. Between this pair of stimuli (musical intonation« verse) a
relation of competition is established where each of them tends to achieve the
same effect. Between the musical and the poetic intonation we also establish a
productive relation. The musical intonation remains to be more constant after
some repetitions, but the poetry changes all the time its paradigm coming each
time with new meanings, creating new emotional tensions. The new senses
affect positively the musical image and cause the proactive effect of the literary
verse. Many times the verbal and musical stimuli change their places.Music
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changes its paradigm through melodic, rhythmic, harmonic variations which
produce new effects on the literary verse.

In the domain of musical art the personality’s behaviour cannot be
conditioned, but obliges to respond to the stimuli that come creatively from the
exterior. The proactive people create stimuli, regulate the stimulating complex,
preserve, disapprove, redo, vary, revaluate, reconstruct, reconstitue even through
artistic images which are not more than a deeply internal world. In the
following chapters we will demostrate the formative possibilities of the musical
and artistic action, modelled on the basis of theoretical approaches elaborated
according to the principle of education of a proactive personality.

In conclusion we will lay out the following characteristics defining the
proactive personality: the skill to choose responses according to surroundings is
focused on a selective attitude, accompanied by self-consciousness; creation of
situations with artistic elements constitutes an individual quality which
characterizes the person as being capable to be influenced by positive models; to
dominate the impressions and representations, thus to give priority to the
conscious decisions, to possess critical thinking; assuming responsibilities
determines the degree and pupil’s behavioral culture (communicative,
perceptual, creation) which means that he/she is responsible for his/her action; to
determine some situations means to forestall errors and failure; cultivation of a
positive thinking beginning with the determination of purpose of the projected
action and finishing with the self-assessment of obtained results.
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2. GANDIREA REFLEXIVA SI EDUCATIA ESTETICA
- SEMNIFICATII SI PERSPECTIVE DIDACTICE
REFLEXIVE THINKING AND ESTETIC EDUCATION
- SIGNIFICANCES AND DIDACTIC PERSPECTIVES

Carmen Alexandrache, Assistant, Doctoral Candidate
sDunarea de Jos” University from Galati of Romania

Rezumat: Abordarea noastra arata importanta dezvoltarii gandirii reflexive in educatia
artistica realizarea. Vom insista asupra aspectelor care dovedesc importanta de reflexivitate
cultivarea in scoala, chiar si prin oferirea unor metode de a cultiva si forma capacitatile
reflexive ale elevilor. Actiunile de reflectie sunt mai usor sa se identifice cu cei care pun
accentul pe sensibilitate si pe crearea de situatii pozitive motivationale.
Cuvinte cheie: metode de predare, competenta, ensibility, comunicare

Angrenatd tot mai mult 1n satisfacerea dorintei de confort si de stdpanire a
informatiei, societatea actuald adanceste tot mai mult conflictul dintre prezent si
viitor, dintre acest ,,astdzi” care il ameninta si chiar il poate distruge pe acel
,maine”. Dincolo de problemele generate de dezechilibrarea raportului dintre
nevoi si resurse, precum si de vicierea relatiilor interumane, constientizam faptul
ca, indiferent de avantul stiintifico-tehnic, ireparabile raman efectele neglijarii
cultivarii sensibilitdtii umane. Oricare incercare de rezolvare a acestor probleme
trebuie sd porneasca de la structura comportamental — afectiva si motivationala a
individului, fiindca, succesul lor de duratd depinde de atitudinea, gandirea si
trairile acestuia. De aceea, esentiald In mentinerea ,,dialogului” cu lumea
inconjurdtoare si cu generatiile viitoare este cultivarea sensibilitatii umane,
obiectiv usor realizabil prin contributia educatiei artistice si prin obisnuinta
individului de a reflecta asupra lucrului realizat, dar si asupra a ceea ce il
inconjoara. In acest fel, omul va descoperi frumosul, il va simti si se va bucura
de el si va dori sa-1 impartaseascd cu altii. Pentru a aprecia frumosul si a
contribui la crearea lui, omul trebuie sd invete sa reflecteze pentru ca actiunile
sale si fie in consonantid cu asteptirile®”. Prin urmare, considerim ci, in
cultivarea sensibilitatii tinerilor si a competentelor de a realiza frumosul®
fundamentala ramane dezvoltarea competentelor reflexive

In scoala romaneasci, problema rolului reflexivitatii in educarea tinerilor
in spiritul educatiei pentru frumos a fost redusd doar la aspectul privind
interpretarea actului creativ. Nu vom cauta sa explicdm aceasta situatie, dar
trebuie sd punctdm acele aspecte care o pot permanentiza:

- scoala tinde sa acorde o mai mare importantd cunostintelor si
comportamentelor, decat atitudinilor si valorilor;

8! Consiliul Europei, 2005. Conventia-cadru a Consiliul Europei referitoare la valoarea mostenirii culturale
pentru societate, Consiliul Europei Tratat Seriile Nr. 199, Faro, 27 Octombrie 2005. Vezi si Consiliul Europei,
2008. Carta alba a dialogului intercultural: “Traiul comun ca egali in demnitate”

62 Moutsopoulos, E., Categoriile estetice, Editura Univers, Bucuresti, 1976
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- insuficienta valorificare 1n activitatea de invatare a experientei personale
si a ancorarii in realitatea concreta;

- neglijarea stimuldrii meditarii active a elevilor asupra continutului
informational si a schimbarilor lor psiho-comportamentale;

- activitatea de invatare nu este bine sustinutd si de dezvoltarea gandirii
critice si creative a elevilor;

- complexitatea programelor scolare descurajeaza desfasurarea exercitiilor
de imaginatie, de inventivitate sau de invatare creativa.

Propunerea noastra este cu atdt mai importanta, cu cat considerdm ca la
baza oricaror actiuni de ordin artistic stau momentele de diagnoza si prognoza,
ele insele fiind rezultate ale reflectiei. Orice initiativd privind admirarea si
interpretarea realizarilor artistice™ porneste de la obisnuinta de a medita asupra
semnificatiei celor observate, de la ,privirea inapoi” asupra celor facute.
Incercam si demonstram astfel cd succesul educatiei artistice este asigurat de
calitatea reflectiilor si ca, progresul Tnseamnd pasul inainte facut doar dupa o
bund cunoastere a potentialului si o buna intelegere a schimbarilor petrecute in
interior sau in jurul elevului. Nu minimalizdm necesitatea formarii si dezvoltarii
competentelor artistice, ci sustinem ca este necesara si cultivarea competentelor
reflexive, deoarece acestea formeaza fundamentul pe care se vor construi cele
artistice.

Consideram ca reflexivitatea este la fel de activa ca s1 cercetarea si
relationarea sociala, fapt pentru care ea necesita o pregitire indelungatda si
complexd, multd implicare, timp si experientd In stabilirea momentelor,
strategiilor si a mijloacelor care ii determind functionalitatea si eficacitatea.
Studiul nostru nu intentioneaza sa explice importanta pe care educatia actuala
trebuie sa o rezerve activitatii de reflectie a celor implicati in procesul didactic,
ci, mai mult decat atat, el i1 propune sd indice cateva aspecte metodologice care
ss ajute la realizarea unor meditatii active, angajante, cu finalitate instructiv-
educativa.

Perceputa ca o intoarcere a ,,privirii critice” asupra lucrului incheiat,
reflexivitatea, ca atitudine de meditare activa poartd responsabilitatea provocarii
si alimentarii oricarei initiative in domeniul instructiv-educativ: determina
gandirea la ceea ce s-a intdmplat si evalueaza rezultatele, pregatind in acelasi
timp o noud actiune. Farad aceasta, orice demers didactic si initiativa inovatoare
ar fi dezarticulate ori ineficient valorificate.

Inceputurile problemei reflexivitatii au fost reduse la dictonul ,,s3 invatim
ficand” (learning by doing)™; reflexivitatea apare ca atitudine constients,
provocati si urmarita in scop evaluativ. Insa, la nivelul impresiilor, reflexivitatea
a fost prezentd cu mult Tnainte: reflectiile au ajutat la adaptarea individului, la

% Burke, E., Despre sublim si frumos,Editura Meridiane, Bucuresti, 1981. Vezi si Calinescu, G., Principii de
estetica,Editura Fundatia regala, Bucuresti, 1939

4y Dewey Democratie si educatie, EDP, Bucuresti, 1972. See Reed, J. & Koliba, Ch., Facilitating Reflection. A
Manual for Leaders and EducatorsWritten, http://www.uvm.edu/~dewey/reflection_manual/ _, too
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formarea traditiilor si la elaborarea oricarui produs cultural cel putin. De atunci,
reflexivitatea s-a manifestat in forme diferite, trecind de la eforturile de
cunoastere §i autocunoastere, indeosebi prin introspectie, la cele care indemnau
oamenii sd priveascd sceptic lumea. Limitdndu-ne la domeniul stiintelor
educatiei, vom atribui reflexivitatii trei componente definitorii:

1. capacitatea de a medita asupra propriilor abilitati, asupra contextului
social, politic si educational care influenteaza actul pedagogic, asupra relatiilor
care asigura functionalitatea catenei individ-obiective-mediu;

2. demersul metodologic care favorizeaza analiza critica a activitatii, In
ansamblul sau structural;

3. examenul aprofundat si intentionat asupra propriilor actiuni®.

In cadrul stiintelor educatiei, problema reflexivititii este prezentd
permanent, chiar dacd nu 1 se acordd o atentie speciald, aceasta fiind legata de
momentele de diagnoza privind activitatea care tocmai s-a incheiat sau de
prognoza, in cazul activititii care urmeazi si fie desfisurati. In functie de
gradul de manifestare a reflexivitdtii, aceasta se poate defini prin doud structuri
(vezi Tabelul 1):

Structura Forme de Recomandari Observatii
manifestare

Reflexivi * reactil Aceasta trebuie Reflexivitatea simpla fard o

tatea verbale inteleasa ca fiind | bund analizd a ,datelor”, ea e

simpla [ * gesturi orientatatd optimist | rdman undeva la nivelul judecatii
spre atingerea | superficiale, sub forma
scopurilor educatiei | aprecierilor ,am aflat”-,,nu stiu”.
in general In acest caz, reflexivitatea va avea

un impact mai puternic asupra
propriei personalitdti, dar mai ales
asupra  celorlalti, influentand
»dialogul”cu ceilalti.

Reflexivi » rezultatul Aceasta se focuseaza Reflexivitatea elaborata,
tatea unor pe gs1m1larea de | manifestatd in sensul ca, datele”
1 = P cunostinte, pe & 1i . .
elaborata operatii A . | au fost analizate din perspectiva

o reprezentdrile si o o e
psthice deprinderile formate raportdrii la ceilalti si comparate
complexe si prea putin trdirile | CU alte experiente proprii sau ale

afectiv-volitive altora, cu opiniile proprii sau cu
principiile, teoriile cunoscute pana
la. momentul respectiv. Fiind
provocatd, aceasta este plasatd de
obicei la sfarsitul activitatii
didactice (feed-back-ul lectiel,
desi cu un timp de manifestare de
cele mai multe ori insuficient)

Tabelul 1: Structura reflexivitatii

85 Zeichner, K., Liston, D.P., (1996), Reflective teaching: An introduction, Lawrence Erlbaum, Manhwah
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In realizarea educatiei estetice, aceste forme ale reflexivitatii contribuie
la orientarea atentiei elevilor spre actiuni de meditare activa asupra celor facute
sau traite; constientizdnd si valorizdnd mai mult propriile schimbari
comportamentale si afective, elevii isi vor dezvolta experienta de viata, ca
fundament al viitoarei invatari. Pentru a ilustra mai bine aceasta interferenta,
intre reflexivitate si educatia estetica, am utilizat diagrama Venn:

REFLEXIVITATE EDUCATIE
- gandire critica -
- rgneditatie asupra - sensibilitate ESTETICA
lucrului facut - atitudini i - cunostinte
- constructie-re - valori - deprinderi

- emotii si afecte
- situatii motivationale
-relationare sociala
- colaborare

practice artistice
-strategii educative
-adaptarea
mediului de
invatare

constructie

- planificare-orga
nizare-verificare
- perfectionare

Din diagrama de mai sus, observam ca, in contextul realizarii obiectivelor
educatiei estetice, reflexivitatea se identifica usor cu experienta cognitiva si
emotionald necesare cultivarii aptitudinilor artistice si a sensibilitatii estetice.
Din relatia stabilitd intre cele doud domenii ale actiunii educative, se desprinde
importanta care trebuie acordata reflexivitatii din perspectiva Invatarii sociale si
a cultivarii sensibilitatii umane.

Asociind reflexivitatea cu invatarea sociald sperdm sa identificam si sa
aplicam strategiile de intercunoastere si de adaptare la mediul social, respectiv
cele de armonizare psiho-sociald. In aceastd situatie, activitatea reflexiva se
poate desfasura la nivel observational (atunci cand reflectia este determinatd de
observatiile obtinute Tn urma asistarii la manifestarea unor comportamente,
atitudini, actiuni si discursuri exterioare sinelui, etc.) si la nivel participativ
(reflectia este cauzatd de implicarea personald a individului in actiuni si
interrelationari). La acest ultim nivel, in functie de consecinte, reflexivitatea
poate avea, fie o dimensiune latenta (modificarile pe care le individualizeaza
sunt legate mai mult de reactiile grupului, decat ale individului 1n cauza,
raspunzator de faptele si gesturile facute), fie active (modificarile sunt dinamice,
influentand structura grupului social®. Daci elevii vor fi obisnuiti si reflecteze
activ si obiectiv la lucrul facut sau care trebuia sa il realizeze, precum si la
schimbarile petrecute in structura sa psiho-afectiv-comportamentald, , ei se vor
responsabiliza Tn ceea ce priveste propria invatare, devenind interesati de
progresele si performantele lorDe aceea, actiunile de reflectie se identifica usor
cu cele de sensibilizare si de creare a situatiilor pozitiv motivationale.

% Moon, J. A,. (1999), Reflection in Learning and Professional Development: Theory and Practice, Kogan Page
Limited, London
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Pentru cd asupra acestui aspect ne-am propus sa insistdim in prezentul
demers, vom centraliza observatiile noastre intr-un tabel care trebuie sa ilustreze
legatura dintre actiunile de reflectie si rezultatele lor asupra educatiei estetice

(Vezi Tabelul nr 2):
Nr | Domeniul | Actiuni reflexive Competente formate
crt de
reflectie
1 cognitiv - exercifit de redare a | -sintetizarea continutului stiintific
continutului prin organizatori | - deprinderea de a reflecta critic asupra
grafici unui text
- exercitii de rezolvarea a |- capacitatea de a concepe si aplica
situatiilor de caz solutii, de a completa sau compara
- rezolvare de probleme informatii
- exercitii de descoperire si | -capacitatea artistica de exprimare a
reprezentare a  frumosului: | sensibiitatii fatd de frumos
,jurnalul reflexive”, ,jurnalul cu
dubla intrare”, ,,eseul de cinci
minute” etc.
2 Afectiv- - exercifii de comunicare | Exprimarea stdarii emotionale cu
emotional | individuald a starii emotionale | ajutorul emoticoanelor sau a altor
dupd o secventd de invatare simboluri
- exercitii de comunicare a | Reflectarea  asupra  schimbarilor
emotiilor si de explicare a | afective siexprimarea emotiilor
evolutiilor lor Capacitatea de a verbaliza realitdtile
emotionale
3 Aptitudi Exercitii de reflectare asupra | Capacitatea de a evaluare a
nal produselor de creatie activitdtilor de creatie artistic
Exercitii de scriere si rescriere, | Capacitatea de aprecia valoarea estica
de rezumare si de identificare- | a unor produse si de a face analize
solutionare de problem, de | critice
evaluare a actiunilor proprii si | Reprezentarea sub diverse forme a
ale celorlalti, de dezvoltare a | frumosului din jur
experientei propprii prin actiuni
de reevaluare a gesturilor si
tradirilor personale
4 Atitudinal- | - exercitii de exprimare mimicd | Manifestarea atitudinii de respect fata
gestual si gestualda a emotiilor generate | de  formele de reprezentare a

de receptarea frumosului

frumosului

Tabel 2: Reflectie si educatie estetica
Din aceste perspective, consideram ca reflexivitatea trebuie identificata cu
un fenomen de creatie, in sensul cd individul, confruntidndu-se cu anumite
situatii, va fi nevoit sa afle solutii. In egalda masurda ea ramane o actiune
subsumata spiritului critic. De aceea reflectiile elevilor nu pot fi supuse
examinarii critice, deci raportdrii la obiectivitate (adicd la valorile acceptate
unanim, la nivel colectiv). Insa, cunoasterea lor de citre ceilalti capata un rol
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reglator si corectiv foarte important in organizarea, desfasurarea si aprecierea
activitatilor instructiv-educative.?.

In concluzie, putem considera ci reflexivitatea presupune nu numai
gandirea asupra a ceea ce a fost sau trebuia sa fie (realizdndu-se astfel o analiza
criticd asupra acestora), ci ea se impune a fi completata de actiune (prin prisma
ludrii deciziei si a aplicarii ei). Toate activitatile trebuie sa se focuseze nu doar
spre atingerea obiectivelor specifice educatiei estetice, ci sd contind exercitii de
verbalizare a reflectiilor (a gandurilor si trairilor provocate de actiunile
savarsite), pe desfasurarea de activitati de interactiune cu ceilalti, pe dezvoltarea
gandirii reflexive si a imaginatiei, pe cultivarea scepticismului reflexiv, etc.

Practica scolard ofera o multitudine de situatii de reflectare in care aceste
competente pot fi dezvoltate. In acest sens, trebuie si recunoastem ci extrem de
utile sunt tehnologiile comunicationale electronice. Internetul, ca mijloc
tehnologic ultra modern contribuie la crearea unui spatiu de reflectie si de
exprimare personald (pentru adnotdri personale in mod asemanator unui weblog:
ePortofolios, jurnale online etc.). Desigur, acest demers teoretic si sugestiile
metodologice care I-au insotit, nu au reusit sa finalizeze aspectele propuse; ceea
ce am demonstrat poate sa deschida noi perspective de intelegere a rolului
de faptul ca reflexivitatea trebuie asociatd cu pregitirea tinerilor pentru
societatea de maine.
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Abstract: Our approach shows the importance of developing reflective thinking in the
realization artistic education. We will insist over the aspects that prove the importance of
cultivating reflexivity in school, by offering even some methods to cultivate and train the
reflexive capacities of students. The reflection actions are easier to be identified with those
that focus on sensibility and on creating positive motivational situations.

Keywords: teaching methods, competence, ensibility, communication

Drawn more and more into satisfying the need for comfort and for the
control of information, the present day society deepens even more the conflict
between present and future, between ‘“foday” that threatens and can even
destroy “fomorrow”. Besides the problems generated by the unbalanced
relationship between needs and resources, and also by the destruction of the
human relationships, we are conscious of the fact that no matter the scientific-
technical progress, the effects of neglecting the cultivation of the human
sensitivity are the ones that are irreparable. Any attempt to solve these problems
must start from each individual’s behavioural-affective and motivational
structures, because their lasting success depends on his attitude, thinking and
feelings. Thus, essential for maintaining “the dialogue” with the surrounding
world and with the future generations is the cultivation of the human sensitivity,
an objective easy to be reached with the help of the art education and of each
individual’s reflection upon what he has accomplished and what surrounds him.
In this way, man will discover beauty, he will feel and enjoy it, and he will want
to share it with others. In order to appreciate beauty and to contribute to its
creation, man must learn how to reflect so as his actions reach his expectations®.
Therefore, fundamental in cultivating young men’s sensitivity and abilities to
create beauty” remains the development of the reflexive abilities.

In Romanian schools, the problem of the role played by reflexivity in
young men’s education towards loving beauty was reduced only to the aspect
concerning the interpretation of the creative act. This situation will not be
explained now, but it is necessary to pin point those aspects that could make this
situation a permanent one:

— school seems to pay a greater attention to knowledge and to behaviours
than to attitudes and values;

— the learning activity does not appeal enough to the personal experience
and the reality existent;

6% Consiliul Europei, 2005. Conventia-cadru a Consiliul Europei referitoare la valoarea mostenirii culturale
pentru societate, Consiliul Europei Tratat Seriile Nr. 199, Faro, 27 Octombrie 2005.Consiliul Europei, 2008.
Carta alba a dialogului intercultural: “Traiul comun ca egali in demnitate”

69 Moutsopoulos, E., Categoriile estetice, Editura Univers, Bucuresti, 1976
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— a certain degree of neglect is perceived on what concerns the stimulation
of pupils’ active thinking upon the information received and upon their
psycho-behavioural changes;

— the learning activity is not corroborated with the development of pupils’
critical and creative thinking;

— the complexity of the curriculum discourages imagination, ingenuity or
the creative learning.

Thus, our proposal becomes even more interesting as we think that at the
basis of each artistic action are the moments of diagnosis and prognosis resulted
from reflecting. Any initiative regarding the admiration and the interpretation of
the artistic achievements’” starts from the habit to meditate over the significance
of the things observed, from “looking back™ over the things done. Thus, we are
trying to prove that the success of the art education is ensured by the quality of
reflections and that progress is the step forward done after we are quite aware of
the potential and after understanding the changes occurring inside the pupil or
all around him. The need for training and developing the artistic abilities is not
minimized, but it is stated that it is also necessary to cultivate the reflexive
abilities due to the fact that they make up the basis for the artistic ones. We
consider that the reflexivity is as active as the scientific research and the social
relationships, a fact for which it necessitates a prolonged and complex training, a
lot of involvement, time and experience in establishing the moments, the
strategies and the means to determine its efficiency. Our study does’ not intend
to explain the importance of current education in the reflect of activity of those
involved in teaching, but more than that, we aims to show some methodological
issues that helped to make to active and engaged meditations, with educational
purpose.

Perceived as a turn of the critical look view over the result, reflexivity, as
an attitude of active meditation bears the responsibility of causing and
supporting any kind of initiative in the instructive- educational sphere: it
determines the thinking towards what has happened and it evaluates the results,
preparing at the same time a new action. Without it, any didactic approaches and
any innovating initiative would be disarticulate or inefficiently valued.

The beginnings of the problem of reflexivity was reduced to the saying
“let’s learn by doing” (learning by doing) ”'; reflexivity appears as a conscious
attitude, brought about and followed in an evaluative purpose. But, at the level
of impressions, reflexivity was presented a long time ago: reflections have
helped the individual to adapt, the traditions to be formed and at least to form
any cultural product. Since then, reflexivity has manifested in different forms,

" Burke, E., Despre sublim si frumos,Editura Meridiane, Bucuresti, 1981. Vezi si Calinescu, G., Principii de
estetica,Editura Fundatia regala, Bucuresti, 1939

"' ] Dewey Democratie si educatie, EDP, Bucuresti, 1972. See Reed, J. & Koliba, Ch., Facilitating Reflection. A
Manual for Leaders and EducatorsWritten, http://www.uvm.edu/~dewey/reflection_manual/_, too
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passing from the efforts of knowledge and self-knowledge, especially by means

of introspection, to those that urge people to have a skeptical look on the world.
Limiting to the aria of educational sciences, reflexivity will be attributed three
defining components:
1. the capacity to meditate over one’s own abilities, over the social, political
and educational context that influences the pedagogical act, over the

relationships

which assure the functionality of chain

objectives- environment;
2. the methodological approach which favors the critical analysis of

activities in their structural assemble;
3. the deeper examination of one’s own actions’”.

In the educational sciences, reflezivity is always present even though it
does not receive a special attention, it being linked to the moments of diagnosis
on what concerns the activity that has just ended or to the prognosis, in the case
of the activities that are to be done. According to the degree of manifesting
reflexivity, it can be defined by means of two structures (see Table 1).

individual-

Structure | Manifestati | Recommendations Observation
on forms
The simple | «reactions | This must be understood The simple self-reflexivity,
reflexivity verbal and oriented towards | without a good analysis of “the data”
0 * gestures | sustaining the optimistic | (they remain at the level of the
objectives of education in | shallow judgement under the form of
general the appreciations of the type I have
found out — I do not know...). In this
case, reflexivity will have a stronger
impact over one’s own personality,
but especially  over  others,
influencing “the dialogue” with
others.

The « the This are focuses on the The elaborate self-reflezivity, by
elaborate result of | assimilated kqowledge, means of which “the data” have been
self- some the representations and | ;,a1i/64 from the perspective of the

. the built up skills and . s
reflezivity more very little on the way in which one relates to others
complex | emotional- volitional | and the way in which one personal
psycholo | feelings. experience is compared to another or
gical to the experiences of others, to one’s
operatio own opinions or principles, to the
ns present known theories. Being

something that it is provoqued, it is
usually placed at the end of a
didactic activity (the feed-back of the
lesson, even though its time of
manifestation is usually insufficient).

Table 1: The structure of reflexivity

72 Zeichner, K., Liston, D.P., (1996), Reflective teaching: An introduction, Lawrence Erlbaum, Manhwah
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In accomplishing the aesthetic education, these forms of reflexivity
contribute to the orientation of pupils’ attention towards the actions that require
an active thinking over the things done or lived; by understanding and by
intensively using their own behavioural and affective changes, the pupils will
develop a life experience as a basis for the future learning process. In order to
better ellustrate this interference between reflexivity and the aesthetic education,
the Venn diagram was used:

REFLEXIVITY A

- Critical thinking ESTHETIC
- Meditation on - Sensibility EDUCATION
working done - Attitudes and values - Knowledge

- Artistic-practical skills
-Educational strategies
-Adaptation learning
environment

- Emotions and affects
- Motivational -
situations
- Ssocial-relationships
- Collaboration

- Construction-reconstruction
- Planning, organizing,
checking

- improvement

In the diagram we can see that in the context of achieving the objectives of
the aesthetic education, reflexivity is easily identifiable with the cognitive and
emotional experience needed for the cultivation of the artistic abilities and the
aesthetic sensitivity. From the relationship established between the two fields of
education we can see the importance that must be given to reflexivity from the
perspective of social learning and of cultivating the human sensitivity.

Combining reflexivity with the social learning will help to identify and
apply the strategies of inter-knowing and of adapting, respectively of psycho-
socio harmonization. In this situation, the reflexive activity could take place at
the observational level and at the participative level (reflection is caused by the
personal involvement of the individual in actions and inter-relations); according
to the consequences, reflexivity can have either a latent dimension (the
individual changes are linked more to the reactions of the group, than to the
individual, that is responsible for the facts and the gestures he did) or an active
one (the changes are dynamic, thereby influencing the structure of the social
group) ”. Reflecting upon what one has done or on what one could have done
increases the trust in one’s own strenghts and it increases the desire to go on
with getting to know and to build up one’s personality, a thing which develops
the intrinsec motivation. The pupil will reflect activelly and objectively on them,
according to the principle not everything that others think about me is true and
useful for my personality or to the principle let the good ones develope and the
bad ones to correct themselves. Due to the fact that the present paper is focusing

> Moon, J. A,. (1999), Reflection in Learning and Professional Development: Theory and Practice, Kogan Page
Limited, London
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exactly upon this aspect, all observations will be centralized in a table that must
illustrate the link between reflecting actions and their results upon the aesthetic
education (see Table 2):

No | Reflection | Actiuni reflexive Competente  formate The newly
field developed abilities will be

1 | The - exercises for the rendering of a | - the synthesizing of the scientific
(cognitive) | content through graphic | content;
reflection | organizers, - the ability to critically reflect upon a
field - for solving case studies and | text;

problems; - the ability to find and apply
-for the  discovery and | solutions, to complete and compare
representation of beauty ("the | information;

logbook", "the double entrance | - the artistic ability to express the
journal", the essay of five | sensitivity towards beauty.

minutes etc.)

2 | The - exercises for individual | - the expression of the emotional state
affective- | communication of emotions that | with the help of emoticons or of other
emotional | occurred after a learning | symbols;
field sequence; - the reflection upon the affective

- for communicating the | changes and the expression of
emotions and for explaining | emotions; - the ability to verbalize the
their evolution emotional realities.

3 | The - exercises of reflection upon the | - the ability to evaluate the activities of
capacity products of creativity; artistic creation;
field exercises of  writing and | - the ability to appreciate the aesthetic

rewriting, and of summarizing, | value of some products and to make a
the  descriptions,  problem- | critical analysis;

solving, awareness and | - the representation of the surrounding
revaluationa experience actions.. | beauty in different forms.

4 | The - exercises for mimic and | - the manifestation of respect towards
gestural- gestural expression of emotions | the forms of representing beauty.
attitudinal | generated by the sight of beauty
field

Table 2: Reflection and aesthetic education

This modality reflects the interest, the degree of attention paid, the feeling
towards discovering information, the degree of fulfillment felt towards the way
in which he has interacted with the colleagues, the satisfaction towards the
colleague’s participation at the activity or towards his own, the satisfaction
towards the results accomplished and towards the efforts done, etc””.

™ Strampel, K.; Oliver, R., (2007), Using technology to foster reflection in higher education. In ICT: Providing
choices for learners and learning. Proceedings ascilite Singapore,
http://www.ascilite.org.au/conferences/singapore07/procs/strampel.pdf,.
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The present paper converges towards the fact that reflexivity presupposes
not only thinking over what has happened or what should have happened (doing
thus a critical analysis over them), but it is imposed to complete it with actions
(by taking decisions and applying them).

The activities may focus on: exercises of verbalizing the activities and the
interactions with others, the critical reflections, the imaginative speculations, the
skepticism reflexive, exercises for personal reflection, exercises of writing and
rewriting, and of summarizing, the descriptions, problem-solving, awareness and
revaluationa experience actions. The teaching practice offers a multitude of
situations for reflecting, in which case all these components can be developed.
The Internet, accessed with the help of modern and ultra- modern technologies,
allows the creation of a space for reflection and for personal expression (for
personal annotation similar to a weblog, ePortofolios, on-line diary etc.)

Of course, the theoretical approaches, the activities and the methodological
suggestions cannot all be covered by the present study; those presented until
now, are just some openings towards the perspective of associating reflexivity
with the idea of education for the future.
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3. DIMENSIUNEA MORALA A PREDARII. O ABORDARE
TEORETICA - APLICATIVA SI CATEVA IDEI PENTRU
PROGRAMELE DE FORMARE A PROFESORILOR
THE MORAL DIMENSION OF TEACHING. THEORETICAL
APPROACH AND SOME APPLICATIVE IDEAS FOR THE
TEACHER TRAINING PROGRAMS

Elena Seghedin Postdoctoral researcher,
Romanian Academy, Iasi Branch, Romania

Rezumat: Lucrarea prezinta o sinteza a literaturii dedicate profesionalismului si
profesionalitatii  profesorilor. Autoarea descrie succint un model personal al
profesionalismului profesorilor; modelul tridimensional sustine nevoia formarii capacitatii
reflective ca liant intre componentele tehnica si moral-deontica. Alaturi de dezvoltari
teoretice, lucrarea contine si rezultate ale unei anchete tip FG, de la care au fost formulate
citeva repere aplicative utile pentru formarea capacitatii reflective a viitorilor profesor, in
situatia utilizarii noilor tehnologii.

Cuvinte cheie: etici profesionale, responsabilitatea individuala si profesionala, capacitatea
reflexiva, noile tehnologii

Abstract: This paper represents a synthesis of the literature dedicated to teachers
professionalism and professionality. The author describes a new teachers professionalism
model. These three - dimensions model has in the center the reflective capability which is the
necessary link between technical elements and the moral elements of teaching
professionalism. The findings of a Focus Group Interview are presented like a starting point
for some remarks for the teacher training policy related with using New Technologies on this
type of professional development programs.

Keywords: Professional Ethics, Individual and Professional Responsibility, Reflective
capability, New Technologies

Teaching as a Moral Profession

We all know that, the professional excellence in education depends on
individuals who take responsibility for acquiring and maintaining professional
competence. It is well known the fact that the teacher is a special kind of
practitioner because the axiological perspective involved in each education
action is a very wide one.

International Institute for Educational Planning (under UNESCO)
periodically recommends the organization of public debates upon
professionalizing the teacher career. In introduction to the study published in
1995, The Utilization and Professional Development of Teachers: Issues and
Strategies, A.R. Thompson clearly shows the need of educators
professionalizing, beginning with realist standards as formation referential —
“They have to possess the right knowledge and skills, some individual
characteristics adequate to the profession, they have to be motivated and to be
shown the right professional perspectives,... if they want their hopes to become
true.”(Delors, trad. rom., 2000, p. 11)
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Since at least the mid 1990s, a number of proposals for improving the
Romanian public education have included a call for professionalizing teaching.
All over the world this issue appears much earlier, for example, in US since the
1970s important activities for elevating teaching to the status of a “true”
profession have been developed (for example, we studied the works of Howsam,
Corrigan & Denmark, 1985; Burbules & Densmore, 1991, Soder, 1990). In
Tomorrow’s Teachers report (1986) the Holmes Group identified its goal as
“nothing less than the transformation of teaching from an occupation into a
genuine profession.” like the words of M. Altet who tried a synthesis of it.
(Altet, 1997, p. 3)

Since the 1990s, one of the Romanian education reform’ experts, Cezar
Barzea tried to demonstrate that there is “a science and an art of education”;
teaching is not strictly a technical/rational, skill-driven task, thus it is very
difficult to develop standards of professional practice, when a sufficient degree
of autonomy and self-governance are still missing...(apud. Calin, 1996).

Pratte & Rury (1991) listed four criteria that constitute a profession:
remuneration, social status, autonomous or authoritative power, and service. In
the same year, Burbules and Densmore made up a taxonomic approach which
focuses on a list of the profession characteristics: professional autonomy; a
clearly defined, highly developed theoretical knowledge base; control of
training, certification and licensing of new entrants; self-governing and self-
policing authority, especially with regard to professional ethics; a commitment
to public service (apud. Hoyle, 2001). When teaching is examined through the
criteria that shape the traditional view of a profession, certain elements are
missing. (see Soder, 1990, for extended explanations see the synthesis from
Airaksinen, 1998).

In order to meet the large variety of requirements and to shape up a
behavioral offer to diverse challenges, the educator / the teacher must be able to
reflect over the meanings of his actions, to be aware of his mission. The
reflective ability represents the mobile element, which facilitates the transition
between the educator’s professional conscience and the educator’s professional
conduct. We cannot develop any type of firm convictions without resorting to
reflection, as long as we cannot impose to an individual to respect rules or
norms, without knowing them first; the reflective capability helps the individual
to choose. An heuristic approach to professional ethics is important for
developing the students’ reflective thought which is imposed by the diversity of
the ethical dilemmas from the educational practice. The capacities that are
subsumed to the analytical thinking are not just the ways that could be used for
accusing an educator in case of mall-practice, but as many opportunities not to
make mistakes in the professional evolution, after they have decided to assume
the “courage to educate” (Federico Savater).

Numerous authors have discussed teaching as a moral activity (Ayers,
1993; Jackson, Boostrom, & Hansen, 1993; Noddings, 1984. 1992; Sockett,

196



1993, Tom, 1984). Although these descriptions differ to some degree, but two
common features emerge: /) teaching is founded upon a relationship between
two or more individuals and therefore must be guided by a morality of
relationship; and 2) teachers are engaged in changing the behavior of others to
attain prescribed ends. These ends involve making decisions about what others
should know and become: such judgments are based upon questions of value
and worth, making them moral judgments. Jackson and colleagues cogently
bring these two points together saying that teaching is "a way of trying to make
people better than they are, which means that it is always legitimate to ask
questions about how well or how poorly the teacher's students are being treated.
And to raise questions about how one person treats another, no matter what the
relationship, is to enter the domain of moral judgment" (Jackson et al., 1993, in
K. A. Strike & P. L. Ternasky, 1993)

Teachers professionalism. A Three-Element Professionalism Model

In this part of our paper we’ll try to elaborate a synthetic answer for the
following questions: Why reflective capacity? And why is so important for the
pre-service teacher training?

We must learn the student teacher, first of all, to see what is the moral life
of a classroom and, after this, to understand what is mean and which are the
daily responsibilities of a teacher. Many educators today espouse the view that
teaching is a moral endeavor, but they don’t realize what is about. Tom A.
(1984) said in one of his very concrete articles - ,,The everyday business of the
classroom is potentially as rich in moral lessons as are the most ambitious
curricula. Yet most of us usually go about our work in classrooms unaware that
our daily actions emit moral messages.” (apud. K. A. Strike & P. L. Ternasky,
p-190)

A question is now in my mind: we have the responsibility to make student
teachers aware about it or no??? The same author have a complete and very
reflective answer: ,,Yet most of us usually go about our work in classrooms
unaware that our daily actions emit moral messages. We often act unmindful of
the fact that our actions presuppose a broader moral framework that says, in
effect: this curriculum, this way of teaching, this way of conducting ourselves,
and this way of treating young human beings, is better than others. In an
important way, this unawareness is both natural and necessary. (see K. A. Strike
& P. L. Ternasky (Eds.), 1993)

If teachers sought to be constantly alert to the moral impact of their work,
they might find themselves suddenly walking on eggshells in the classroom,
fearful that at any moment a single word or deed might morally injure a student.
Such self-awareness could breed what Dewey called "a mania of doubt" that
would bring meaningful teaching to a standstill. Ironically, then, actual teaching
often has to take place "in the moral dark." Rather than looking over their
shoulders at their own moral assumptions, teachers must look at what is going
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on in front of them. When in the presence of their students, they must teach
rather than worry about the warrant for their teaching. (...) ”( Kansanen., P.,
1991, p. 253)

One of the theoretical base for our researches is represented by a personal
model for teachers professionalism - A three-element professionalism Model, in
which the reflective capacity represents the link between the other two
components - technical (scientific and didactics knowledge and skills) and moral
elements (which are involved in everyday teaching activities). The author tried
to demonstrate that the reflective capacity represents the link between the
technology of teaching and the ethical components of teaching. The professional
autonomy and responsibility are described like the main conditions in designing
teaching professional standards and competences. The professional autonomy of
the teacher refers both to the personal ability of making operative decisions
while working, in the absence of any outer pressure or outerprofessional
opinion, and to the pertinent social responsibility towards the results and quality
of the educational practice. We cannot consider the teachers responsible of
things over which they do not have any power of decision, because their
autonomy has not covered that situation. (see on the same idea Schon, D.A.
1983)

The reflective capacity understanding could begin with a list of it’s
structural and functional components:

- to “see” and to define problems

- the capacity to argue, to find good arguments

- to use a large set of analysis methods for understanding concrete situations
- to elaborate or structure good solutions

- to apply decision making techniques

- to select the best solution for a concrete situation or case

- to use self-reflection and self-control strategies

Starting with the professional development ideea (professional
development being a syntagm frequently used in professional ethics, to define
the implicit dynamics of a professional career), we accept the need of raporting
to a set of quality criteria or to standards of professional competence; the fact
that there is a certain evolution in career makes true the fact that these standards
are reached in time, which implies the idea of some levels that must be satisfied
while reaching performance in the professional practice. The professional
competence 1s achieved in time, the preservice (initial) education being only the
debute in training professionals. The certification as a professional educator is
made at a certain time after finishing the theoretical courses and, only after some
criteria about the candidate’s atitude are satisfied, which can put to good use or
not, the second period of the preservice (initial) education — probation. As a
debutant teacher, a candidate has the posibility to be guided, that means to have
a magister or an advisor (see, the Mentor teacher Status, on the National
Education Ministry Orders). The probation step becomes the most important one
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for the assumation of the professional responsibility, being the time when the
graduate himself is able to apply the things that he has learned during the
University studies. The probation time is the moment when he can get another
chance in the professional decision. Going to the certification exam is, in fact,
the decision for following a teaching career. (details on our works, Seghedin,
2004 and 2011)

As we can see, the technical part of the professional competence is
obviously necessary, but not sufficient in educational activity. Any profession
impose a distinct professional morality, built on a set of values and rules
involved in professional educator’s practice. The professional ethics has two
distinct components from the individual-colective perspective:

- A group professional ethics, which is developed in time, by acquisitions
regarding the practice quality of each professional and of the professional
community as a social group;

- A personal professional ethics, which is formed on several levels of individual
moral development given as evolution opportunities, carried on at the same time
with the professional development steps; represents one of the in-service teacher
education purposes.

Starting with the idea that the quality of teacher training is an important
factor of the quality of teaching and education, we tried to discover the personal
perspective under the teachers describe their group professional ethics.

Teachers perceptions about the ethical dimensions of teaching — an
empirical study

From this perspective, we suggested to a number of 61 professional educators to
take time to reflect and debate, starting from two sets of principles: ones that are
the basis of professional standards (edited in 2002, with Lucia Gliga as
coordinator) and a series of laws of professional ethics that were clarified (based
on the literature of the field) in student debates — these students were candidates
for a career in the educational field. Throughout the second semester of the
university year 2011-2012, debates of the type FG (Focus-group) with 15-16
participants and of 3-4 hours each were organized. In order to interpret the
results, several variables for the group of educators were identified. According
to the variable of number of years dedicated to the didactic profession, subjects
were grouped as follows: Tenure: 17, 2" Degree: 10, 1¥ Degree: 34. According
to the variable of the medium in which subjects performed their profession: 25
work in institutions in the city, while 36 in institutions in the country side. From
the 11 items suggested for the FG meetings, we have chosen those which are
relevant to our objective: based on the opinions of the subjects (professional
educators), we are trying to delineate the content elements of the professional
ethics competence.

1. In your opinion, to what extent is the didactic profession a moral one?

2. In your opinion, what does being a responsible educator mean?
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3. Suppose you could start it all over again professionally;, knowing the
advantages and the limits of your profession, would you still choose to be an
educator?

3.1. Explain your choice.

4. What qualities do you think a professional educator should have?

5. Have you had, throughout your teaching, moral dilemmas? Give examples.
Do you think that a deontological code of the educator is necessary? Explain.

6. What professional responsibilities do you think an educator in the Romanian
educational system has?

The debated ethical principles implicit to the educational profession are:

a. Searching for and telling students the (scientific) truth

b. Minimizing the area of negative effects. The principle of minimizing the
harm is based on values like honesty, understanding, tolerance, compassion,
respect.

c. The educator’s independence — towards ideologies, professionally co-
working subjects (e.g. having your own children in the class you teach may lead
to an overlapping of interests and/or norms!)

d. Social responsibility (or moral-professional responsibility!?)

Each principle was offered a time of reflection, and the result of the fruitful
debates was the idea that they could be constrained in the form of professional
conduct norms. To give some examples, we extracted from the protocol of one
of the debates the section dedicated to the second principle:

S1: The principle of minimizing the harm is based, in my opinion, in the
educator’s responsibility to treat the beneficiaries of his work (pupils, students,
parents) decently and... showing consideration for their dignity even in the most
difficult circumstances.

S2: There is here an instance of the Kantian imperative of always treating the
others as purpose and never (only) as a means to do something... thus, this
imperative occurs in the educator’s profession, in his attitude towards his
subjects.

S3: Actions related to professional performance should be considered,
contemporary philosophers claim, as “educational interventions” (C.
Salavastru) especially because of the ethical perspective (and implicitly that of
deontic logic).

We must also add that the moderator intervened only when there was a risk of
putting a stop to the track of ideas, or when subjects were reluctant to express
their opinions because these opinions were recorded in the FG transcript, but
these interventions did not intend to reorient the discourse of the subjects. The
issues touched upon by the last two items made an additional intervention of the
moderator necessary; for a better conceptual definition of deontological
elements, the following supporting themes were formulated:

- The need for balance between duties/responsibilities to students and teachers’
individual rights.
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- The agreement between the educator’s duties and rights, especially his right
to work.

- The relation between teachers’ autonomy and freedom and their compulsory
integration for a joined educational project.

We have imagined hypotheses/ situations (a few dilemmas) in which the
performance of a duty might be in conflict with a duty imposed by the
contractual relation of teachers. This induced us to think of the mechanisms of
teacher juridical protection, although this exceeded the strict frame of our
reflection. In the FG transcript, there are questions related to the self-
understanding that teachers have about the educational activity, about the
specific circumstances of an educational system submitted to significant
changes, about the current preoccupation of teachers to improve and socially
acknowledge educational functions.

Some Findings

From all the organized FG, we have chosen the answers to item 6, which
were reorganized as a suggestion of a professional deontological code with the
purpose of initiating a collective reflection on the moral dimension of
educational work.

After proceeding to content analysis and scoring the frequency of
occurrence in debates, a synthetic list of the principles of a conduct code were
shaped in order to emphasize the professional ethics component of educational
practice. Therefore, we present a work document open to new contributions,
with the appeal to contribute to improving the educational system, and at the
same time to increase sensitivity about educational values. The complexity of
the educative act raises a lot of moral questions. The educational profession has
a particular ethical dimension (see 7, 8), which is recommended to be deepened
in the most extensive reflection possible by the practitioners themselves; then
the debate may remain open to all those who want to take part in it. In writing
this paper, we have taken into account other papers on the same themes as well
as deontological statements of international associations and organisms. The
paper is not an exhaustive account, but an attempt to promote personal and
collective reflection on the “minimal ethical criteria” of educational deontology;
the criteria may be freely accepted by education professionals and can be shared
by the educational community in Iasi or in the country.

The responsibilities of the educator to students:

1. To create a relationship with students that is based on trust, reward,
understanding, as well as exigency, a relationship that promotes the self-esteem
necessary for its growth, as well as the continuous respect for others, by forming
a group and accepting the various ways to be and act.

2. To promote education in favor of students and young adults without ever
being tempted/ convinced to use students for other interests, whether they be
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commercial, economic, political, or religious. To work with all children and
young adults so that they become independent adults that can positively
contribute to the society they live in.

3. To treat students with complete impartiality, without showing preference to
any of them for any reason. Not to practice or accept discriminatory practices
regarding sex, race, color, religion, political option, social background,
economic situation, or intellectual level.

4. To bring/ assure the necessary elements for the student to critically know and
recognize his/her own cultural identity and to respect the others’.

5. Not to ideologically indoctrinate and to respect at all times the student’s
dignity and the sensibility of the student’s spirit, according to the trust he/she
invests in the educator.

6. To assure confidentiality regarding everything that is known about students
and their families, from professional reasons, and under no circumstances to use
information that might bring them harm.

7. To offer students the entire knowledge and all the abilities the teacher owns,
with the hope and purpose that they will activate a maximal interest towards
everything that means human heritage.

The responsibilities of the educator to parents and tutors

1. To respect family rights regarding their children’s education and to be
prepared to answer questions about the values and goals of the educational
system, in order to introduce these values and goals in educational projects.

2. To take responsibility in matters that are strictly connected to educators’
professional competence.

3. To avoid conflicts that disorient and to be respectful of the plurality present
inside the school.

4. To be in favor of cooperation between family and educator, sharing the
responsibility of educating and creating a trustworthy relationship that can
guarantee a good school practice; to be in favor of parents participating in
school activities.

5. To inform parents about the educational process of their children, to
professionally answer their requests, and after listening to their points of view,
to orient them in such a way that parents can adequately contribute to their
children’s education.

6. To evaluate, together with parents, the students’ progress regarding the
development of their personality.

7. To respect parents’ trust in educators when the former make confessions
about family or professional circumstances that affect students; to show at all
times absolute discretion regarding this information.
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The responsibilities of the educator to professionalism

1. To dedicate themselves generously to educative work, with a clear
professional awareness of the service done to society and the satisfaction of a
well-done job.

2. To improve professionally through continuous formation.

3. To contribute to a social emphasis of the educational profession, by taking
personal responsibilities.

4. To make the rights of the profession be respected.

5. To enliven and orient, especially in periods of future teachers’ practice, the
professional activity for individuals that show educative abilities; also, to
recommend the abandonment of such a career path to individuals that may have
wrongfully chosen it.

6. To contribute, in the limit of personal abilities, to practicing the profession in
a team spirit.

7. To make a habit of planning the professional activity in advance.

8. To maintain a permanent critical attitude towards one’s own professional
behavior, thus assuring continuous improvement.

9. To make professional decisions in a reflective manner, so that the shared
technical and scientific knowledge will add to that gained due to professional
experience.

The responsibilities of the educator to the other educators

1. To agree that in the class of professional secrets enter all information about
peers that was gained during various tasks of a leading, managerial, or
professional kind.

2. To avoid to illegally obtain advantages over peers.

3. Not to make slighting statements about other professionals; in order to correct
lack o competence, faults or abuses noticed in the practice of their profession,
responsible and correct ways of approach should be used.

4. To respect the professional activity of peers without intrusive interference in
their work, or in their relationship with students, parents or tutors.

5. To create a trusting climate that facilitates good team collaboration and to
contribute to the good functioning of the entities of participation, coordination
and control, with the purpose of bringing benefits to the quality of education.

The responsibilities of the educator to the educational institution

1. To actively participate in meetings with themes related to educational policies
and management, or any other aspect of educational reforms that promote
appropriate management means.

2. To participate, personally or intermediated by representative educator
organizations, in the elaboration and production of improvements to the quality
of the educational system, of pedagogic research and of the development and
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promotion of methods and techniques for more adequate educational
performances.

3. To reach efficiency levels required of educational professionals and to
preserve a good relationship with the educational inspection, with the purpose of
having a school of high quality.

4. To respect and take responsibility for the central educational project as an
intrinsic duty of practicing the educational profession.

5. To respect the authority of the field ministry in fulfilling its functions and to
collaborate for the good performance of the pedagogical teams, of the tutorial
and orientation activity.

6. To assign duties only when it is necessary and only to competent individuals.
7. To participate in extracurricular activities for the benefit of the students and
the community. To plan and carry out these activities responsibly and in
circumstances of juridical-administrative assurance.

8. To cooperate with public administration offices, as a service offered to the
students, the educational system and the country.

The responsibilities of the educator to society

1. To promote creativity, initiative, reflection, coherence, and personal exigency
to students and regarding one’s own professional activity.

2. To show, in his/her conduct, proof a democratic lifestyle, far from any
discrimination or xenophobia; to promote, on the contrary, the cooperation and
stimulation of the values of the European culture.

3. To promote language and its social use and to achieve educative work based
on the socio-cultural values that shaped us as a country.

4. To educate for a fundamental cohabitation based on the practice of justice, on
tolerance, the practice of freedom, on peace, and the respect for nature.

5. To educate in such a way that students appreciate how valuable the work of
any individual is. To contribute, through adequate knowledge and orientation, to
the achievement of those professional options that best suit the aptitudes,
abilities and personal preferences.

6. To actually contribute to the dynamism of cultural life in the social medium.

Some ethical implications of using New Technology on Teacher Education.
Conclusions

Educating the professional competence and, implicitly, the ethical
dimension that characterizes the professionalism of the educator does not imply
so much the rendering of knowledge about ethics and professional ethics, but
especially their practice. The service-learning experiences and those organized
on reflective techniques (see the ones we suggested in papers on this theme),
could become an efficient formula for helping professional educators become
skilled from a deontological point of view.
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All these things may confirm the openness to a new perspective that aims
to create professionals in the didactic career, by making this career more focused
on the professional ethics of the field. Professional ethical codes should not be
understood as recipes that change certain things so that, in fact, everything goes
on the same way, as the principle of Lampedusa claimed, nor should they be
seen as an attempt to confuse those who are unsatisfied with the Romanian
educational system. On the contrary, offering everyone an ethical reflection
regarding the educators’ activity, integrated in a public code, is a sign that the
idea according to which education is a social practice but with a particular
professional character, is reinforced.

The proposed contents during the initial formation of career educators
should also occur in opportunities of training in and practicing of the reflective
ability, the argumentative ability, the intellectual courage, the decision-making
algorithms etc.; all of these cause the engagement in and the taking
responsibility of professional deontology. Also, the used technology should be
subordinated to the standards of modern university didactics, in which the used
methods and the style of working with students respect (at least) their
irrevocable status of adult that is on the path of socio-professional initiation. The
activity of pedagogical practice should be explained to candidates as a set of
experiential learning situations which should be rendered valuable; the
mentoring situations that accompany the periods of practical formation (as well
as those during internships) may be considered ideal moments of service-
learning — an efficient formula of imparting skills to Romanian educators, skills
that make them committed to the idea of professionalism and the deontology of
the field.

If we will try to prepare the best teachers for this new millennium we have
to use the new technologies not only like an experiment but like a day by day
capability in act. Blended learning seems to be the best way for the
implementation of these new wave of technology on the teachers education,
because the face to face training has an important role on it, too. There are a lot
of references in the last years professional ethics literature about how to made
New Technology use more like an awareness for teachers and parents; thus, the
idea of using e-learning or any kind of open distance education tools has to do
with a lot of ethics debates on responsibilities and best ethical decisions and
their consequences on learners or, even about the moral agency of the teachers
(see on the same idea, Singer, P. p.238)

The fact that the University has the role to train professional educators
also brings forth the responsibility for the quality of their performance since the
beginning of their career to the end. The dimensions on which the responsibility
of the university trainer is developed are those on which the professionalism of
the career educator is built: professional competence and deontological
competence. “The professional value of the trainer does not depend exclusively
on personal qualities, but it equally depends on the assimilation and acquirement
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of a didactic behavior that can be learned” (Gugiuman, 1994). In other words,
the value of the educator depends on the quality of the formative act due to
which the educator has gained his/her competence and professional recognition.

We hope that made very open the debates about professional ethics values
and principles and included these on the teacher education curricula we can have
a good step forward on the idea of good prepare of teachers under the
deontology issues. An educator’s professional deontology should be turned into
the individual’s professional morality. This article is a starting point of the next
studies which were developed under the idea of finding some important
correlation between teaching professional ethics and the new technology
challenge in our-days education. In the same time, for us seems that is more
important to make the link between Professional Ethics principles and the usage
of the New Technologies on the teacher education instead of let the time to
decide about the good point for it.

Instead of other conclusions we agree with the following words: Teaching
is "a way of trying to make people better than they are, which means that it is
always legitimate to ask questions about how well or how poorly the teacher's
students are being treated. And to raise questions about how one person treats
another, no matter what the relationship, is to enter the domain of moral
judgment" (Jackson et al., 1993apud. Airaksinen, 1998, preface).
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4. STRATEGII DIDACTICE ALTERNATIVE iN STIMULAREA
CREATIVITATII
ALTERNATIVE TEACHING STRATEGIES MEANT TO IMPROVE
CREATIVITY

Irina Andreea Scutariu, LecturePhD,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Ne propunem sa selectam o parte dintre metodele traditionale pedagogice si sa
prezentam alternative viabile §i captivante, adaptabile diverselor domenii de studiu. Ramdn
constante in domeniul pedagogic cele doua forme de predare/invatare si anume: cursul si
lucrarile practice. Modul de desfasurare al fiecaruia dintre aceste doua forme didactice este
unul specific zonei de interes din cadrul institutiei respective. Nuantele noului intervin sau nu
in sfera didacticii. Cautarea diversitatii in formele de adresabilitate ce tin de arta pedagogica
se numegste progres si devine o obligativitate pentru cadrele didactice. Un prim nivel de
studiu ar fi acela al observarii potentialului creativ al grupului de studenti catre care ne
trimitem informatia.

Daca ne uitam atent in jur observam si forme de invatamant on-line sau la distanta
pentru care nu este necesard prezenta ta intr-o sala de curs. Aparitia acestei noi forme de
predare nu reprezinta o concurenta ci doar o provocare la care suntem obligati, ca profesori,
sa raspundem.

Cuvinte cheie: invatamant, predare, profesor

In forma ei traditionald, instruirea individului continui dupi cea a liceului
intr-o manierd de aprofundare pe arii specifice de cunoastere. In pregitirea sa
vocationald este necesara aplicabilitatea teoriei. De actualitate este notiunea care
presupune ca societatea sd se bazeze pe cunoastere: ,,Recent termenul de
societate a cunoasterii a fost utilizat pentru a pune accentul pe faptul cd rolul
tehnologiei informatiei s1 comunicatiilor (TIC) a fost schimbat din instrument de
schimbare tehnologicd intr-un instrument care ofera un nou potential din
combinarea informatiilor inglobate in sistemele TIC cu potentialul creativ al
oamenilor pentru dezvoltarea cunoasterii acestora” (Mansell & When, 1998, p.
6). In rezumat, vom promova sau vom trii intr-o ,socictate bazati pe
cunoastere” si pe competente. Dar acest aspect vizeaza in special invatdmantul
preuniversitar. Tot aceastd abordare pedagogica atinge si latura sensibild a
educatiel si anume cea artistica, literar-artistica, cunoasterea poeticd. Pentru
domeniul artei este mai greu de digerat si folosit notiunea pedagogiei e-learning
care presupune accesul la informatiile cele mai noi cu scopul de a dobandi noi
cunostinte, metode noi si eficiente de invatare (Holotescu, 2002), dar nu este
imposibil. Ca o constantd in modul de invatare al studentului ar fi consultarea
resurselor on-line care economiseste timpul §i propune lectura cartilor din
bibliotecile virtuale.

Totusi, existd inca o inertie in utilizarea resurselor si a instrumentelor
informatizate sau, mai grav, se considera ca acestea ar fi ,,bunuri comune”,
oarecum anonime §i, deci, posibil de copiat, fard nicio constiinta a plagiatului.
Mai mult, nu existd deseori o corelare a mijloacelor si metodologiilor
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traditionale cu cele care s-au lansat in mediul virtual. Altfel spus, intre profesori
si elevi sau studen{i se manifestd o rupturd de perceptie a actului predarii /
invatarii ce reflectd, de fapt, o diferentd profundd de mentalitate, de situare in
realitate. Dar situatia nu este nici pe departe tragica, atta vreme cat din ce in ce
mai multe cadre didactice opereaza tot mai adecvat cu mijloacele moderne de
informare si predare.

Raman constante in domeniul pedagogic cele douda forme de
predare/invatare si anume: cursul si lucrarile practice sau seminariile. Modul de
desfasurare a fiecareia dintre aceste doud forme didactice este unul specific
domeniului de interes din cadrul institutiei respective.

Pedagogia universitara universala a adoptat pentru toate domeniile de
activitate doud forme de predare vizand aceeasi materie: cursul si seminarul. Ne
vom permite sd analizdm in acest articol implementarea acestei formule
pedagogice in sistemul universitdtilor de arte. Ne permitem acest act de curaj din
perspectiva unui fost cursant al acestui tip de invatdmant cu precizarea ca nu ne
dorim sa generalizam.

Impartirea curs / seminar este neproductiva in zilele noastre. Dacd pe
perioada cursului se realizeaza o prelegere monologata, trebuie sa fim aproape
siguri ca studentul nu stie ce sd noteze. Pregdtirea sa de dinaintea admiterii este
una sumard si din acest punct de vedere suntem siguri ca nu gresim. De aceea,
pentru profesor, cea mai comoda modalitate de predare raméane, in continuare,
dictarea. Situatie care, In domeniile artistice, nu mai poate fi, astazi,
multumitoare, catd vreme, unul dintre obiectivele generale ale sistemului de
invatamant dedicat domeniilor artistice este stimularea creativitatii.

Pe de altd parte, seminariile pot sau nu sd fie in ton cu ideea cursului.
Aceastd corelare depinde de relatia dintre profesor si asistent. Aplicabilitatea
abordata pe parcursul seminariilor se refera la discutii interactive intre student si
asistent. Cu observatia ca, Tn mod ideal, dialogul ar trebui sa fie sustinut mai
mult de catre studenti si concluziile privitoare la subiectele de discutie sa fie
formulate de cétre asistent. Dar aceastd perspectivd presupune ca studentul
trebuie sa aibad discurs. Dar, de prea multe ori, constataim ca studentii nostri vin
cu totul nepregatiti la facultate; de cele mai multe ori, nu pot trece de nivelul
discutiilor colocviale, familiare, in cazul fericit in care au o pdrere proprie si
sunt dispusi sd o exprime. Asadar, le lipseste terminologia de specialitate si
obisnuinta formularii discursului literar de tip stiintific oral si scris. Cu atat mai
dificila misiunea profesorilor care, se presupune, formeaza, in facultate,
specialisti, pe mai multe niveluri (licentd, master).

Incapacitatea comunicarii elevate este determinata, pe de o parte, de lipsa
lecturilor de specialitate — situatie care poate fi rezolvatd in anii de licenta, prin
stabilirea unor liste de lectura minimale, obligatorii si publicate pe site-ul
universitatilor, astfel incat, la inceputul anului universitar toti studentii sa poata
fi testati s1 acceptati la curs si in functie de acest criteriu care se cuvine a fi unul
de promovabilitate. Fapt extrem de important, mai ales pentru primii doi ani de
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studiu. Ulterior, fiecare profesor poate diversifica si imbogati aceasta
bibliografie minimala, pe diverse cdi psiho-pedagogice si metodico-didactice.
Astfel, la orele teoretice se cer, ca forma de verificare pe parcursul semestrului,
referate prin care se da cite o temd de dezvoltat individual de cétre studenti.
Aceste referate sunt, de multe ori, copiate de pe internet. Scopul pentru care
studentul este provocat sa-si prezinte parerea asupra subiectului sub forma unui
referat i1 permite acestuia sistematizarea materiei §i i dezvoltd gandirea critica.
Dar, daca el nu este capabil sa redacteze corect i bine o lucrare scrisd, avand la
indemana o bibliografie pe care sd o consulte, atunci aceastd maniera de testare
nu e valabila.

Daca, prin intermediul unor cursuri speciale de practica a retoricii si stilisticii,
studentii ar fi invatati s foloseasca adecvat informatia, uneori coplesitoare, din
spatiul virtual, sd3 o inteleagd, analizeze, sintetizeze si sd fie capabil sd isi
exprime punctul de vedere intr-o lucrare scrisa sub forma unui referat teoretic,
acest mod de evaluare ne-ar oferi doud tipuri de avantaje in procesul de
predare/invatare/evaluare:

mai intai, avantajele studentilor:

- evolutia gandirii creatoare;

- dezvoltarea motivatiei spre cunoagtere;

- intelegerea procesului de analiza si de sinteza in urma Insusirii unor notiuni

- evolutie din punct de vedere al propriei responsabilitatii;

- educarea increderii in fortele proprii;

- dezvoltarea personalitatii;

si apoi avantajele profesorilor:

- o mai buna relatie bazatd pe incredere si sprijin reciproc intre profesor si
elev;

aportul adus la dezvoltarea personalitatii studentului;

dezvoltarea din punct de vedere al strategiei didactice;

are acces la noi puncte de vedere din partea cursantilor;

cunoaste personalitatea studentului.

Pentru a putea aplica eficient o atare abordare didactica este nevoie insd de o
reformulare a activitatii pedagogice universitare in sistemul de predare / invatare
/ evaluare din facultatile cu specific artistic.

Mai intdi, se presupune o excelentd colaborare intre profesor si asistent, in
sensul corelarii stricte a continutului cursului cu itemii de atins si de aprofundat
in cadrul seminarului. Profesorul ar trebui sa aiba obligatia de a superviza, fie si
prin sondaj, activitatea de seminar.

Apoi, maniera de predare de la curs se cuvine a fi modificatd astfel incat sa
concureze cu succes mijloacele informatizate de informare. Asadar, rolul
profesorului nu mai este doar acela de a informa, ci si cel de a modela gandirea
studentilor, de a-1 determina pe acestia sa invete sa selecteze informatia si sa o
analizeze potrivit unei grile de valori bine structurate, oferindu-le repere si
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paradigme interpretative, instrumentind astfel un alfabet al judecatilor pe care
acestia sd le poata face oricand, in oricare dintre domeniile adiacente. Pentru o
eficientizare a procesului pedagogic, cunoasterea caracteristicilor individuale ale
studentilor este obligatorie si, de aceea, orice inceput de curs ar trebui sa
insemne evaluarea calitatilor si defectelor acestora, prin testari speciale, care sa
le pund in evidentd nu doar nivelul cunostintelor dobandite sau abilitdtile
tehnice, ci si creativitatea, personalitatea, profilul psihologic. Acesta ar trebui sa
fie rolul psihologului din invatamantul preuniversitar, dar, din pacate, aceasta
laturd a structurii educationale este ignoratd, cand nu este realizatd numai
superficial sau formal. In situatia datd, pregitirea profesorului universitar se
impune a fi diversificata si orientatd in directia abordarii multidisciplinare a
practicii didactice, care dintr-un discurs monologat sa se transforme in dialog
partenerial cu studentii, cu scopul adaptarii continue la nivelul acestora in
vederea obtinerii performantei pornindu-se de la un imput realist.

In fine, seminarul trebuie astfel organizat incat si fie stimulat la maximum
lucrul individual al studentilor, cu obligativitatea monitorizarii si a coordonarii
continue, insotite de o evaluare complexa. Coordonatorul seminarului, in
colaborare cu responsabilul de curs, ar trebui sd aibd ca obiectiv principal
dezvaluirea calitatilor studentilor si remedierea scaderilor pe care acesta le are.
De aceea, sarcina sa este cu atdt mai importantd in cazul lucrarilor practice,
situatie in care directiile teoretice si grila valorica asimilate la curs urmeaza a fi
puse in aplicare, la diverse niveluri, cu diverse stadii de complexitate, cu
obiective partiale si generale foarte bine definite.

Rolul invatdmantului superior este sa formeze specialisti. Totodatd, in domeniile
artei, acesta are menirea sa formeze artisti pregatiti sa traiasca din arta lor intr-o
lume tot mai mercantilizatd si mai inclinatd spre divertismentul facil, in
defavoarea valorilor universale si a creativitatii grave.

Pana la urma, ceea ce raimane foarte important este ca absolventii de Tnvatamant
superior artistic sd isi poatd urma vocatia, talentul dincolo de portile almei
mater, cu succes si profesionalism. Or, pentru aceasta, alma mater nsasi trebuie
sa 1s1 aminteasca menirea, in ciuda vitezei transformarilor lumii noastre.
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Abstract: We intend to select part of the traditional teaching methods and present viable,
attractive alternatives suitable for various fields of study. The two types of teaching/learning
methods remain a constant of the teaching system, namely: course and practical assignment.
The manner in which each of the two previously mentioned cases takes place depends of the
interest area of each institution. The new intervenes or not in the act of teaching. The search
for diversity in the art of teaching is defined as progress and it becomes compulsory for the
teaching staff. A first study level might represent the creative potential of the group of
students towards which we send the information. If we look around carefully we notice the
existence of on-line learning or distance learning alternatives for which the teacher’s present
is not at all necessary in a classroom. The apparition of this new teaching method does not
stand for competition, but it represents a challenge at which we, as professors, are bound to
answer.

Keywords: education, teaching, professor

Traditionally, after finishing high school a person continues his education
by enrolling to an educational institution which allows him to thoroughly study a
certain field of study. In his vocational training, the theory’s applicability is
necessary. Of common use is the notion which assumes that society is based on
knowledge: “Recently, the term knowledge society has been used to underline
that the role of the technology of information and communication (TIC) has
changed from an instrument of technological change into an instrument which
provides an entirely new potential by combining the data present in TIC systems
with people’s creativity for developing their knowledge” (Mansell & When,
1998, p. 6). To summarize, we will promote or we will be part of a “society
based on knowledge” and on competences. This aspect refers mainly to the pre-
university educational system. This entire teaching approach also relates to the
sensitive side of education, more precisely to the artistic, literary — artistic,
poetical knowledge. If we refer to art, in this field, the e-learning method seems
to be accepted and used with certain difficulty as it relies mainly on having
access to the newest information with the declared purpose of acquiring new
knowledge, new and efficient learning methods (Holotescu, 2002); nonetheless
it is not treated as impossible. As a constant in the student’s learning process we
could mention the access to on-line resources which is considered to be time
saving and it relies on using books from digital libraries.

Nonetheless, there is still certain inertia in using digital resources and
instruments or, even worse, they are considered to be “common goods”,
somehow anonymous and thus possible to copy, without considering it
plagiarism. More over, very often there is no correlation of the traditional means
and technologies with those which appeared in the virtual world. In other words,
the professors and the pupils or students experience a gap in perceiving the act
of teaching/learning which actually reflects the great difference of mentality, of
positioning in reality. But the situation is by far tragic as long as more and more
professors become familiarized and use modern means of teaching and
information.
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The two types of teaching/learning methods remain a constant of the
teaching system, namely: courses and practical assignments or seminars. The
way they are organized and held depends of the field of study we refer to and of
the institution organizing them.

The universal pedagogy for higher education adopted for all fields of
study two teaching methods for the same subject: course and seminar. We will
include in this article an analysis of the way this teaching formula was
implemented in the universities of art. We embrace this act of courage from the
perspective of a former student of this type of educational system, pointing out
that it is not our intention to generalize.

The separation course/seminar is unproductive nowadays. If during the
course we take part at a monologue presentation we must be almost sure that the
student does not know what to write down. His training before the admission is
scarce and saying so we are sure we are not mistaking. Hence, for the professor
the easiest teaching method remains dictation. This situation is no longer
satisfactory for the artistic fields as long as one of the general objectives of the
educational system in this field focuses on stimulating creativity.

On the other hand, seminars can be or not related to the topic presented at
the course. This correlation depends of the professor — assistant relation. The
effects of the seminars are visible in the interactive discussions between the
student and the assistant. We point out that, ideally, this dialogue should rely
more on students, while the conclusions regarding the subjects in question
should be stated by the assistant. But this perspective requires the student to be
capable of putting together a discourse. But, too often we notice that our
students come to faculty unprepared; most often they cannot overcome the level
of colloquial, familiar discussions, this is the fortunate case when they have an
opinion and they are willing to share it. Thus, they are lacking the specialized
terminology and the habit of creating an oral or written scientific speech. In
these circumstances, the professor’s mission becomes even more difficult as
they are considered to be shaping the future specialists, at various levels
(graduate, master).

This incapacity to communicate at higher levels is determined by, on one
side, the absence of compulsory specialty readings — situation which can be
solved during the faculty years by establishing a minimum set of compulsory
readings, list which should be published on the university’s web site so that at
the beginning of the academic year all student can be tested and accepted to take
part at the course according to this criteria which can influence their acceptance.
This is extremely important, especially in the first two years of study. Further
on, each professor can change and enrich this minimal biography list, using
various psycho-pedagogical, methodical and teaching techniques.

Thus, during the theoretical courses, each student is asked to present, as a
type of verification during the semester, essays on various themes different from
one student to the other. These essays are very often copied from the internet.
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The purpose of this type of assignment is to allow the student to present his
personal opinion about a certain subject, to develop his critical thinking and to
put in order the information presented during the courses. But, if he is not
capable of properly creating a written paper, although he is recommended a
bibliography, then this testing method is not valid.

If, by special practical courses on rhetoric and stylistic students were
taught to use information they find in the virtual environment, in the right
manner, to understand it, to analyze and summarize it for in the end being
capable of expressing their own point of view in a written paper, this evaluation
method  would  present two types of advantages for the
teaching/learning/evaluation process:
first of all, the advantages for the students:
evolution of creative thinking;
developing motivation for knowing;
understanding the analysis and synthesis processes after acquiring new
information;

- evolution of their sense of responsibility;

- education of their self confidence;

- development of personality;

and the, the advantages for the professors:

- a better relationship with the students, a relationship based on trust and
mutual support;

- the contribution to developing the student’s personality;

- development of the teaching strategy;

- access to new points of view presented by the students;

- descovering the student’s personality.

For efficiently using such a teaching approach the university’s teaching activity
from the teaching / learning / evaluation system from the faculties with artistic
academic programs must be reorganized.

First of all, an excellent professor — assistant collaboration is needed,
more precisely the course’s content must be correlated with the items which are
later on thoroughly discussed and studied during the seminars. The professor
must oversee, at least from time to time, the seminar activity.

Then, teaching methods from the course should be modified such to
successfully compete with modern computer based means of information. Thus,
the professor’s role would no longer be limited to sending information across
but would also focus on shaping the student’s thinking, on determining them to
learn, to select the information needed and analyze it according to certain well
structured set of values, providing them reference points and interpretative
paradigms, thus making use of an alphabet of judgments they can use at any
time, in any of the adjacent fields. For increasing the efficacy of the teaching
process, being familiarized with the student’s individual features is compulsory
and this is why, the first hours of each course should focus on assessing their
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strong and weak points using special tests meant to underline not only their
knowledge or technical abilities but also their creativity, personality and
psychological profile. This should be the role of the psychologist from pre-
university educational system, but, unfortunately, this side of the educational
system is ignored, if not superficially or formally dealt with. In this situation,
university professors need to rely on wide, diverse training, oriented towards a
multidisciplinary approach of the teaching process. This means that monologue
presentation should transform into a dialogue with the students, a dialogue
which must start with a realist input and continuously adjust to their level if
performance is intended.

In the end, seminars should be organized such to completely stimulate the
student’s individual work, which must be continuously monitored, coordinated
and accompanied by a complex assessment. The person coordinating the
seminar along with the professor in charge of the course should establish as their
main objective the identification of the student’s qualities and the remedy of
their weak points. This is why, his task is even more important during the
practical assignments as in this situation the theoretical directions and the scale
of values acquired from the course are to be put into practice, at various levels,
with different degrees of complexity, with very well defined partial and general
objectives.

The role of higher education is to form specialists. At the same time, in
the artistic fields, it is also meant to create artists capable of living from their art
in a completely mercantile world every time more willing to embrace the easy
entertainment, against universal values and complex creativity.In the end, the
important thing is that the graduates of artistic higher education may be capable
of successfully and professionally pursuing their vocation and talent outside the
limits of the alma mater. Or for this, alma mater itself must keep in mind its role
in spite of the rapid transformations of the world we live in.
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5. VALORILE SPIRITUALE INTEGRATE PRIN MUZICA
RELIGIOASA
INTEGRATED SPIRITUAL RELIGIOUS VALUES MUSIC

Marina Caliga, Lecturer, Doctoral Candidate,
»Alecu Russo” State University from Balti, Republic of Moldavia

Rezumat: Morala se refera la principiile si normele care reglementeaza viata, la trasaturile
ce caracterizeza un anumit stadiu in dezvoltarea societatii. Integrarea relatiei dintre religie si
muzica a preocupat multi ganditori ai lumii, pentru adevarata cultura de autenticitate si
valoare care este in mod inevitabil si inextricabil legata de credinta, la afirmarea unui ideal,
care este normativ nu numai estetic, ci §i spiritual.

Cuvinte cheie: muzica religioasa, valori muzicale, educatia, dezvoltarea societatii

Transmiterea credintei religioase, a identitdtii culturale si nationale
geniratiilor ce vin este imensa provocare pedagogica si culturala care trebuie sa
preocupe intreaga societate mai ales in contextul lumii de azi, cind schimbarile
de civilizatie, contureaza tendinta generala a epocii de a intoarce tot mai mult
spatele de la valorile si invataturile religioase.

Cunoastem bine din istoria nemuririi $i din marturisirile sfintilor parinti ca
cultura relationata si integratd cu educatia religioasa afirma cele mai inalte valori
pe care le poate fructifica activitatea umana. Componentele educatiei religioase
constituie: elementele cognitive, care se formeaza treptat si care depind puternic
de gradul de cultura personald; elementele afective, legate de mecanismul de
echilibrare interioard; elementul volitiv, cel care integreaza gindirea,
cunostintele, credinta in fapte. Or, exelenta educatiei valorilor spirituale, atinge,
prin universalitatea sa asupra dezvoltarii individului, integrind toate straturile
personalitatii.

Sf. Toan Hristosomul a relatat cuvinte alese despre educator si educatie:
,Nu este o artd mai valoroasa ca arta educatiei. Pictorii si sculptorii creeazd o
figura fara viata, iar educatorul intelept faureste un chip viu, pe care vazindu-l,
se bucura Dumnezeu si oamenii”. Nucleul spiritualititii este credinta in
Dumnezeu, aceea, care este specifica sufletului de la nastere. Omul nu poate trai
fard credintd — sd gindeasca, sa creeze, s munceasca, sa iubeasca etc.

Suntem, Intr-adevar, martori oculari ai unei nelinisti metafizice care
stapineste psihicul contemporanului nostru. Aceastd neliniste se afld la temelia
mai multor probleme din societate. Actualmente, asistim la un moment, cind
oamenii lipsiti de tdria credintei, cad tot mai adinc prada deznadejdei, rautatii,
disperarii. Reactulizind valorile morale ale credintei, poetul G. Cosbuc spunea:
,Credinta-n zile de-apoi, e singura tarie-n noi!”. Lipsit de acel punct de sprijin
care s fost la poporul nostru timp de veacuri credinta crestin-ortodoxa,
mentalitatea omului sufera.

Tinarul de azi este nevoit sa existe intr-un mediu unde se cinta, se
vorbeste, se declamd dorinta de placeri patimase, tendinta spre lux excesiv,
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lacomie si violentd. Dar tocmai aceste placeri sint cele care nasc robia, tristetea,
disperarea si, chiar si suicidul care, de asemenea, este o problema a secolului
nostru. In aceste conditii educatia religioasd va contribuila ddpasirea crizei
spirituale prin promovarea valorilor morale ale credintei, istoriei si culturii
acestui neam.

Poporul nostru s-a format ca neam in matricea credintei ortodoxe. Insisi
simbolica statului, stema, este crestin-ortodoxd. Imnul Republicii Moldova, in
care se cintd de ,limba vechilor Cazanii” este scris de Alexe Mateevici §i
Alexandru Cristea — doi slyjitori ai altarului. Domnia lui Stefan Cel Mare si
Sfint, e o perioada deosebita in istoria neamului, voevod care a fost un aparator
al integritatii, al credintei, culturii si al limbii acestui popor. Marturisirea
credintei constituie un fundament solid pentru o profundd cunoastere si traire
spirituald. Studiul religiei reprezintda o parte integrantd si indispensabila a
culturii generale a unui tindr, deoarece credinta este o componenta fundamentala
a culturii a oricarui popor, fiind aceastd sursa de inspiratie, innoire si propasirea
lui.

Educatia religioasa nu poate fi izolata de cea muzicald. Capodoperele artei
muzicale au o mare influienta in procesul educational integrindu-se in educatia
religioasa prin legiturd directd cu sufletul celor care intrd in contact cu ea.
Educatia spiritualda profunda stabileaza si echilibreaza viata omului. Educatia
prin intermediul valorilor muzicii religioase este cea mai potrivitd pentru
obtinerea efectelor durabile si profund calitative. Arta muzicald este o directie
importantd prin care se formeaza spiritualitatea. In viziunea profesorului C.
Cucos: ,,educatia e creatoare de culturd, prin educatie, componentele culturii sint
resemnificate” [1, p.20].

Relatia intre religie si arta muzicii a preocupat multi ginditori ai lumii.
Adevarata artd este marcata profund de autenticitate si valoare, inevitabil legata
de afirmarea unui ideal care are rol normativ la nivelul estetic, spiritual,
cognitiv. Astfel, educatia muzicald fundamentata pe valori autentice poate reface
interior personalitatea umand in lumina educatiei spirituale. Cele mai durabile
valori spirituale vor fi transmise deoarece se va face apel la capodoperele
muzicale si in deosebi creatiilor muzicii religioase.

Printr-o bund educatie spirituala prin intermediul muzicii religioase se
ajunge la formarea idealului, sentimetelor si convingerilor, a atitudinilor
integrate cu valoare, sens si spiritul de creatie si faurie al frumosului. T. Vidam
sustine: ,,Valorile ordoneaza si orientaza dorintele aspiratiile, idealurile omului”
[5, p.52]. La rindul sdu aceste fenomene atit de importante in viata unui individ
trebuie promovate educational in mod constient §i organizate explicit pentru a
dobindi adevarata capacitate de actiune.

,Lauda-Te-voi, Doamne, cu toatd inima mea, ca ai auzit cuvintele gurii
mele si Tnaintea ingerilor i1 voi cinta. Veseli-ma-voi si ma voi bucura de Tine;
cinta-voi numele Tau, Preainalte”, iata citeva exemple din Sfinta Scripturd care
ne dovedesc despre factorul educational §i integru intre muzica religioasd si
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versetele ale Psalmilor lui David [4]. Educatia prin muzica religioasa este un
plan important pe care arta muzicald activeazd ca formatoare de spiritualitate:
educatia nu este numai transmitere de informatii, ci si ,,resemnificatia, inzestrare
cu sens, cdci educatia e creatoare de culturd; prin educatie, componentele
culturii sint resemnificate[2, p.20].

E. Cioran scria ca ,,nu exista boala de care nu ne-ar vindeca o lacrima ce-
ar incepe sa cinte....”[3, p.57]. Cu aceste rinduri filosofice finalizdm demersul
nostru referitor la valorile spirituale integrate prin muzica religioasd anexind un
proiect de lectie la disciplina dirijat, specialitatea canto.
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PROIECT DIDACTIC

Profesorul Marina Caliga, lector universitar

Data 23.03.2012

Disciplina Dirijat

Specialitatea Canto, studenta an. IIl, Mosnegutu Maria

Tema generala: , Lauda suflete al meu pe Domnul”

Subiectul lectiei: ,,Rolul cintarilor din slujba Deniei de searda in formarea dirijorului
bisericesc”

Tipul lectiei: lectie concert

Competenta specifica: 1. Perceperea si constientizarea diversitdfii fenomenului muzical-
religios din perspectiva semnificatiilor spirituale, emotionale §i estetice in trairea si
cunoasterea repertoriului creatiilor din muzica bisericeasca.

Finalitati:

1. Redarea expresivd a mesajului artistic din creatiile religioase audiate si interpretate in
legatura cu tematica abordata.
2. Interpretarea/comentarea lucrarii, privind continutul de idei, starile sufletesti, reflectate in
creatiile corale religioase.

3. Cunoasterea metodologiei desfasurarii activitagii muzical-corale bisericesti.

Obiective operationale:

O.1. sa caracterizeze genurile muzicii bisericesti ,,recitativul antifonic” si genul clasic;

0.2. sd@ numeasca trasaturile specifice caracteristice dirijjorului de cor si reghentului
bisericesc;

0.3. sa determine Tnsemnatatea slujbei de Priveghere de simbata seara;

0.4. sa sistematizeze mijloacele expresive ale tehnicii dirijorale;

0.5. sa audieze/interpreteze cercetator mesajul sonor al creatiilor religioase;
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0.6. sa demonstreze diferite tipuri de atac (hasurd): dirijeze partidele corale;
0.7. sa interpreteze melodiile vocal-corale respectind legile cintului si respiratiei;
0.8. sa manifeste spirit creativ, integrindu-se in activitate dirijorala;
0.9. sd compare creatiile religioase de pe pozitii stilistice: muzicii compozitorilor slave si
muzicii compozitorilor romani;
0.10. sa utilizeze gesturi dirijorale caracteristice tempoului, textului literar, limbajului muzicii
religioase.
Tehnologii didactice:
Metode si tehnici:a) general-didactice traditionale - explicatia, analiza comparativa, discutia
dirijata, reflectia; b) specifice artei muzicale - dramaturgia emotionala, actiunea emotionala,
generalizarea muzicald, audifia  problematizatd, stimularea imaginatiei; c¢) metode
caracteristice artei dirijorale; d) forme de evaluare: aprecierea verbald, observatie,
manifestare interesului pentru subiectul propus, patrunderea emotionald in mesajul artistic,
observarea atitudinii emotionale, demonstrarea posibilitatilor tehnico-motrice prin interpretare
vocal-corala si dirijat.
Mijloace: a) muzicale — P. Dinev Psalmul 103, ,,Binecuvinteaza suflete al meu pe domnul”;
A. Arhanghelskii ,Fericit barbatul”; A. Arhanghelskii, aranj. M. Berezovskii, ,,Acum
slobozeste”; Nicolae Lungu ,,Iubi-te-voi Doamne”’; Mihail Smelicov ,,Lauda suflete al meu pe
Domnul’;

b) didactice — partituri muzicale; camerton,;

c) tehnice - calculator.

PSALTIRCH

Scenariul lectiei

Drama Etapele Obiective Abordari de Tehnologii Tehnici de | Timp
turgia lectiei operationale continut Activitati | Metode si evaluare
didactico- | mijloace
artistice
Expozitie | Evocare 03.sa Descrierea 10
determine subiectului lectiei: Reflectia Conversatie
(Moment insemnatatea | ,,Rolul cintarilor din | despre Calitatea
organiza si tempo- slujba de seard 1n slujirea lui emisiei
toric, ritmul slujbei | formarea dirijorului | Dumnezeu sonore.
patrundere | de bisericesc”. prin
afin esenta | Priveghere Discutie dirijata: muzica SLAID: Diversita
lectiei de simbata Dirijorul. Reghent bisereceas Facerea tea elemen
concert) seard; bisericesc. ca lumii” telor
0.1sa Genurile pe care se limbajului
caracterizeze | bazeazd muzica mugzical.
genurile religioasa: cintare Exercitiu
muzicii recitativ — antifonicd
bisericesti si interpretare clasica.
recitativul Valorificam Interpretar
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antifonic” si | insemnétatea ea vocal- Comparatia
genul clasic; | slujbelor Bisericesti. | corald euristica
0.2. sa Slujba ,,Denia”- corecta
numeasca ,,Priveghere” de
trasaturile seara.
specifice P. Dinev,
caracteristice | ,, Binecuvinteaza
dirijorului de | suflete al meu pe
cor si domnul”
reghentului - studenta dirijaza
bisericesc; creatia integral,
intrind in esenta
subiectlui discutat;
-cu diferite pozitii ale
gestului dirijoral:
poignetul, antibratul,
tot aparatul dirijoral;
-nuante dinamice:
piano, forte,
crescendo,
diminuando, subito,
sforzando
Dezvoltare 0.5.sa (Izgonirea lui Adam SLAID: Capacita 20
Realizarea | audieze/inter | si Eva din Rai) Caracteri Psalmistul | tea de
sensului preteze Alex. Arhanghelskii, | zarea si David” reprezen
(continu cercetator » Fericit barbatul” analiza tare
tul mesajul -studenta dirijaza muzicii imagistica
specific al | sonor al creatia integral; Interpre a muzicii
lectiei) creatiilor -atent trece de la o tarea Analiza —
religioase; strofa la alta-de la o artistica | sinteza
0.8. 53 tonalitate la alta; Capacitatea
manifeste -analizeaza rolul de analiza
spirit creativ, | mijloacelor de Insusirea SLAID: muzico
integrindu-se | expresie muzicala: cunostin ~Dreptul logica,
in activitate melodia, ritmul, telor din Simeon”- interpre
dirijorald; masurd-concentrarea | subiectele | insemnatate | tativa.
0.4.sa masurii; Biblice a
sistematizeze | -se realizeaza integrate subiectului | Activismul
mijloacele contrastul in cu arta Biblic
expresive ale | interpretare: tempou muzicii
tehnicii si nuantele dinamice. Discutie —
dirijorale; Alex. Arhanghelskii, dialog.
aranj. M.
0.9.sa Berezovskii, Povestirea
compare wAcum slobozeste”. Spiritul de
creatiile -studenta dirijaza Descrierea | observatie
religioase de | creatia in structura Explicatia.
pe pozitii omofono-armonica;
stilistice: - concentreaza atent SLAID:
muzicii opririle notelor de Invierea
compozitoril | doimi la timpii slabi; Domnului” | Gustul
or slave si -conduce linia estetic
muzicii melodica de la ,,P” la Metoda Deprin
compozitoril | ,,F” treptat, respectind stimularii derile
or romani; accentele; imaginatiei | interpre
-se lucreaza asupra interpreta tative
sesizarii imaginii rea
0.6. sa artistice In muzica demons
demonstreze | corala religioasa; trare

diferite tipuri

-se evidentiaza
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de atac

motivele esentiale;

(hasura): -se lucreaza asupra

dirijeze . respiratiei”’, asupra

partidele achizitionarii

corale; procedeelor
tehnice/artistice.
Nicolae Lungu
,»Jubi-te-voi
Doamne”
-insemnatatea
lucrarii;

-rolul solistului n
creatii corale;
-melismatica si
acompaniamentul
coral.

,Invierea Domnului”
insemnatatea in viata
crestinului.

Mihail Smelicov
»Lauda suflete al
meu pe Domnul”

Repriza Reflectie 0.8 sa ,,Focul Haric din Interpre SLAID: 10
manifeste Ierusalim” tarea ~Focul Demons
spirit creativ, | ,,Slavoslovia artistica Haric din trara
integrindu-se | cea Mare” lerusalim” | posibili
in activitate | -studenta dirijeaza Sinteza tatilor
dirijorald; creatia imbinind muzicala tehnico-
0.7.sa genul muzicii motrice
interpreteze | recitativ-antifonice si prin
melodiile genul muzicii clasice; interpretare
vocal-corale | - studenta conduce vocal-
respectind corul si tot odata corala si
legile interpreteaza dirijat.
cintului si fragmentele solo din
respiratiei; creatia;

0.10. sa -se lucreaza asupra
utilizeze ., respiratiei”’, asupra
gesturi achizitionarii
dirijorale procedeelor
caracteristice | tehnice/artistice;
tempoului, - sistematizeaza
textului mijloacele expresive
literar, ale tehnicii dirijorale:
limbajului cu diferite pozitii ale
muzicii gestului dirijoral:
religioase. poignetul, antibratul,
tot aparatul dirijoral;
nuante dinamice:
piano, forte,
crescendo,
diminuando, subito,
sforzando
Concluzii | Insemnatatea slujbelor bisericesti: slujbei ,,Denia de seara” 5
generale Rolul elementelor tehnicii dirijorale in muzica bisericeasca
pentru Insemnitatea respiratiei in cintul bisericesc: interpretare clasici-
lectie interpretare recitativ-antifonica.
Evaluare «Ymeepou Boowcey / «Intireste Dumnezeule...... " muz. Casalapov
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Abstract: Religious music is one of the largest areas of culture and education. It contributes
to developing religious choral music skills and attitudes, achieving the moral, spiritual,
intellectual and aesthetic education desiderata. This art domain aims to educate humanity
through the spiritual. The present article suggests strategies and appropriate repertoire as
means of transmitting to young performers the passion for the church choir singing and for
the charm of choral sonority.

Keywords: religious music, spiritual values, education, church choir repertoire.

Transmission of religious faith, of cultural and national identity to future
generations is an immense pedagogical and cultural challenge which should be
the concern of the whole society, especially in the context of today’s world,
when changes in civilization outline the general tendency of the epoch to ignore
the religious teachings and values. We know well from history and the
confessions of the Fathers that culture linked and integrated with religious
education affirms the highest values that can harness human activity. Religious
education components are: the cognitive elements, which are gradually formed
and are highly dependent on the degree of personal culture; the emotional
(affective) elements related to internal balancing mechanism; the volitional
element, one that integrates thinking, knowledge, and faith in action. Indeed,
excellence of spiritual values education achieves by its universality upon the
individual development, integrating all layers of personality.

St. John the Archbishop of Constantinople reported lofty words about the
educator and education: "There is no art more valuable as the art of education.
Painters and sculptors create a lifeless figure whereas a wise educator builds a
living being who God and men enjoy looking at." The core of spirituality is faith
in God, that which is part of our soul from birth. Man cannot live without faith -
cannot think, create, work, love, etc. We are, indeed, witnesses of a
metaphysical anxiety that reins our contemporaries’ psyche. This anxiety is the
foundation of many problems in society. Currently, we are witnessing a time
when people lacking the strength of faith, fall prey to deep distress, evil, despair.
Thinking of moral values of faith, poet G. Cosbuc said: "Faith in long gone days
is the only strength in us!" Human mentality suffers if our people are deprived
of the Orthodox faith, which has been support pillar for centuries.

Nowadays, the young live in an environment where passionate desire for
pleasures are sung, spoken, and declaimed; they witness a trend towards
excessive luxury, greed and violence. Yet, these are the very pleasures which
give way to slavery, sorrow, despair and even suicide, another problem of the
century. Under these conditions, religious education will help overcome the
spiritual crisis by promoting moral values of the faith, history and culture of our
nation. Our nation has been formed in the matrix format of Orthodox faith. The
symbolic state emblem is Orthodox Christian. The Anthem of the Republic of
Moldova, which sings of "the language of ancient evangelical books", is written
by Alexei Mateevici and Alexandru Cristea - two ministers of the altar. The
reign of Stephen the Great makes a distinct period in the history of the nation;

222



voievode who was a defender of the integrity, faith, culture and language of this
people. Confession of faith constitutes a solid foundation for profound spiritual
knowledge and experience. The study of religion is an integral and indispensable
part of the general culture of a young person, because faith is the fundamental
part of the culture of any nation, it is its source of inspiration, innovation and
prosperity.

Religious and musical education cannot be isolated from each other.
Musical art masterpieces have great influence in the educational process
integrating religious education through direct connection with the soul of those
who come into contact with it. Deep spiritual education balances human life.
Education through religious music values is best suited to achieve lasting and
profound qualitative effects. Music is an important direction by means of which
spirituality is formed. In the view of Professor C. Cucos: "Education creates
culture; through education, cultural components are added meaning to" [1, p.20].
The relationship between religion and music has preoccupied many thinkers of
the world. True art is deeply marked by authenticity and value, inevitably linked
to affirm a normative ideal that serves the aesthetic, the spiritual, and the
cognitive. Thus, music education based on authentic values can transform the
human personality in the light of spiritual education. Most durable spiritual
values will be passed on due to the appeal to music and especially the
masterpieces of religious music works.

Use of religious music to provide spiritual education may help achieve the
formation of the ideal, of feelings and beliefs, of attitudes embedded in value,
meaning and the spirit of beauty creation. T. Vidam supports "values orient and
order man’s desires, aspirations and ideals" [5, p.52]. These phenomena, so
important in the life of an individual education, must be promoted consciously
and organized explicitly to acquire real action capacity."l praise thee, Lord, with
all my heart that You hear words of my mouth and the angels I will sing. I will
rejoice and I will enjoy thee; I will sing Your name, Oh, Lord ", here are some
examples from Scripture which prove the integral and educational factor
between religious music and verses of the Psalms of David [4]. Education by
means of religious music is an important approach in which musical art works as
forming spirituality: education does not only mean transmitting knowledge, it is
also "reevaluation of meaning, endowment effect, as education creates culture;
through education, culture components are added meaning to" [2, p.20]. E.
Cioran wrote that "there is no disease that would not be healed by a tear that
would start to sing ...." [3, p.57]. With these philosophical lines we finalize our
discourse on spiritual values and religious music integrated and we attach a
lesson project in Choral Conducting, specialty Canto.
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DIDACTIC PROJECT

Teacher Marina Caliga, university lecturer

Date 23.03.2012

Discipline Choral Conducting

Speciality Canto, Mosnegutu Maria, 3d year student

General Topic: “Praise the Lord, O my soul”

Subject of the lesson: “The role of religious songs of the evening sermon in training a choral
conductor”

Lesson type: lesson concert

Specific competence: 1. Perception and awareness of the diversity of the musical religious
phenomenon from the point of view of spiritual, emotional and aesthetic significance in the
process of feeling and cognition of church choir repertoire.

Learning outcomes:
1. Expressive rendering of the artistic message of the religious works that were listened to
and interpreted.
2. Interpreting/commenting on the ideas, emotional state of mind reflected in the religious
choral works.
3. Knowledge of the methodology of conducting church musical-choral activities.
Obiectives:
O.1. to characterize church music genres “antiphonal recitative” and the classic genre;
0.2. to name specific characteristic features of the choir conductor and church choir
conductor;
0.3. to determine the significance of the Vigil sermon of Saturday evening;
0.4. to systematize expressive means of choral conducting technique;
0.5. to listen to/ interpret critically the sound message of religious works;
0.6. to demonstrate different types of attack (hachure): to conduct choral parties;
0.7. to perform vocal and choral music respecting rules of singing and breathing;
0.8. to demonstrate creative spirit, joining in choral conducting activities;
0.9. to compare stylistic registers of religious works: Slavic and Romanian composers;
0.10. to use choral conducting gestures appropriate with the tempo, literary text, and religious
music language.
Didactic technologies:
Methods and techniques: a) traditional didactics - explanation, comparative analysis, guided
discussion, reflection; b) specific to musical art - emotional drama, emotional action, music
generalization, problem listening, stimulation of imagination; ¢) methods characteristic of
choral conducting; d) evaluation forms: verbal appreciation, observation, demonstrating
interest for the suggested subject, emotional penetration into the artistic message, observing
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the emotional attitude, demonstrating technical and motoric possibilities by vocal-choral
interpreting and choral conducting.

Materials: a) muzical — P. Dinev Psalm 103, ,,Bless the Lord O my soul”; A. Arhanghelskii
,Happy the Man”; A. Arhanghelskii, aranj. M. Berezovskii, ,,Now lettest”; Nicolae Lungu ,,I
will love you Lord”; Mihail Smelicov ,,Praise the Lord, O my soul”;
b) didactic — musical scores, Camerton;
c) tehnical - computer.

Scenario lesson

Drama Lesson Objectives Content Technologies Evalua Time
stages Didactic- | Methods .
artistic | and tion
activities | materials
Expozi Evocation | O.3. to Description of the 10
. determine lesson subject: Reflectio | Conversa
tion (organizati | the “The role of religious | n on ) The quality
onal significance | songs of the evening | serving tion of sound
moment, and the sermon in training a God by emission.
Penetrating | tempo- choral conductor”. means of
into the rhythm of Guided discussion: church Diversity
essence of | the Vigil The choral conductor. | music of musical
the lesson | service of The church choir SLIDE: language
concert) Saturday conductor. “Making of | ¢lements.
evening ; Genres of religious the world”
0.1 to music: antiphonal
characterize | recitative singing )
church classical Exercise
music genres | interpretation. Vocal
"antiphonal | Capitalize on the and o
recitative" meaning church choral Heuristic
and the services. correct comparison
classic The sermon “Denia”- | interpreta
genre; “Vigil” of the tion
0.2. to evening.
name P. Dinev, “Bless the
specific Lord O my soul”
characteristi | - the student conducts
¢ features of | the whole work,
the choir penetrating into the
conductor essence of the subject
and church | under discussion;
choir - with different
conductor; positions of the
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conductor gesture:
poignet, forearm, all
conductor devices;
-dynamic nuances:
piano, forte,

crescendo,
diminuendo, subito,
sforzando

Develop 0.5. to ( Adam and Eve's SLIDE: Ability of | 20

ment Achieve listen to/ expulsion from music “The imagistic

ment of interpret Paradise) character | Psalmist representat
meaning critically the | Alex. Arhanghelskii, | ization David ” ion of
sound “Happy the Man” and music
message of - the student conducts | analysis
religious the integral work; artistic Analysis — Ability of
(specific works; - carefully moves interpret | synthesis interpretati
content of | O.8. to from one stanza to ting ve/musicol
the lesson) | demonstrate | another and from one ogical
creative tone to another; SLIDE: analysis
spirit, - analyzes the role of “Right
joining in means of musical Simeon”-the
choral expression: melody, meaning of | Activism
conducting rhythm, measure - Acqui the Bible
activities; measure ring Topic
04. to concentration; know
systematize | - the contrast in ledge of | Discussion — | Observatio
expressive interpreting is Bible dialogue. n spirit
means of achieved: tempo and | topics
choral dynamic nuances. integra
conducting Alex. Arhanghelskii, | ted with
technique; aranj. M. art music | Description
0.9. to Berezovskii, Explanation. | Aesthetic
compare “Now lettest” taste
stylistic - the student conducts SLIDE: Interpretin
registers of | the work in “Jesus g ability
religious homophone-harmonic Resurrection
works: structure; ”
Slavic and - carefully focuses on
Romanian half notes stops in Method of
weak beats; imagination,
- leads the melody stimulating,
from "P" to "F" interpreting,
gradually, observing
accents;
- awareness of the
artistic image in
religious choral
music is enhanced;

Reprise Reflection | O.8 to “The Holy Fire of artistic SLIDE: 10
demonstrate | Jerusalem” interpret | “The Holy Demonstra
creative “The Great ting Fire of ting
spirit, Doxology ” Jerusalem ” | technical
joining in - the student conducts Musical Possibil
choral the work combining synthesis ities
conducting two mu§1cal genres: by vocal
activities; the antiphonal ghoral

recitative and the interpret
0.7.to classical; ting and
perform - the student conducts choral
vocal and the choir and conducting
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choral music
respecting
rules of
singing and
breathing;
0.10. touse
choral
conducting
gestures
appropriate
with the
tempo,
literary text,
religious
music
language.

interprets the solo
fragments from the
work;

- the student works
on "breath" and on
the acquisition of
technical / artistic
devices ;

- systematizes the
expressive means of
the choral conducting
techniques:

with different
positions of the
conductor gesture:
poignet, forearm, all
conductor’s devices
dynamic nuances:
piano, forte

General Significance of church services: “The Vigil of the Evening” 5
conclu The role of choral conducting techniques in religious music

sions Significance of breathing in church singing: classical interpreting

Evalua - antiphonal recitative interpreting. “Strengthen me Lord...... "muz.

tion Casalapov
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CAPITOLUL IV/ PART IV

RECENZII/BOOK REVIEWS

1. SERIA ,,DIMENSIUNI ALE EDUCATIEI ARTISTICE”
SERIES "DIMENSIONS OF ARTISTIC EDUCATION"
partea I/part I

Mihaela Mitescu Lupu, Lecturer PhD,
“George Enescu” University of Arts from Iasi of Romania

a. Volumul I/ coordonator Eugenia Maria Pasca
FIECARE COPIL ARE NEVOIE DE EDUCATIE MUZICALA
Editura Artes Iasi 2008

Urmand modelele studiate la cursul despre Jocul
muzical si creativitatea, studentii masteranzi de la
specializarea Pedagogie muzicala (anii 11, seriile 2007 si
2008) au valorificat experienta muzicalasi didactica
dobanditd in anii de studii universitare, creand pentru
varste de la prescolari pana la elevi din ciclul primar si
gimnazial, cantece la 1-2 voci sau jocuri muzicale ce pot
fi utilizate atat ca mijloc de dezvoltare a capacitatilor
interpretative, dar si ca resursa didactica pentru initierea

N in limbajul muzical. Versurile sunt originale, muzica
s M inspiratd, recomandd utilitatea acestor creatii pentru
multe categorii profesional-didactice, dar si pentru
studentii ce se pregdtesc pentru cariera didactica. Creatia reprezintd un inceput
pentru activitatea muzicala didactic-aplicativa initiald prin Departamentul pentru
Pregatirea Personalului Didactic, primul pas facandu-1 in acest caz profesorii
debutanti care deja contribuie la Tmbundtitirea si imbogatirea ofertei
educational-muzicale din curriculum (programe si manuale scolare) cu acest
material auxiliar inedit in spatiul Tnvatdmantului romanesc.

a. Volumul I/ coordinator Eugenia Maria Pasca
EVERY CHILD NEEDS MUSIC EDUCATION
Artes Publishing House Iasi 2008

Following studied models, the game's music and creativity, students
graduate from music pedagogical (II years, the series 2007 and 2008) have used
the experience gained muzicaldsi teaching university years, creating for ages
from preschool to students from primary primary and secondary, songs from 1-2
voices or music games that can be used both as a means of developing



interpretative skills, and as a teaching resource for initiating the musical
language. The lyrics are original music inspired these creations recommended
utility for many professions-teaching, and for students preparing for a teaching
career. Creation is a first creation is a music teacher, began to work through
initial applied Teacher Training Department, making it the first step in this case
beginning teachers already contribute to improve and enrich the educational
offer-music curricula (syllabi and textbooks ) with the original auxiliary material
in Romanian education space.

b. Volumul II/ Eugenia Maria Pasca
MOZAIC EDUCATIONAL
Editura Artes Iasi 2008

Aspectele diverse ale activitdfilor educational —
artistice cu care se confruntd cadrele didactice din
invatdmantul preuniversitar romanesc de azi, impun o
regandire a formarii initiale si continue a acestora. De
aceea, oferta curriculard de pregatire profesionala,
universitard §i postuniversitara, trebuie flexibilizata, in
concordantd cu necesitatile concrete.

In primul capitol sunt prezentate diferite

. mmwmmmm  comunicdri ce au in confinut aspecte ale formarii pentru

Mozaic educational cariera didactica, iar in al doilea capitol, studii ce

vizeaza problematica educatiei artistice din toate

ciclurile curriculare. Acest ,mozaic educational”

reprezinta continutul celui de-al doilea volum din seria Dimensiuni ale educatiei

artistice, initiata de catre Departamentul pentru Pregatirea Personalului Didactic

din Universitatea de Arte ,,George Enescu” din Iasi, venind in intdmpinarea

specialistilor implicati in procesul educativ-artistic (educatoare, invatatori,
insitutori, profesori), cu variante de rezolvare atractiva si eficienta.

Problematica educatiei artistice nu este noud, a preocupat si preocupa in
continuare pe multi specialisti. Noutdtile aparute si impuse de la o perioada la
alta a evolutiei culturii si invatamantului au fost si sunt determinate de realizarile

eqe v,

EUGENIA -~ MARIA PASCA

a experientelor si Tmplinirilor, atat din sfera didacticilor aplicate, cat si a creatiei
artistice si artei interpretative. Astfel am constatat o imperioasd necesitate a
imbunatatirii ofertei curriculare pentru formarea continua a cadrelor didactice
din invatdmantul prescolar (educatoare), primar (invatatori), gimnazial si liceal
de culturd generala (profesori), in urma derularii programelor de perfectionare,
mai ales din perspectivd interdisciplinar-artisticd, constatari facute in urma
dezbaterilor organizate cat si a chestionarelor administrate §i analizate.
Materialele didactice moderne electronice, audio-video combinate cu cele
traditionale — printate ofera suporturi auxiliare eficiente In conceperea
activitatilor curriculare si extracurriculare de educatie artistica (teatru, folclor,
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dans, aplicatii artistice plastice). Parcursul copilului prin toate ciclurile de
educatie formald si nonformalad trebuie sa cuprindd si educatia estetica prin
accesul la cunoasterea, intelegerea si participarea directa la actul artistic,
deoarece arta prin formele sale diverse de exprimare are un rol deosebit in
formarea proceselor de cunoastere, in perfectionarea functionala a analizatorilor,
in dezvoltarea perceptiilor, in largirea orizontului de cunoastere.

Cel mai bun instrument de comunicare umana, coexistentd si intelegere,
muzica, utilizeaza limbajul cel mai abstract si universal, fiind o arta utila pentru
celelalte arte si pentru educatie.

b.Volumul II/ Eugenia Maria Pasca
EDUCATIONAL MOSAIC
Artes Publishing House Iasi 2008

The different aspects of the artistic-educational activities with which the
teachers from the Romanian pre-collegiate education confronts today, impose a
rethinking of the initial and continue formation of these. That is why, the
curricula offer for the professional, collegiate and postgraduate preparation has
to be made flexible, concordantly with the concrete needs.

In the first chapter are presented different communications that contain
aspects of the didactic career forming, and in the second chapter, studies that
aim the artistic education problems from all the curricula cycles. This
“educational mosaic” represents the inside of the second volume from the
Dimensions of the artistic education, initiated by the Department for Further
Training of the Teaching Staff from the “George Enescu” University of Arts
from lasi, coming to welcome the specialists that are involved in the artistic-
education process (educator, school masters, school-teachers, professors) with
attractive and efficient ways of resolving.

The artistic education problem it is not new, it has concerned and keeps
concerning many specialists. Novelties that appeared and have been assessed to
culture and education evolving from a period of time to another, have been
determined by the scientific and artistic realizations, by the enrichment of the
knowledge and capitalization possibilities of the experiences and completions,
from the applied didactic area and as well as from the artistic creation and
interpretative art areas. Thus I have found out an imperious need to improve the
curricula offer for the continuos forming of the teachers from the pre-school
education (educators), from the elementary education (school masters), middle
shool and high school education (teachers), following the decoiling of the
improvement programms, especially from the artistic-interdisciplinary point of
view, findings made by following both the organized debates and the given and
analized questionnaires. Modern teaching materials: electronic, audio-video,
combined with traditional ones — printed, offer efficient secondary support for
the conception of the curricula and extracurricula activities of artistic education
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(theatre, folk, dance, plastic art applications). The child’s line through all the
formal and nonformal education cycles has to comprise the aesthetic education
as well, through the access to the knowledge understanding and direct
participation to the artistic act, because the art, through its diverse forms of
expression, has a special role in the formation of the knowledge’s processes, in
the functional improvement of the analysers, in the developing of the
perceptions, in the expanding of the knowledge’s horizon.

¢. Volumul III/Eugenia Maria Pasca
CAIET DE PRACTICA PEDAGOGICA
(repere teoretice/repere aplicative)
Editura Artes Iasi 2009

Caietul pentru practica pedagogicd este un
instrument de lucru necesar si obligatoriu studentilor
care opteazd pentru pregitireca psihopedagogica in
vederea obtinerii calificarii didactice .In contextul
legislativ actual , un astfel de document trebuie sa
corespundd standardelor profesionale. Din aceasta
perspectiva, continutul acestuia cuprinde informatiile
necesare tuturor celor implicati in aceasta activitate-
studenti, profesori metodicieni, profesori mentori. Se

DIMENSIUNI ALE EDUCATIEI ARTISTICE doreste a fi un ghld pentru organizarea §i
(rcgﬁfttffri’ﬁiﬁi{gffZﬁﬁ%ﬁic) desfasurarea practicii pedagogice a studentilor din
Universitatea de Arte ,,George Enescu”din lasi, ce
contine legislatie, continuturi specifice pregatirii

pentru cariera didacticd, fise, machete, modele a diverselor materiale necesare.

Ideea realizdrii unui instrument de lucru pentru studentii si profesorii
implicati in procesul de pregatire psihopedagogica definit ca un caiet de practica
pedagogica se datoreaza necesitdtii actuale de rezolvare initialda a formarii
teoretice §i practice a viitoarelor cadre didactice cu specializari pentru educatia
artistica a copiilor si elevilor din toate ciclurile curriculare ale Tnvatamantului
romanesc. Este o necesitate reald pentru cunoasterea si utilizarea tehnicilor
necesare proiectdrii, predarii, Invatarii si evaluarii activitatilor didactice, precum
si pentru operarea cu metode si tehnici de cunoastere §i caracterizare
psihopedagogica a elevilor de cétre studentii — practicanti .

Prin prezenta lucrare se oferd celor implicati in activitatile specifice
practicii pedagogice , informatiile cuvenite cu caracter psihologic si pedagogic,
cu scopul de a veni in ajutorul pentru valorificarea cat mai eficientd a timpului
rezervat practicii psihopedagogice. In prima parte sunt furnizate informatii
privitoare la cadrul juridic stabilit de minister, pentru parcursul de pregatire
pentru cariera didactica. In partea a doua sunt incluse datele aplicative pentru
buna desfasurare a practicii pedagogice, cu formatele standard , de completat, de

EUGENIA - MARIA PASCA

EDITURA ARTES
2009
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catre formatori si formabili, ale evenimentelor impuse prin derularea acestui
proces.
c. TEACHING PRACTICE NOTEBOOK
(theoretical milestones / benchmarks applied)
Artes Publishing House Iasi 2009

The Pedagogical Practice Notebook is a necessary and compulsory working
tool for students that choose the psycho pedagogical training, for a didactic
career. In the present legislative context, such a document must correspond with
the professional standards. From this perspective, its content has been changed
and completed with necessary information to all involved in this activity —
students, method specialists, and pedagogical practice mentors. The Pedagogical
Practice Notebook is wanted to be a guide for the students’ pedagogical practice
organization and carry on, from the “George Enescu” University of Arts, which
contains legislation, subjects specific for the didactic career training, cards,
models, of different needed materials.

The idea to realize such a working instrument for students and teachers
involved in the process of the psycho pedagogical training and defined as a
Pedagogical Practice Notebook is due to the present need for the initial resolving
of the practical and theoretical formation of the future teachers with
specializations for the children and pupils’ artistic education, from all the
curricula cycles of the Romanian education system. It is a real need for the
knowledge and the use of techniques needed for didactical activities’ projection,
teaching, learning and evaluation, as well for the performing with methods and
psycho pedagogical knowledge and characterization techniques of pupils by
students — practicians.

The present paper provides to the involved persons in the activities specific
for the pedagogical practice, proper information, with a pedagogical and
psychological character, with the goal to help the capitalization of the needed
time for the psycho pedagogical practice, more efficiently. In the first part we
will give information regarding the legislative frame established by the minister,
for the preparation way of the didactical career. In the second part, applicative
dates are included, for a good unfolding of the pedagogical practice, according
with the standard formats, which have to be completed by the trainers and
trainees, of the events assessed through this process unrolling.
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2. SERIA ,,DIMENSIUNI ALE EDUCATIEI ARTISTICE”
SERIES "DIMENSIONS OF ARTISTIC EDUCATION"
partea Il/part II

Dorina Geta lusca, Lecturer PhD,
“George Enescu” University of Arts from Iasi of Romania

a. Volumul IV/ Eugenia Maria Pasca, Jenica Gherghescu, Lucian
Gherghescu
STRATEGII DE ABORDARE DISCIPLINARA SI
INTERDISCIPLINARA A EDUCATIEI MUZICALE IN
INVATAMANTUL PRIMAR SIMULTAN
Editura Artes Iasi 2009

Invatamantul cu predare simultan, desi ocupi o
pondere mare, circa in 30% din scolile romanesti, nu
este Indeajuns cercetat sub toate aspectele pe care le
implicd. Din investigatille efectuate printre
invatatorii, inspectorii de specialitate si profesorii din
scolile normale/ liceele pedagogice si facultatile de
profil ( cu specializarea Pedagogia invatdmantului
prescolar si primar ) a rezultat cd existd anumite
lacune in pregatirea cadrelor didactice, atat sub aspect

EUGENIA - MARIA PASCA

DINENSIUNI ALE EDUCATIEIARTISTCE teoretic cat si practic. Teoretic, deoarece programa de
e, 11CEU pedagogic, mai nou de colegii universitare /
EDUCATIEI MUZICALE IN INVATAMANTUL PRIMAR SIMULTAN -, e .

i facultati, nu prevede teme legate de aspectele precise

ale muncii la clasele simultane, iar practic, datorita
experientei foarte sdrace de predare, prin practica pedagogica , efectuata prin
crearea artificiald de clase in mediul urban, a situatiei invatdmantului simultan
specific mediului rural.

Lucrarea prezenta incearca sa se constituie intr-un ghid organizatorico-
metodologic, privind predarea-invatarea-evaluarea disciplinei Educatie muzicala
in invatamantul simultan, la clasele I-IV. Bazatd pe experienta acumulatid de-a
lungul anilor, abordarea educatiei muzicale in conditii simultane pune la
dispozitia: invatatorilor / profesorilor — metode si resurse pentru imbundtatirea
procesului de predare-invatare- evaluare; elevilor — noi oportunitati de invatare.

Un model educational in versiune simultana - a Educatiei muzicale
este mult mai flexibil, permite adaptari rapide si prin abordari interdisciplinare.
Simultaneitatea presupune un sistem de organizare mobil, metodologic specific
adaptata pentru aceste conditii si cadre didactice cu experientd in acest domeniu.
Predarca-invatarea-evaluarea in conditii simultane a Educatiei-muzicale nu
complica procesul didactic, ci, dimpotriva, duce la extinderea si adancirea
conexiunilor Intre discipline asigurdnd multiple valente formative, contribuind la
formarea unei atitudini noi fata de cunoastere.
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Dacd pentru un invatator care coordoneaza activitatea unei singure
clase, sau pentru un profesor care preda o singurda disciplind de invatdmant,
procesul predarii-invatarii-evaludrii reprezintd o activitate relativ simpld, avand
posibilitatea consultarii unor ghiduri si metodologii in vigoare, pe cand la
invatamantul simultan demersul didactic nu poate avea eficientd dacd nu se
cunosc, in detaliu, problemele organizatorice specifice: gruparea claselor,
alcatuirea orarului, proiectarea didactica - insotita de schemele orare.

a. Volumul I'V/ Eugenia Maria Pasca, Jenica Gherghescu, Lucian
Gherghescu
STRATEGIES TO ADDRESS DISCIPLINARY AND
INTERDISCIPLINARY A MUSICAL EDUCATION IN PRIMARY
EDUCATION WHILE
Artes Publishing House Iasi 2009

We believe in the need of Music education in school and kindergarten,
along with other subjects of education, because it brings a significant
contribution to shaping the character of children, being part of the activities’
group whose primary goal is to achieve aesthetic education, in other words the
cultivation of skills and capacities to know reality, learning to admire the
beautiful through the way of artistic emotions, to take a civilized and sensitive
relation with the others.

The theme of this paper aims to analyze the musical educational
phenomenon in the context of simultaneously learning conditions. The basic
idea which led us to develop this theme was that of artistic education and
training of children in active-participatory spirit, to integrate them into a
dynamic society subject to change. In this way we sought to bring to date other
approaches to music contents in learning simultaneously process too.

Since learning in primary schools (education) is the central activity that
requires full potential of the child physically and mentally, the results depend
also on the choice and use of teaching-learning-assessment strategies that
determines the selection in a specific way of working methods and procedures as
well as of the means of education. Therefore we considered that the teaching-
learning-assessment in simultaneously conditions can occupy the leading role in
the educational future of students who are doomed to work in these situations.

We’ve tried also an interdisciplinary approach to music contents, this
providing a support to the teachers who are teaching in simultaneously primary
schools (education) for constructive reflections and ideas to structuring the
innovative approach on directions that might be considered important and
significant in terms of theory and educational practices. Success in didactic
activity is determined by the quality of a teaching strategy, the flexibility and
functionality of it.
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b.Volumul V/ Eugenia Maria Pasca
MANAGEMENTUL ACTIVITATILOR MUZICALE
EXTRACURRICULARE iN EDUCATIA FORMALA SI
NONFORMALA
Editura Artes Iasi 2009

Lucrarea 1isi propune sa prezinte specificul
iogasoisis organizdrii demersului didactic muzical in educatia
formald si nonformald, consideratii si sugestii noi
referitoare la tipurile de formatii si repertoriile
abordate. Insuficienta orientare a programelor pentru
educatia muzicald a generat aceastd analiza si solutii
pentru o noud valorizare a educatiei artistico —
muzicale atat in scoala cat si in cadrul cluburilor /
palatelor copiilor.

_ Ideea realizarii unui instrument de lucru pentru
T s studentii si profesorii implicati in procesul de pregatire
"""""" psihopedagogica, definit ca un ghid al activitatilor
extracurriculare muzicale, se datoreaza necesitatii actuale de rezolvare initiala a
formarii teoretice si practice a viitoarelor cadre didactice cu specializari pentru
educatia muzicald a copiilor si elevilor din toate ciclurile curriculare ale
invatdmantului romanesc in sistemul formal si nonformal. Este o necesitate
reald pentru cunoasterea si utilizarea tehnicilor necesare proiectarii , predarii ,
invatarii s1 evaludrii activitdtilor didactice, precum §i pentru operarea cu metode
si tehnici contemporane.

Prin prezenta lucrare se doreste sd se ofere celor implicati in activitatile
specifice, informatiile cuvenite cu caracter psihologic si pedagogic , cu scopul
de a veni in ajutorul pentru valorificarea cat mai eficientd a timpului rezervat
activitatilor de ansambluri muzicale din scoala dar si celor din cadrul cluburilor
si palatelor copiilor. Lucrarea prezentd incearca sd devind un ghid organizatoric
si metodologic , privind activitdtile extracurriculare muzicale din sistemul
formal si nonformal. Bazatd pe experienta acumulatd de-a lungul anilor, ne
propunem abordarea educatiei muzicale extracurriculare prin diverse tipuri si
continuturi , cu metode §i resurse pentru imbundtatirea procesului de educatie
estetica in scoala si in cluburile — palatele copiilor. Un nou model educational
muzical mai flexibil ce permite adaptari rapide si mobile , din punct de vedere
metodologic si conceptual realitdfii contemporane, ducand la extinderea si
adancirea conexiunilor intre diversele modalitdti de exprimare—vocale,
instrumentale sau vocal-instrumentale, asigurand multiple valente formativ-
educative , contribuind astfel la formarea unei atitudini noi fata de cunoastere si
arta adevarata.

DIMENSIUNI ALE EDUCATIEI ARTISTICE
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b. Volumul V/ Eugenia Maria Pasca
MANAGEMENT EXTRACURRICULAR MUSICAL ACTIVITY IN
FORMAL AND NON-FORMAL
Artes Publishing House Iasi 2009

The work proposes to present the specific of the musical didactic step’s
organisation in the formal and non-formal education, considerations and new
suggestions regarding the types of groups and approached repertoires. The
insufficient orientation of the programs for the musical education has generated
this analyses and solutions for a new atomization of the musical — artistic
education both in school and in children’s clubs. To know how the children’s
impact on the sonorous universe should be realized, one has to know the specific
features of the musical hearing and the voice used in the musical practice, the
vocal and the instrumental singing, all these needing to be competently
fructified, because in this period of time the real practising bases of music and
its understanding are founded.

The fundamental problem is that of knowing how the musical image,
sonorously-sensorial realized of elements which do not represent concrete
images from the surrounding reality, arouses artistic emotions. In this sense, the
elements of the musical language can not be separated in the process of
communication: the melody, the tempo, the harmony, the polyphony, the colour,
the dynamic, and the agogic. It is important the auditory and the oral-
instrumental development of children, as well the means in which the correct
and the best formation of the musical skills can be accomplished. In this study
we propose to comment on the necessary modalities of this didactic solving
process, resorting to contemporary examples from children’s folklore and as
well from academic creations destined to them.

The improvement of musical repertoires is done through an immediately
didactic approach, analyzed and upheld with examples. On its turn, the
instrumental musical practice completes the way of artistic expression, this one
being analyzed by the two components: the playthings accessible in the
prenotation period, and the formation of instrumental skills, with the goal of
accompaniment and rendition in instrumental groups.
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3. INVATARE SI PROFESIONALIZARE iN DOMENIUL DIDACTIC
Mihaela Mitescu Lupu
»Alexandru Ioan Cuza” University Publishing House, Iasi 2012

Eugenia Maria Pasca, Associate Professor PhD,
“George Enescu” University of Arts from Iasi of Romania

Abordarile invatarii ca raport de colaborare s-au bucurat pe parcursul
ultimelor decenii de un interes deosebit in spatiul teoretizarii i problematizarii
pedagogice. Ratiunile care insotesc si alimenteaza acest interes sunt multiple si
complexe. In invatimantul superior, de exemplu, ratiunile de naturd pragmatica
(nevoia identificarii unor strategii didactice care sa raspunda nevoilor didactice
ale unei populatii studentesti in crestere) precum si acelea de identificare a unor
strategii didactice care sd raspunda eficient expectantelor pietii muncii privitor
la cunoasterea si competentele formate prin studiile universitare constituie
factori explicativi pentru interesul larg de care se bucurd pedagogia colaborarii
in cercetarea pedagogica de cea mai recenta actualitate.

In lucrarea Invdtare si profesionalizare in domeniul didactic, autoarea
Mihaela Mitescu Lupu ne aratd ca intalnirea intre doud zone de problematizare
— pedagogia colaborarii si activitatea formativa a programelor de pregitire a
profesorilor din universitati si din scolile unde ei is1 fac debutul in carierd -
devine cu atat mai interesanta cu cat, 1In contextul transformarilor socio-
culturale, politice si economice pe care fenomenul globalizarii le presupune,
universitatea, ca locus traditional al cercetarii, producerii si transmiterii
cunoasterii stiintifice, a fost supusa de-a lungul ultimelor decenii unor procese
de revizuire profunda a activitatii, viziunii $i misiunii asumate.

Masificarea cercetarii si educatiei a determinat alterarea conceptiei despre
unversitate ca unic locus al excelentei in producerea cunoasterii. Noi moduri de
a cerceta emerg unor contexte de interogare, reflectie si investigare care reunesc
oameni si institutii diferite, Intre care universitatea ramane doar un posibil
partener. Cunoasterea devine, n acest fel, o mixturda de teorii §i practici,
abstractiuni si constructe compozite, idei si date dezvoltate in relatie cu aspecte
de interes public; procesele de producere a cunoasterii au loc in foruri hibride, in
cadrul cdrora nimeni nu detine controlul absolut asupra intrarilor si cerintelor de
expertiza. Stiinta se face prin participare iar scopul ei nu mai este descoperirea
adevarului per se, ci descrie zone de responsabilitate publica de decizie in raport
cu situatii complexe, pe baza intelegerii unor chestiuni de interes comun in
cadrul carora multe aspecte raman de rezolvat. Universitatile sunt, astfel,
obligate sa adopte o pozitie antreprenoriald in demersurile pe care le
promoveaza, prin faptul ca trebuie sa inteleaga, anticipeze si raspunda nevoilor
unei lumi (piefe) in continuu proces de transformare. Intr-o atari perspectivi
actionala, abordarile disciplinare ale cunoasterii devin costisitoare si ineficiente.
Producerea cunoasterii este un fenomen afectat deopotrivd pe directia lui ce
(continuturile cunoasterii), precum si pe directia lui cum: producerea cunoasterii
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este un proces transdisciplinar (mai degraba decat mono sau multi-disciplinar),
are o structurd non-ierarhicad si o organizare eterogend in forme transiente,
implica interactiunea mai multor actori - si, prin aceasta, devine public
evaluabil — s1 presupune o varietate larga de criterii privind controlul calitatii.

Parteneriatele, colaborarile si retelele sunt notiuni care se bucurda de o
imensa popularitate in discursurile de politicd educationald de pretutindeni si
sunt Tnvestite cu credinta de a desemna mecanisme de inovatie, sinergism si
putere emancipatorie in formarea de noi relatii si sisteme de lucru, in conditiile
valorificarii mai eficiente a resurselor existente si aportului valoric prin
generarea de servicii complementare. Ceea ce lipseste insd este un demers
sistematic de provocare la dialog a responsabilitatilor complementare pe care le
au partenerii, asa cum este si cazul scolilor si universitdtilor in spatiul
conceperii, organizarii, deruldrii si evaludrii programelor de pregatire a
profesorilor.

In lumina unor asemenea constatiri, autoarea Mihaela Mitescu Lupu afirma
legitimitatea interogarii formelor parteneriale de organizare a programelor de
pregatire a cadrelor didactice, atentia analitica fiind concentrata pe probleme de
tipul: in ce masura sunt parteneriatele scoald-universitate functionale in privinta
furnizarii unor servicii de formare a cadrelor didactice apte sa faciliteze
formarea unor identitati profesionale coerente la beneficiarii acestor servicii? In
ce masura raspund parteneriatele diferentelor de viziune (conceptie) si misiune
formativa asumate, individual de parteneri atat de diferifi? Cum sunt procesele
de producere a cunoasterii manageriate in cadrul acestor parteneriate?
Intelegerea parteneriatului universitate-scoald ca forma de organizare a
programelor de pregatire a cadrelor didactice necesita descoperirea
semnificatiilor profunde pe care dinamica actiunilor, cooperarii, tensiunilor si
schimbarilor emergente acestei forme particulare de organizare a activitatii le
presupune.

Lucrarea ne propune corelarea in spatiul analitic si interpretativ a notiunilor
de invatare-colaborare si de parteneriat inter-institutional intr-un efort de
explorare a raporturilor de interdependentd s$i reciprocitate a efectelor
transformative dintre colaborarea ca strategie didacticd localizatd la nivelul
actiunii pedagogice Intreprinse in intalnirile profesor-studenti si colaborarea ca
ethos al programului partenerial de formare initiala a cadrelor didactice. Sunt
studiate efectele in plan formativ ale utilizarii strategiilor colaborative, precum
si modul specific de structurare a proceselor de invatare in doud programe de
formare initiala a cadrelor didactice organizate in institufii si sisteme de
invatamant diferite: unul in Romania, celdlalt in Anglia. De asemenea, lucrarea
propune intelegerea profundd a modului cum 1isi construiesc stagiarii in
invatamantul secundar inferior intelegerea despre contextul scolar practic si a
manierelor Tn care ei semnificd si configureaza instrumental cunoasterea
pedagogica certificatd prin programele universitare de formare initiald a cadrelor
didactice. Este studiat modul cum se construieste cunoasterea didacticd in etapa
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de trecere de la componenta universitard a programului de pregatire initiala la
cea de stagiatura in invatdmant. Inteleasi ca expansiune a conceptiei despre rolul
si activitatea didactica, activitatea de invatare a stagiarilor si obiectul acesteia —
expansiunea identitdtilor lor profesionale —sunt studiate pe dimensiunile
competentei pedagogice si dezvoltarii competentelor relationale ale cadrelor
didactice in formare. Intrebarile de cercetare care prefigureaza ipotezele
studiului vizeaza explorarea In camp deschis de analizd a determinismelor,
continuitdfilor si discontinuitatilor pe care le comporta cunoasterea didactica si
a relatiei acestora cu mediul cultural al execitiului profesional initial.

Lectura este una sugerata cititorului antrenat cu discursul psiho-pedagogic,
autoarea propunandu-ne un limbaj specializat, bogat in concepte uzuale unor
spatii de teoretizare cu un nivel inalt al specializarii. Discursul se doreste unul
informativ atat cu privire la rezultatele cercetarilor conduse de chiar autoarea
lucrarii in spatiile unor culturi profesionale distincte din peisajul european, cat si
cu privire la o serie de dezvoltari teoretice si suporturi empirice de cea mai
recentd datd in literatura de specialitate. Nici o decizie metodologicd si nici o
ipotezd de cercetare nu este lasatd fard fundament epistemologic, iar pentru a
asigura precizie si claritate deciziilor autoarea ne face vizibil un exercitiu de
investigare a literaturii de specialitate impresionant prin volum si profunzime.
Masteranzii si doctoranzii in pedagogie, practicienii in invatdmantul pre-
universitar care au in vedere obtinerea gradului didactic I vor gasi in paginile
acestei lucrdri un exemplu de abordare metodologica, indrumator pentru
conceperea si redactarea unei disertatii sau teze academice. Lucrare contine un
volum impresionant de detalii si observatii privitoare la fiecare decizie
metodologica operata.

In ansamblu, lucrarea este un exemplu fericit al cercetirii pedagogice
autohtone, care ne propune intr-o abordare cuprinzatoare un demers de explorare
amdnuntitd a dinamicii relatiilor si proceselor formative in spatiul didactic.
Originalitatea acestei cercetari sta in aplecarea asupra intelegerii modului cum se
construieste cunoasterea didacticd 1n etapa de trecere de la componenta
universitard a programului de pregatire initiald la cea de stagiaturda in
invatamant.
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LEARNING AND PROFESSIONALIZATION IN TEACHING
Mihaela Mitescu Lupu
»Alexandru Ioan Cuza” University Publishing House Iasi 2012

In this book, the author Mihaela Mitescu Lupu proposes exploring the
manner of constructing teaching knowledge in the transitional stages of
beginning teachers crossing from pre-service tecaher education programs into
the in-service early practices and professional learning experiences.

The book introduces in a rather detailed manner and in a discoursive register
typical of the academic style of writing, research findings of multi-annual
studies, with data produced in Romania, England and Norway.

Learning and professional identity are the key concepts of the written
discouse of this book. The two notions are explored on the dimensions of the
pedagogical competences and the relational competences being developed in the
early stages of professional practice of the beginning teachers. The research
questions the book aims at answering, reflect the author’s preoccupation for
exploring the determinations, continuities and discontinuities between teaching
knowledge and the culture of professional practice through early stages of
beginning teachers’ participation to the school life.

Partnerships and collaboration are scrutinized at various levels of analysis,
from interinstitutional to interpersonal ones. Pertinent answers are sought for
and rich empirical support is being advannced for every claim the author is
making in this text.

The book is reccomended to a variety of readers: from master and doctoral
students interested in educational topics, to those engaged in practical teacher
education, from those interested in comparative approaches to researching
educational matters to those interested in cultural activity theory approaches to
understanding education and teacher education.
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Abstract

The volume is a sequel of the series and contains a part of the scientific
woks/studies presented at the international event that were initiated and
organized by The Institute of Psychopedagogical Training and Counseling
within “George Enescu” University of Art from lasi through the Center of
Intercultural Studies and Researches during the year 2012. The scientific
presentations/lectures within the sections were in the following domains: Music,
Theatre, Fine Arts, Education.

The organizing on 17" = 18 ™ of November 2012 of the International
Conference with the theme “Comparative researches and studies in
European policies of artistic and intercultural 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 from Europe (Republic of
Moldavia, Italy, Greece) toward these initiatives is conclusive through the
communications that were presented, in this volume, being included studies
from Romania Republic of Moldavia, Greece, we hope to be useful to those
involved in the research and education activity from the artistic domain.
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