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Serban NICHIFOR

INTRODUCERE IN
FENOMENOLOGIA CVARTETULUI DE COARDE

- COMPENDIUM -

Copyright (c) 2007 by Serban NICHIFOR (SABAM)
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Serban NICHIFOR
wIntroducere in fenomenologia cvartetului de coarde*

CUPRINS

01.) Amplasamentul cvartetului de coarde — pag. 3

02.) FElementele esentiale ale comunicarii — pag. 9

03.) Acordajul cvartetului de coarde — pag. 10

04.) Verificarea individuala a acordajului — pag. 12

05.) Exercitiu acordaj 1 — pag. 14

06.) Exercitiu acordaj 2 — pag. 16

07.) Exercitiu intonatie: J.S.BACH, ,,Choral BWV 146“ — pag. 18

08.) Aspecte ritmice — pag. 22

09.) Continuum - studiu de sincronizare — pag. 49

10.) Balans/Dinamica sonora — pag. 59

11.) Perspectiva fenomenologica a muzicii — in lumina teoriei lui
Sergiu CELIBIDACHE - pag.63

12.) Aspecte elementare (amplasament, acordaj, atacuri) si cateva
exercitii din manualul lui Alfred POCHON - ,,4 Progressive
Method of String-Quartet Playing“ — pag. 71

13.) Teoria anamorfozei sonore: Definitie — pag.90; Anamorfozele
timpului muzical — pag.94

14.) ,,Chamber Music Curriculum Profile — Socrates Project 2001-
2004 — pag. 98

15.) Serban NICHIFOR - String Quartet No 1 — ,,Anamorphose* —
pag. 140

16.) Serban NICHIFOR - String Quartet No 2 — ,,Vallons de
I'Oubli“ — pag. 154

17.) Serban NICHIFOR — ,,Dansuri Romanesti“ pentru cvartet de
coarde — pag. 173

ANEXE:
- Inregistrarile exemplelor muzicale (format mp3) — Folder 1
- Capodopere ale literaturii universale (format midi): Beethoven,

Brahms, Debussy, Dvorak, Haydn, Mozart, Ravel, Schubert,
Schumann - Folder 2
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The ensemble entity:
Artistic & technical skills
Communication & sound
Teamwork

Individual assessment:
Slage presence

Parsonal involvernent
Interaction / Communication

Artistic and ound Awarenass
Tachnical
Skills
N st B
Dramatic Communication Listening
Skills
Support Reaflecting Physical

CHAMBER MUSIC CURRICULUM PROFILE

Concept of an integrated Chamber Music Curriculum
Socrates Project 2001-2004

Co-ordinator

Prof. SAMPSA KONTTINEN

JYVASKYLA POLYTECHNIC / SCHOOL OF MUSIC
Email: sampsa.konttinenajamk.fi

IV Educational aspects (page 21)
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File: AcordajulCvartetului

Acordajul cvartetului de coarde
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File: VerificareAcordajindividual

Verificarea acordajului individual
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File: ExercitiuAcordaj
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File: ExercitiuAcordaj2
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arr. Serban Nichifor
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Choral BWV 146
Werde munter, mein Gemiite

J. S. Bach

Arr. for String Quartet
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lgtiun} fundamentale de groaodie Ii metricd latind
in gersgectiva dimenaiunii"ritmogoetioe”a muzicii

Principiile de alternare a accentelor, precum gi organizarea
acestora in diferite unitifi metrice au avut un caracter determinant
§i In procesul cristalizgdrii coordonatei -ritmice specifice oculturii
muszicale greco-romane, Yom expune de aceea citeva nojiuni fundamentale
de prosodie gi metriocd latind, de sorginte poeticd, dar ou aplicatie
directd fn domeniul muzicii.

Tonetica limbif latine implica utilizarea silabelor scurte gi
Tungi, acestea din urmi avind o duratd dubld fn raport cu primele

fn funcjie de pozijiile vocalelor:
- sila¥a a cirei vocale este agezati fnaintea altei vocale este

scurtd - "vocalis ante vocalem brevis est" (de pildi, fn cnv!ntul"pstria"):
- silaba Currmumlavoa& ceede urmatd de doud consoane (repprtizate tn

respectiva gila®d gi In cea care urmeazi), sau de consoani dubli,

este lungi (de exemplu, fn ouvintele "unde" = de unde, "nullus"=nici unul), )
- de asemenea, silaba ce conjine un diftong e lungd ("caelum"=cerul).

Tinfd seama de aceate elemente de foneticd, principiile generale
ale prosodiei latine se referd la trei situapii bine determinate:

- cuvintele momo-silabice sint accentuate ("néh" = nu)}

- cuvintele wi-silabice au accentul pe penultima silabd("pdter"=tatd)s;

- cuvintele tri- sau ‘"polf-silabice au accentul pe penultima silabi,
dacd este lungi ("virtﬁtea":virtute); fn caz contrar,accentul se mutid
pe»antepenultiia silakd (”h6m¥nes"=oamen11).

Silabele accentuate gi neaccentuate stau la baza constructiei
poetice (gi implicit muzicale); astfel, metrul (hH£t€0\ﬂ'—— ‘"metron" fn
1imba elend) este alcituit din mai multe silabe, iar versul (ca element
poetic primordial, formfnd la rindul siu strofele) este alcituit din mai
mai mul$i metri . Y

96)- un cas particular f1 constituie gi grupul numit "muta cum liquida”,:
format din 2 consoane - cea de a doua fiind 1 sau rs 3cest grup trece
integral la silaba urmdtoare, ce devine accentuatd ("pa~-tris","ch-pra")

ee-scor
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Spre deosebire de versificapia clasicd a popoarelor moderne

(bazatsi pe médsuri cu mumir fix de silabe, ce au aceeagi duratd dar

intensitaff diferi’te), poetica greco-romani lua fn consideraj}ie
durata diferitd a silalelor, ce compuneau astfel o mare varietate de

iciocare (sau podﬁt)ca umitéfi ritmice imediat superioare ce reuneau
2

silabe "longae"™ gi "brevis") gi metrii (undtZji mitmice amal COmrlexe,

alcdtuite dim

podii, fm configura}ii acatalectice sau catalectice),

In legidturd cw femomenul deosebit de interesant al transplantirii

ritmurilor poedfice amtice (bazate pe procedeul ™scand#rii™) fn ritmuri

muzicale, Prof, univ., Dr, Victor Giuleanu a adus - fn tratatul siu

"Melodica Bizantimd' ~ o esen}iald precizare, aritfnd c& tot "ceea ce fn

ritmica anticd era clddit dupd camtitatea celor dous silabe - longa gi

brevis — fm muzica bizanttind se transformi fn silabe «tone>>(accentuate) gi

<<a1tane>>(maccénﬁuate) ale fiecidrui cuvimt,Aceastd reformd fn ritmica

imnurilor bizantime este atribuiti concret lui Hfrem Sirianul (306-37%),care

fnlocuiegte primcipiul alungirii gi scurtéirii silabelor -~ fn vigoare la

grecii amtici ~ cu acela de accentuare gi nonaccentuare a silabelor™,

Revenind la ritmica poeticd greco-romant, menjioném c# durate unitifii mm.ue,

fundamentale "mora™ (ce diferengia silabe "brevis™ = 1"mora' N

de cea

"longa™ = 2 "more") pu poate fi absolutizatd (scriptic gi valoric) - exemplele

de mai jos utilizfnd - fn mod conveniional - codul: VU = 1"mora™ = J“' s

= 2 "more" = J (Ce e QXM&Q‘*@ Q;(LU\A.,CAJL P\QJA‘%:R)U:AJU:A . J?;).

Metri Bisilabici - simpli J ( Jcl :i\
4) = Piricul uu = bl\ Sau.l.,:tc} 3)= Iambul U-— = 5::44»&()
2)~ Troheul (Horeul) —u = ) P ($an JJ, &y 4~ Spondeul — —=J J (S:_’L y e

- Metri trisilabici - simpli

1)- Tribrahul  yuvy = I 5)= Creticul —U— = «D)
1)~ Pactilul —uv = ) j\)\ €) = Bahicul U—— = js.\J
52- Anapestul vVU— = Js},J ?.g- Antibehicul ——vy = J )
4y~ Amfitrabul V-V = KNI KN 2~ Molosul ———=)

Metri tetrasilabici - compugi

FEEE

Proceleusmaticul ULUV = 7)- Ionicul minor

)~ Peondanul I SEVIVIVASI N $) - Horiiambul
3%- Peonianul IT U—UV = JsJ .(\b 9)~ Antispastul
&)\~ Peomianul III uu-u=s M AIE ’02- Biiambul
5)- Peonianul IV vuu—= MR K] 1y~ Bitroheul
5‘))- Tonicul major ——vuu= g 5:}, [2)- Bpitritul I

'/

*)- "Tro\);s“-'—"va"z P(cu‘m— T Limba Zvcaca‘f

ee-scor
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3} Epitritul ]II. —y = b i.‘ 15). Epltritul I¥ -— —_--\J =
e Epttaitul TIT — =V~ 1181  19- pispondemtr ————=

Ca gi In musiod, ametril - (picloarele) poeticl simpll
at wa acoent, iar ch'co-pugi {tetra~ pi penta-silabici) au donmd acoente,
dintre care waul primcipal ¢l celilalt secundsr = ritmyl fiind in general
gtabilft prin sucoesiunes regulaté a scoentelor, Te menjionat este yi
faptul of unele misuri permit gubstituirea unei silabe lungt prin dound
sflake scurte - desigur, ou condijis oa durata de pronunjare (respectlr,
durata musicalk) sid fie acesayi 1la rivelul tntregll mdsurl.

La anivelul {mediat superior de organlizare - cel al vexpulul =,
remarcin urmitoarele forme specifice: hexameirul, pentametrul, dietihnl
;Iﬁg;gg gi yersurile logaedice.

Format din gane nisuri, hexemetrul are la bazd dactilul, in acest mene
fixtndu-se ammite norme de utilizare & gisurilor de 4 more (deci de g)s
¢p. primele 4 pieloare dactilul poate fl tnlocuit ou spondens piclorul al

aincilea = caracteristic versulul - emte tn mod obligatorin dawtils pleiorul

al gaselea &xe numal 2 silabe,. f£iind compus dintr-un troheu =man dintr-un

sponden,
fn general, schema formali a heyametrulul dactilic sre configuratia
uraitoars:
2y oas voll v ol vyl Y=
¥T11s vo|lat, simul arva fu) &2, eimul|asquora|verens?

i~

yu|/ vulzuefz ov|zu}LY

BN L PP LPRL DD LR AT

Ve

Prin utilizarsa spondeulul £n locul dactilului i in ﬁiciorul el

sincilea, hexameirul devine apondalio:

tapta) rique sulis pi)num iubet|ar \mentia“

LRI

Spre decmebire de ethosul dactilic (mai vioi), caracterul spondaic
sgte sainamente Erav, profund ~ aceate e¢lenente traducindu-se (13

tn textul muzicel, ¥roleotii anamorfotice ale acestor formule au foet

ee-sc
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« ritm derivat din

deseari dezvoltate attt tn musica Barock (Fig, 10

hexametrul dactilic,fn "Gavotte I" dinm Suita a IT-a englezi fn sol minor

de J. S. Bach), oft gi fm cea clasicd (Fig. 41

« ritm derivat din

hexametrul spomdaic, in celebra parte a doua - "Allegretto"” - din

Simfonia a ¥II-a de Ludwig van Beethoven),

fn "Cavotte I™

S, Bach.

- ritmuri derivate din hexametrul dactilic

40

din "Suita a II-a englezi fn sol minor de J
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rig. A1 - ritmuri derivate din hexametrul dactilo-spondaic,

fn partea a II-a ~ "Allegretto" - din

Simfonia a YII-a de Ludwig van Beethoven,

(ritmurile sint marcate prin [ 1)

. Allegretto J-78

L

2
2 Obol | == E=
&

£ == ”»
] 4

== =

P
2 Pagottl ¥ =

2 Corni(E)
1 e
s ———

2 Trombe (D) —

Timpani(A B) S===

2 Clarinetti (A)

Violini I

Violini IT

Viole
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In feonomia structurilor poetice latine, un element de o mare porndere
expresivd este reprezemtat gi prin cezuri (termen derivat din tema supinului
verbului "caedo" = a tdia -,ca gi din substantivul"caesura,-ae™ = téieturs,
incizie). KAstfel, aceste pauze (ce se integreazd fn unitatea unui vers)
sfnt dispuse - fn cadrul structurii hexametrice - 1la Jumdtatea piciorului al
doilea (cezura mumit® "triimimera'™ sau "sesquipedalis™, de un picior s
jumState), la jumitatea piciorului al treilea (deci fm wona "sectio aurea",
aceasta fiind cea mai importantd cezurd, numitd "pentimimera"™ sau
"gemfquinaria™) g$i/saun la jJumdtatea piciorului al patrulea
(cezura "eftimimera™ san "gemiseptenaria™), In orice cas,
cezurile nu pot secfiona cuvintele, ci sfnt fixate fm aga fel fneft
8d "cadd dupd silabe care este la sffrgit. de cuvint #i la fnceput de
picior (un caz optim fiimd oferft de monosilabele agezate fn prima
junitate a piciorului), Im sffrgit, poezia pastorals avea ca element
specific §i aga-mumita "cezurd bucolicd', situatd la sffrgitul piciorului

al patrulea gi asociat& de obicef cu o cezurd "pentimimera,

(o] srAi” eﬁt imera®™

Z v
"Arln vi rumqno cal
/

li/ 5Ly ,]/1 Qﬁ:&»’&ﬂ
ae qui|primus ab|oris

N@- =imwa=7
/Z [;izuquulputhq

/ . / / \/
—— — - v (VAR VvV V|- V| — “w
Urbs anz\‘uqua ul t,n'l!yr \ tenu ere co{loni,

/_‘L‘Z.]i Yz VU /U \Z U2V

S EYSIR IS ES I T
Cezurf "triimimera" gi “eftimimera"(asociate)

N — _{ _ ‘6 v v oy ;f (VAR Jf J
Intaquum, re| gina, iulbes] reno|vare do|lorem
—“/U\;/ rd U\)--d“
Insequf |tur cla morqne vl rum || stri dorque ru|dentum,

/UU uu_/‘u\) / uu /.UUI_/__L)_

$op Jm»; RN RTI ST

Cezuri "eftimimera”

- YV Wl — U V| — VU,

“Yotum pro redi tu simu lant;’)ea fama va|gatur,

_LEH)/ yuljz uu’/Juu TR WARY)

I S NS
Cezurd '"Bu gol!c&" agociat& cu cesg;aljgegtimim;ra"
"li{c mijﬁ,lﬁ/mﬁ,t:. J} cu 1é pecus? )In Me1{ |boei?”

Lu)fiv_)/,,uu 411”/_314.

R P PR NP
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fondito; lian venit
u!uJu“ W]/ |/ uv”/ U BN

RN RN ST DAL PP

NSoTstits )u ” pecolr

In exemplele de mai sus am conferit tuturor cerurilor durata
unei "mora"” (sila¥f sourtd) - deci o optime ( 7 ). Desigur, fn funcjie
de sensul poetic, aceste cezsuri pot primi valori augmentate la 2 more (2/)
sau cliar la 3 more (2°), realisfndu-se astfel un foarte interesant
contrapunct ritmic al pauselor ce "taie”™ ("caedo") fluxul obstinat
sl m¥surilor dactilice gi spondaice ce compun hexametrul, generfnd noi yritmori i'
misuri oompuse (asimetrice). Considersim ci,fn prefigurarea tuturor
scestor fermecitoare formajiuni metro-ritmice regulate gi/sau eteroaeme,
rolul cdeterminant l-a avut musica (proba¥bil, inijial de facturk dansantd),
ce gi-a impus ulterior configurajia gi fn ritmica versurilor "potrivite"
de poeji, Desigur, prim aceastld ipotesX nu dorim si minimalisim
arta poeticd fn sine (ce a oferit - de pildd, prin versuri hexametrice «
capodopere ale culturii universale, ca "Iliada™ genialului poet epic grec
Eomer), cf doar sk schijim o posibild evolujie interni tn planul
Ixiupe{ "Horeia”, ce reumea musica, dansul gi poesia fnck din periocada
arksiod (miwoiok, sau cretani) a civilizajfei grecegti (fn cultura protoelens
a secolului XX fnainte de Nristos),

Derivat din hexametru - prin ihioéniroaicelei de a doua jJumdtXji
(cea neaccentuatd) dim picicarele ITX gi ¥I cu cerurd - pentametrul

are urmitoares :oz-l simetriods
A / o/

' yortu|nae no-o’:o-)'to decot| e

4 v v /g v L
lnnﬂuqun oanianxto-' umbra te{gebnt a/vos
/ / vV s /UU’/UU_/_

— ——
et | e

TN NTI Il o8 1o

Pentametrul este deci um hexametru "tdiat"(prin cesuri) fn
2 jumdtdjd de cfte 2 picicare gi jumitate; astfel, dacd fn prima
jumitate daotflul poate fi fnloouit prin spondeu tn p;ilul 9i 2l doiles
picior, jumitatea a dous conjine numai dactili In picioarele
tatregl (IV g1 ¥). Structura simetriocl a pentametruluf (ce are o funciie
complementar#, el nefiind miciodat¥ utilisat singur) ‘s pérmis formarea:

o/ .

4 /

J
esse melae
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« fn special fn elegif - a umor rime interioare, la nivelul emistihurilor
(Jumitdilor de vers):

/ / v Loo 7/
n Omina\nom fau)sto fem:lna}virgue ne)“
4 / /

Exo ?rant mag)nns oarmina saepe de oa

riat ab)ingeni)o llnollior) irs me

] 13 ” adra

reddit a‘ qufs
ea

esse sé| cutus o pu.
LN MMM LI DN )

\(i'm,g 6
Ritmuri e sorginto pentametricd sfnt deseori folosite (38

Ana, neo

tn folclorul romé&nesc, ca de pildd In\";%%\&tdlind sub form#& de
strigiturd, cules In 01ltéju~Yigtea de jos (Bragov) gi presentat
fn culegerea "Obiceiuri de farnd -~ folclor mugic

copiilor" (Bucuregti, Editura Muzicald - 1981, pag, 45-46):

[ Cuplet]
[FESND AL
Bumd e A G-
Gt v Qw20 A A—&w«.l
Cv:-l‘(M.WA: “'“ Qe PW’L*(—U—
C\« G- Iw_u JM—‘\Z e
[Refrem-emistih  pewtametiic (2 dactitc + 4 sifabd «Quua‘;&u)

o

Hai Co-4 n -~ - L

|

Yersul "Hai lele cu coldcelu' !" are o evidentd structurd
de emistih pentametric (prin repetare objinindu-se pentametrul fntreg),
cezura din piciorul III fiind fnlocuitd prin ultima silabd (neaccentuatd)

a cuvintului "colicelu'"s
_/.V\J./‘Vv_/-d -/UV_KJJ..,/J"
' Hai lelelcu col# fcelu'!]Hail lele'cu colﬁ‘ celu'!

/.
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Asociat cu hexametrul, pentametrul formeard o structurf setro-ritmicd

superioari - distihul elegisg ~» tn care porijia impard este ocupat'i.-
de hexamstru, iar cea pard de pentametru, ca tn exemplele de mai jom

/ 4 7 /o s
v oy v
X, "Donec e ris sos pu, nul'tos numé | rabis a micos
—-"-’ W —-/" --v - _{ ] 6’
P, Tempora|wi fu.c rint ” nuMla.,\solu e:rie! —de

] mmu 1) LMY Y
Jl\P\ M| .\7) JM le M]rdt-

/ / s y;
< v
H. “Deniquo]«ﬂuid propo]ru?' Soythi (a)‘\ut. quo mittinnr, inguam,
Lu o L 7 7 <
?, Roma re Ihtqwanld(a) snt. { l‘trsquc tante mor{a)| sstm” - dr

PRMLoany ) ﬂbe FELRE
H\M 1\|J~z( w;;w jﬂd—;.

Tm astfel de tip de succe'siun'e metro-ritmicd, avind o anumit¥
periodicitate (wai mult esu mai pufin regulatd} ce derivi diw

alternares unor metri Winari gi ternar{, simpli gi compugi omogent
gi eterogeni, Int!ln&lﬁi’%%rile specifice ritmodiilor de:v;ltate

de singurul instrument (al¥turi de clopote) admis fn Liturghia
ortodoxXs tomoa. Avimd o funciie ecleslologic o n:nt L tdh din
punat de vedere dogmatic (wartdrea Inceputului slujbelor, Indeplrtares
duhurilor vele, olemarea la rughcfume, vestirea fnvierii din morji si
a Infricopidtoareil judeodfl de apolly toaos enun$i un material moner
aninamente repetitiv, o8 svolneasd de 1la o celuld ritmick eimplid

la poliritmff relativ complexe (pe cele 2-3 vocl disponibile),

fr cadrul usul mare acoeslerando c# parcurge fntresga mscarid netrononicl,
struoturtad sstfel wn disours musical impremionant, cu valenjele

sxpresive ale unui sdevirat "Preeludiym®;

Presplul flustrat tn Pig. 12
ritmodie} executate la tomod fyaintes unei Sfinte Liturghil s¥virgite

1a Catedrala Patrierbaldl din Muouregti) evidenjlasd tocmai dervoltares
wor ritmuri de tip troMefc,trikrachic, ch, pro:seleualntic,ampcsuc gl.
spondaic fntr-o texturi a oliref Eeﬂodicui’a{g tn plen mecro-structural

of

(representind transcrierea
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si asimetrie fm plan miocro-structural amintesc de factura distihului

elegiac,

- Prologul sonor a

ii O0rtodo

el Sfinte Litur

12

ml

L~ er» pwo & poce R[Ct& mmdg: —_

Moéqatv ( J.,o8 0)
Y -

LW N N s

L,

-

1

’

to
I

| G R W W A

T gzg I; J.uﬂ.o)

P =
1
1
&
&>

A

Tt-’occoea

(Toaca)

\

v-v;-
—

=

) - — - -

1
TS P W "
406800006

=
e

>

¥ r i | YT Y-
¥ LA an 4 4 A e g 4
_P -—

>}
4o oo 1
<
poco A poco cres;g'hc’z
[ G M N
AN
=SS P
R
I =

WL W €

1
r e
0o

\ivace ({0240 7>
1

-4\

+n

[
HINHSHHEESH

Hy

A
r W — STy W Y w—wyywy -

IS

11
-

Y

P

SIS

1A

) o |
LA A 4 and & A Ad

s e b
&

1Pt

-
b

Te.

1 Jon192)—>

-

=

subito

e

P

) - - - -

$;

Fo

) - -

7@& /@“mﬁ//
as\ UGN m..-..
=nme. -ttt P
ey | A | e
s [ 2\ | B4
e | e W e

B Y T | s
e I \“m. \M.l 4 N
et ~ N| ~A
Y -
om EE “

|11 sl

i ,m ! el m
i Ryl
Bi A9 M
\RM% xmwm m 4
g1

e [HH ]
] ps Y e A
il e SR
T e Al

[Fe  pEs Shallt A
e Uni. .~.

il A
m TRl
itz
Fe ﬂs\m..a m. ) ﬂ
e A,
S e o A=) A
i ,.Mv TPASS /umuu\ﬁ
a,ﬂw“n\ N 1 i
\ ! i \ f// e //k

s s ot T e o o |
S o o ™ e |
+—4 o e
>

1=
AT

111
1

) - —— -
>

=TT

-l

N
1
i

) - — —_ 1
>

e\
S8 M.i. A\
4 e

HTTe A

- * 28tk d
nne mlv
Hie He

mi. il
A e
m.....
Hly
iilvg

I e

r._.i‘— ”H.v %

Lo 51108

BN H..

e A e
Ulle Ll

ﬁx.v.. | Ll

ml.d |1l

LHeh 1.....”>

e iy

A IR

| e T

RIS HeA

f HHe
Ll Tty

W....; e A
He BUIIR

e

He HolA
9N e
Lo “TTPA
s mﬂ.

|- i) A

ﬁ_.ﬁ._w // .._rT_rr.J

ee-scor


http://www.free-scores.com

&

3

N
i)
]
g
ol
h

s

Bl
il’

j
I

Yersurile logpedice {epecifice odelor 3i epodelor 1ul Neratiue)} =int
fn gemeral compuse dim urmEtorii wmetri  (picloare):

- daotylus Zuu = ’l bbb
- aponde¥es - — = 44
- troclmeus Lo =

' /

ib
- fambus U J’{
- tribrachys UUV Phd
- anapaestus YU L= ?’bl
Misura tetra-silabicd nchorifagbus” (—— UjU— , formatd din trocheets +
yanbus) & fost ulterior fnloouitd =~ fn cadrul 've}-aurilor logaedice -~ printr-un
dnctil piua o silabd lungd (—-UUE"" Yo

11

/.
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Formulele ritmice logaedice ususle - rerultate din combinarea
dactilului (¢ DY ou troheml (} t’) - afnt urmitoareles

1.} "Adonine® (dactil + troheu)
nozesicla[wtdrr = ~ vu |2 Y = | D& ! b
- =

2,) "gistopha;ni‘us" g"kdoniua" + troheu}
"L}'dﬂ.},\flﬁo p‘é’rlﬁ'ﬂn‘é’u" = L ouy ] RARY I._/_ U -_-;";\_‘M" ;J-J\JJ-J\”

3,) "Pherecrateus” (troheu + *xdonius™}
zatet| et nl| htren = 2 — | £ < = J1JIPP)I |

4.} "Glyconeus" (troheu/spondeu + "Aristophanius” cataleotic)

"Hil”s’s‘t‘é dﬁ’oglésaglrff" =2 }_/— ud ]f—ulé_ﬁ! JJ;‘_J’J\‘Q’I ?7 n

5.) "Saphious minor" (dipodis trohaicd ~ cu spondeu In al doiled

pioior = + "Arigtophanius")

"E'Bt;| qua.'; ﬁ‘d‘é’:s fue r‘ét cd l'ﬁ{mb‘fs"s Zy )i—]iUU)LU‘-{Uz

NIy

6.) "Alcaious hendecasyllabus® (anacrusi + "Saphicus minor"estalectic)
nv‘il:d'_%e it ‘fzti'lst%t nlv¥] cinal|alan = V|20 )< H|_f_uu]1’_u\-?_:
= B )N 13140 4b )

7.) "Alcajcus decasyllabue™ (dactil + "Aristophaniue”)
"NEe vgtg} ren aglltantir|srnit = L uU ti uul_{. U ]LU =
- $ER[3 DN 1) 4]

8.) "Asclepiadeus minor” ("Glyconeus” stripins de un coriamb format
din dactil + silabd lungh)

| 2. v6u) ]| comsiele [fums|ms = £ | Lov | £) L w| 0 19~
= J1)40P)dy) 4DD) D) 4]
9.) MAsclepiadeus maior™ ("Glyconeus” stripmms = Intre baza trohaiod

¢i dactilul final — de 2 coriaabi}
I *]

AR T I N A R AR LR *
RQeu plu'ru hie \lles l' sou triﬁu\ 11:' lappiter ]ulti!m": ) ;
= Lo Lw| 2] Lwf2 |- 2ol L= W]IDN DI 0T NERTLFN

10,} "sSaphicua mafor™ ("Saphicus minor®, avind implantat fntre dipodia :
troheich de btask gl daectil um coriumb format din dactil + silabid
Jungd)

Z I L L eV £ L ouw TRy
" Cur t:llmot flil yum T‘ihe'rim” tungere? ) Cur © ‘lim" =
s
<y j*’—£'~’”)£~”-‘—’- AR4 U\iu:

= 4D JIJIRD] y) DN L))
. o/
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Alte formule ritmico-poetice logaedice:

11,) "Hexameter dactylicus catalectious in disyllabum" (hexametru dactilic

catalectic) s,

wNil dulperan‘dum ‘ '1‘31“1 cro
_/_V‘J[/VU]/ / v Zovul Ll Mo

____2|
= LN lJ?PPJJ PP oL ML D

12,) "'I‘etrameter daotylicus catalectious im disyllabum" (format din

v / /
duc(e) t\auspi e]Teucro" =

(

ultimele 4 picioare ale hexametrului dactilic catalectic)

/ /

L - 2 v
"Cras 1n‘gena Ite‘ra‘bimus‘ aequgr" =

Y

e vv\ "R

L
AL Y
13. ))"Trimeter daotylicus oatalecticus in syllabam" sau "Archilochius
minor" (format din 3 dactili - ultimul avind suprimate cele 2 silabe

\

scurte)
———T o WA
"Flumina) praetere \unft" =
/

——'UV‘_'\JU ¥ =
;)I\]‘\ /- |£“

14,) "Archilochfus maior™ (format din primele 4 picioare ale hexemetrului

y ou

- dacti‘lie, urmate de o tripodie trohaici)

/
"Solvitu.r\a.oria hi ‘eme gra \ta vIce\Verfs ‘et Fa\voni"
= 4 )_/_uu\/vv /u\/\J\— -

N\)“y. V7 A [N 22

154) "Alcaicua enmeasyllabus" {anacruxé. + tetrapodie trohaici)

(]

"De lprome ‘quadr‘ﬂ mam S& |bina" =
Y)iZv ] Zvuvl= vV |L M =

..-,MJJ\I IR

16,.) "Trimatorimeter trochaicus catalecticus" (tetrapodie trohaicX f&rd

o silabi) ’
wviJ
"Lixni]tes cl:l]enti m}l."
. =ZulL ULy =

|
|
=40y g
17.) "Iambicus aenarius" sau "Trimeter iambicus" (6 iambi)
wBlatis 11|18 qui pr&:ul\negotifu" =
= VUZuvy '\J Z vl \U Zul =

NI\J /s |7

_N_li__- Iambul poate fi fnlocuit - exceptind piciorul 6 = cu dactilul
( £ v =4 MDD ), tribrahul ( Guu = bb-b ), proceleusmaticul
( UUVV J‘J\J\ ), anapestul (LUuZ = J‘I\J ) sau spondeul
(— ———:1 l ); senarul iambic, avind piciorul 6 constituit dintr-un
spondeu,poarta numele de "scazon"(formulé. utilizati de Catullus),

VL
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18.) "Ienbucis senarius catalecticus® sau "Trimeter ismbicus
cataleotiona” (6 lambi,fdrd o silabd finald acoentuatd)
B¢ uxor ot |vir sordidos|qus natas® = U 2y A IVEATRA VR

SRR )

19.) "Iambicus quaternmarius" sau "Dimeter ismbicue™ (4 iambi)

"Bt prieca gene mortalium”

'gg‘- fn Picloarele 1 gi 3, fambii pot £i fnloocui}l prin epondei.
20.) "Elegiambious® {compue din "Trimeter dactylicus catalecticus™ +

+ "Dimeter iambious") , /
"Deainetlfhpartf\buslleertara sum‘motus pudor“ﬂ
= LwjlulL luZul|vlu L =
= 48 ) MM v
§B ~ Iambul ;oate ;i ;nloeuit prin spondeu in picioarele 4 pi 3
ale tetrepodiel fambice,

21.) "Ianbelegiaous™ {compur din aceleagi elemente fn sens recurent)
— L v - 2 EATIEA o 2 ¥ iz
*T% vina ibr‘quato uove‘lconsulolpresua me|o" =
=vLul vl Lo L vl =
= DNV v DN Y
HE - Iambul poate fi Inloocuit prin spondeu In picioarele 1 gi 3y
de asemenea, se mal pot include gl urmitoarele formule
ritmico=poetice utilizate de aljl autori: "Tetrameter
ionicus minor", "Trimeter ionioune mimoxr" gi "Dimeter ionicue
minor" (ritmuri amelizate mai jom, la numerele 33, 34 pi 25),

Trndtoarele versauri logmedice au fost oultivate de alji mari poeji latink

=t

22.) "fetrameter fambious ocatalecticus” gau "Iambicus septenarine”
(spacifio poefilor comicl, ritmul admite la orice picior mubstitui-
rile prin tribmah, annpest. upondeu'sau dactil)

"Euidln pol 1u:jf‘1aa t¥uén || 1669d5T d"1|to nalo" =
=2VLpLlvLul Ll Y=

NM v 1 TN MG
23.) "Tetrameter iapbious nbstaleqtious" Eau “Iamhiqya gctonarius™
(de amemenea, specific poejilor comiei, ou posibilitd}i de

guhutiﬁutie pimilare ritmului prtoedehk)' ' 2
"S’rdirz dn(e) aeden mess,” quin tot;o perlpetuae runnt""

A EATEA [VIWAVES | FAUSTNAN SRRV
= NN vy M) NN
/
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24,)"Tetrameter trochaicus catalecticus™ sau "Trochaicus
septenarius" (foarte utiliszat fn: creajia dramatici, admite
substituirea troheului prim tribrah, spondeu, dactil sau

snapestzf S
"Néque tu verbis,solves umquam
= L0Ly )Ly Lyf[Lvly|Ly M=

= INNINN NN N

25.) "Petrameter trochafcus acatalecticus™ sau "Trohaicus octonarius"
(de asemenea, folosit In: dramaturgie gi cu aceleagi substituiri

< < Lo
” quod mih{ re ma1& feceris" =

/ ’

ca gi precedentul)
J-— peusa—— —-—
ius furandum

7 S A
ng‘é‘v(’i) &8 vostr(a) haec':@Nollem factum>>, [
aswita t(e) #ssem = Zu Ly | ZvLu\LuvLu | LyZy=

T AN ] IND)

26.) "Tetrameter anapesticus acatalecticus™ sau "Anapesticus
octonarius" (admite, la Plautus, fnlocuirea anapestului

prin

dactil, spondeum sau proceleusmatic) _ ,
"P\e/rr(i)’, intéri(1), ’é‘c‘c‘id‘{. Qué curram ?” Quo non ocurram? ﬂ
réns, téné. Quem? Quis?= WVLUWL [LULyuL|luv vl |wus vus =

= MMM [ 7D AN MMM

27.) "Tetrameter anapesticus catalecticus" sau "Anapesticus
septenarius"” (utilizat In dramaturgie, admite fnlocuirea
anapestului prin-dactil,: épondeu sau proceleusmatic)
cwwLovZ vl v Ll guLw L jwl =

= MMM ) RN M RN

28,)} "Dimeter anapesticus" sau "Anapesticus quaternarius" (foloait

de Seneca, ce nu admite dactilul fn picioarele pare)

wME14 pafipertas Ivfti'b"quev potens" = vuzw L ‘ wZovZ=

= MMM o)

29.) "Tetrameter creticus"” (utilizat de poe}ii dramatiol, el poate fi
fnlocuit prim moloss, ionic mic, fonic mare, piric + daetil,

sau prim substituirea unei.silabe lungi cu 2 scurte)
L4 L — Z — vV, —
"Non tacés '!, pr’o'spé’r?‘vﬁb?s ciin |ct(a) Usqu(e) adhbo" =

=Zu_ [sf V— [;ﬁ U — ’ Zu— =

<

= IN| v} v ) o)

./‘
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NB - Plautus sintetizeasd um ritm nou, combinind 2 misuri
oretice gi o tri}pod:le catalectic trohaicis
"Neo quod u(n(a)‘esc&/ me‘iuvgl rit m#gis" =
7/ /
= —V- l—l'U—' ’-—-/V \-/-\) ‘.2 =

= ANy M) L)

30,)"letrameter bacchicus™ (utilizat, de asemenea, de poeil dramatici,
acest ritm admite substituiri prin moloss, lonic mare, fonic mic,
coriianmt, amfibrak - fn ultimul picior, prin dactil + pirig’_
péonr-IV, peon II, rezultate prin fnlocuirea silabelor lungi cu

silabe scurte gi invers)
A A" BRI Y —r— _ v L—
"neoorda’ tis mult(um) ot‘diu col gitavi® =

= MY MUy v

31,) "Tetrameter fonicus maior acatalecticus™ (ou posibile substituiri
prim dactil + piric, piric + amfibrak, ca gi prin fnloocuirea

uljul-lu-’_]u1_=

gilabelor lungi cu scurte gi invers)
T Zpu—Lov|=Lov|_Lw |—ZLvu=
= JIRD) v |yl DN LN 2l
32,) "Tetrameter ionicus meior cataleocticus in disyllabum™ sau
nSotadicus" sau "Sotadeus” (utilizat de Martialis, ritmul admite
substituira ionicului mare din piciorul 3 printr-o dipodie
trohaicd)
o — L oy
"Has cum gemijna oompede]
= —Zyv|—ZLyvji-<Lw
= LN v rd NN
33,) "Tetrameter ionicus minor" (folosit de poepii dramatici i de
Foratius, admite substituirea prin moloss gi prin piric + nnapeat)
"Missrar(us) est|mequ(e) Smori|| dirs 1udmm (n:g'ue dulei®z
swL_JuvL_fJowL—fu = (How, Carw T, 1 2)

= DIV 7o yNN M|

34,) "Trimeter ionious mimor" (idem)

-— V_( v ,— —
dedicat oa}tenau"'s-

~Z=

"I.;'I:xti"n*ﬁn, rriticeto ox loi’pgre Eprgn"r- (Hoh, Gura . TH, \1)
WL |vwi—|wl- =

u i

MY 7 |l
35,} "Dimeter ionicus mi:or" (idem)
"n;qv: segnd lp‘d: victus" = (Hot-.,at'»-_,'!;'l)
- UL _|vu L=
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36.) "Phalaecius hendecasyllabus™ (utilizat de Catullus gi Statius,
ritmul este alcituit dintr-um dactil, precedat de o bam® gi
urmat de o tripodie trohaicsi la Catullus, baza poate fi troheu,

spondeu sau {amb) ,
"Diser\tfsnime]]lomu)li n¥ potnm" AN | = wv ]./ v Zv l—/-\) =

= 13[apd) PP D

37,)} "Saturmius™ (wwl dintre cele mai vechi ritmuri poetice latine,
a fost folosit de Livius Andronicus gi de Naeviusj ritmul are

2 forme, diferenjiate prin poripia cegurii)

I
5 vt vl ¥ /7 /U‘{u_/u_,/_\,/.:
" Da bunt malm Metell“l Naevio poctae" sV —-VU—" l

B RN VAPAPAP AR

NB - fambul poate fi fnlocuit prim tribrah, spondeu, anapest sau

dactil (fn partea a doua, dupd cesurd)

Forma IT
uZu /U/‘\) V< U“U =
= Pz 7z | DIP

Marcfnd gi In acest domeniu continuitatea filonului latin fn cultura
roméneascd, Constantin Brdiloiu propune (In studiul "Le vers populaire

roumain chanté™) urmitoare clasificare a combina}iilor metrice pentru

toate refrenele melodiilor noastre populares

- Bisilablc (regulat): 2 o (2)
- trisilabic (neregulat): < vV (3
- tetrasilabic (regulat): = 3 ‘IL‘,JO(:’;:B)
- pentasilabici (neregulati):{_l__ vjz U\) (2+3)
- hexasilabici {-regulatig L Vjzulzy (2terd)
-neregulagis;, £ LU l.’. u v (3+3)
- hept o ( . VujLujlu (3+2+2
ptasilabici (nerogulagi)_{ \\)}‘ll o '_ ((32'*3+2)
. ZU)lL LV (23
- octosilaBicL {-regulatiz _; Ul< u|< 2 u|2 \{5(?,+Z+2.fl
- =V UL y )l 3+3+2
neregulaji: : Vul2Z ujL uv isru&)
< Ul£ U L VL (2134Y)

Y
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. , Zuu 12ulu| Ly (3rar2+2)
~ nonasilabici. (neregulaji): 2 U140y [Lu)L0 (24342 +2)
'/‘ Ul—: U< vui<v (2‘\’,2*3.'.2)
S VIS V)L ULV 0 (2421 2+3)
Vv UlLv Lo (343 +3)
- / .
- decasilabicL (=regulapis e B B AV V) (Z+L+2+l+l)
- < ugyit;gqlu\{u 3+3+2+2)
ul< Z z
-neregulaji: z ulz, v u‘\_’. vylZuQ +s+§+2.>)
Zyuz / > J+r2+t3+2
Zy|Z gy Uls VIZ v raez3y
VI U vi4 volir2r3ray
2
2y liylzoliu sy (3 ay
- sndecastlabicl (neregulajt)s | Zy[Z YIS VISONZY 2+2+342rS
Lyl g4 v Uu‘—’u(7,+7_+?.+3";
Lyl S1LulL ulL uv(Trzretl
Lyy(2 Vul€u VIEU(3+3+D+2
’uvré cvifLulLZuu [3+3Lrd
2928 CIZY UZE SIRIEANY
. -~ U v )=V Vl--u \i v
-~ dodecasilabici/=regulajis 2 ulZ AT AN EAVIESVI ¢ 5322 2%
gulad 48’;4g'..,,‘_’.'ug|-4\)\4u(?_+3+5+zt— )
Y u,f Vid UulLulLV(3terariie
L vu LV U|Zu (€L u(3r3ratete
‘fvlé vi€ v véuu z’v 1+l+3+;:§:)
- 7 Vi< < v v(2t+3+2t
neregulajl: ‘f vV U Z \\: A 3 ¥4 u\; <4V (334 2+2+3+ 2
SVlL Ll UL V)L o (g+2+3¥r2+3
zvi“/‘ v viZLuj<LulLduv 7’4,5*?_0—?_*5
VA B I¢LJ—’~\)liuu 424223
zv“‘ ‘-’/"/ VI<L vu 1L uv 2t ardtd
VIL v vf£ U400 (3r3+3+3)

Viabilitatea sistemului,_ﬂa,n'alttic propus de Briiloiu este demonstrabil® atft

In metrica anticd greco-romand, cft gi fn folclorul roménesc - ca de vildd
fn strivechile noastre golinde ce atestdi dezvoltarea spiritualitdfii
cregtine pe teritoriul patriei noastre fnci din secolul I dup® Hristos,
grapie prodigioasei activitiAji misionare a SfaAntului Apostol ANDREI, IatX,

In acest sens,citeva exemple de structurt ritmico~poetice extrame din

gona refrenelor (deci a elementelor repetitive, cu o semnificajie

deosebit®) specifice colindelor rominegtis

- bisilab autonom (=trohew)
) "Do_amee" =>J J\ :
- - trisilab (= dactil)
"Do_amzz’elve"', "F]fr&%}o". "L_er\}zlgi" =AI1

"Luminioard", "Domnilor(u)", "Lumea mea" =
-uv v v -_— v v - v uv >
~ pentasilab tip 3 + 2 (= tribrah + piric)
"Florile dalbe", "Junelui bun(u)" = JI1J7)
- v vV -—J -_— U -_— > >
- pentasila®b tip 2 + 3 (= piric + tridbrah)
"Lerui Domnului", "Leroi mirului" = U JJ.[
L ="u - \J -_— - v > »
- hexasilab tip 3 + 3 (= dublu tribrah)
"Lerului mérului™ = J7) IT]
> 2

Ladi ¥ B V4 -— 0 v
.
/.

- tetrasilab (= proceleusmaticul)
1]
Ut
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heptasilab tip 3 + 2 4+ 2 (= tribrah + proceleusmatic)

"Cetind cetioard", "Mirelui mirel bun(u)"=JJJ[] I
-y v - - -_— VUV U - v -— 3 -
heptasilab tip 2 + 2 + 3 (= proceleusmatic + tribrah)

"Iol Domnmo iof Pomima™ = [] a7l
heptasilab tlp 243 + 2 (- virio + tribrah + piric)

"June junelui bun(u)" Ij I11 II
octosilab tip 3 +3 42 (- dublu tribran + piric)

"Dompulyl Dommulul Doamne™= JJJ JT) [T
nonasilab tip 3 + 3 + 3 (= triplu tribrah)

"Fitdleo, fitileo, dalbileo"= IIlfI]jIj
nomasilab tip 2 4+ 2 + 3 4 2 (- prooeleuamat1o+tr1brah+p1r1e)

"Ler fetit& d"ochii $i-s negri": rl r] ITT I1
nonasilab tlp 3 +2 + 2" +2 (- tribrak + pirio +. proceleusnativ)

"Kai limo, lino, lerut lin(u)" ITI J] J1 rT
decasilaﬁ»regulat (2 x 5= penta - piric)

"Dai colinde miﬁy gl hsffﬁy" = Ij 51 ij El I
decasilab tip 3 + 2 + 3 + 2 (=tribrah + piric x 2)

"Lind melin#, lerui melinZ" II]jj [11 ;]
decasilab tip 3-+ 3+ 2 + 2 (-dublu-tribrah + dublu-piric)

"Domnului Domnului Dumnezeu"= [JJ m [_1 n
decasilab tip 2 2 #»3 + 3 (-dublu-piric + dublu-tribrah)

"0{ leroi 91 lerului Domnului™ - [] Jl ] rji

endecasilah-—grup cataleotic 1ntern (apeon IY + tribrah+1amb)

"Juneluf bun/junelui mirel" ] Il J ! ]sl
dodecasilab regulat (4 X 3 = proceleusmatic x 2 + anapest)

"Citiocard, citinele, dragi ler" -
-y -y —_— U - U - v =V (> (3> > X,

(v) (u)‘

Revemind la metrica antic# tn general §i la creatia exemplari a 1lui
Horatius fn special, vom analiza pe scurt modalitiitile de dezvoltare ale
versurilor expuse mai sus tn plan macro-structural - deci 1la nivelul unei
gde (specie a poeziei lirice, formati din strofe cu aceeagi formi i cu aceeagi
configurajie metricd, avind un caracter eroic $i o expresie de facturi

literar-muzicald, fiind cfntatd sau recitati cu acompaniament de lir&), sau
al unei epode (specie lirick compusd din distihuri, adici din grupuri de
doud versurf cu structurd metrici de obicei deosebitd, alodtuind strofe
unitare sub aspect semasiologic; fn teatrul antic, epoda era - dupi strofi [}
antistrofd - ultima parte a umi cfnt coral),

/.
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~ 8.) ¥expuri foloeite In mod unitar, pentru fntreaga od¥:

1.} "Asclepfadeus minox"

7 7 /
"Exe (g?: mgnﬂlm?m " t(-m)‘a.gre Iptlt&IMLlus = (For,,Carn.TTI,30)
L | Loy |LfLw| L=

4414 DD iy J.M»[ Jb| 4 || (Dacape)

2.} “Aaclepiadeus maior"

I

/

W

umm, |Tax-e aa‘cn ”vitg pri us nseverin(/
=L JZwiL | Lw|LLw| Lyl =

= UL by ey o) dny LN JH(D&C&PQ)

~ B.) Strophae:

£
a

1.)"Stropha Asclepiadea prima" (un vere "Glyconeus" + un vers
"Asclepiadeus minor")‘

"Reddasl?ncolulmem prel cor

7 4
Et ser\ves anilmae]dimidi[um meldge" = (Hor, ,Carm.T,3}
:-_H!_/UUI/U!U‘ P

v LU NATE 4 VTR WAY

}U
= LU AN ) )

2.) "Stropha Asclepiades pecunda (3 versuri "Asclepiadeus minor + un

J | (Da Cape)

bo\rgn";_.(ror. sCarm.1,18)

vera "Glyconeus")

I
honti un

"Scri'ba Iris Tari( Hfortis ot

}‘Ia.eoni |i” caminia r—liltu

71(:1:0:',
Ty Z
Quam ran' oumqul }rox ” na.vi'bus Laut ul gufn
!
Hiles |te ducelgess:,rit." & (¥or. Carn,I,6)

-' = L |Zuu[LffLovlZu {_Uf.
—;——J——uuz-é-n Zuou[£u |9
—_— e | L UUl/”/UU"(U]JL
-—:—-—-]-iUUI._/.U[LG =

—

:@ SR IR 1]
AL LML (e )

~
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3,) "Stropha Asclepiadea tertia" (2 versuri "Asclepiadeus minor + un

4.)

vers "Pherecrateus" + un vers "Glyconeus™)

"

7
0 fonslﬁgndﬁ§1\§%,‘|spIéndde\;r vrltr;,
/

‘ ci]digne me‘ro'(non eine’florilbus.
7

/
Cras doln’beris'haedo

L _ L v L ou.d '
Cui frons\tﬁ}gida\cornilbus."- (Hor,,Carm,ITI,13)
= fu—\ VUI/{J/ uu, u]u
L —) L)L | < Ug}, 29 4
- = | < - v | < /

— = & | L U/ . x 2

JLipans) 4y L0 AN LI

>
>

RIERRN SN PRI LM L] (o Gapo)

>

f—\\—\

Stropha Saphica™ (3 versuri "Saphicus minor" + un vers"Adonius")

"y

0 Ve]nus re’gina Cni\di Palphiqu:
Sperne‘dilec’tam Cypron‘et vo!canfza

/
Tur;1te mullto Glyce\rae de\ooram
/

Transfer fh,aedem. = (Ror,,Carm.T,30)
ZulL ] ZLwg]Lu| Ly
RANVE A | <uv Iszi vlZ v
N A EAT I EAU L
< [Lu- X3
[ 4N 1I) LE)Lr)
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5.) "Stropha Saphica maior"(un vers "Aristophanius + un vers
"Baphicus mafor")

Z vy
"I.ydia, )dic, per, omnes,

7 <z
Te de|os o‘ro, Sybalrim“ cur prop‘é} res a) mando. = (Hor.,Carm, 1,8)

= Zoul Lol 2w
lg(jji/l__\(luul 2| Lyu|Zv| LY =

ST
1 ;JHN\} Jy| 4PN AN D (Da )

6.} "Stropha Alecaica" (2 versuri "Alcaicus hendecasyllabus + un vers

"Alcaicus enneasyllabus™ + un vers "Alcaicus decasyllabus)
J 7
"Dis’solve}frigus)ligna sulper fo‘ co

’ % /
Lar’ge re\pom ena]atque be\nigni)us
De,prome’quadrn mum Sa b‘ina

° Thalilarche me|rum di}ota." = (Hor.,Carm,I,9)

f‘aush):wvuw—
3|,u| Lo LV
4 V] Ly LY =

(x2)
[@ 301 1N
SN VER I (e

7.) "Stropha Alecmania" (um "Hecameter dactylicus catalecticus inm

disyllabum" + un "Tetrameter dactylicus catalecticus in disyllabum®

/ 7 v
"Quo nos]cumquc fe\rot‘ meli‘or for, tu.ng pa\rente,
/. v/ s

I'himgslo soci,i comi)tesque mo- (For,,Carm.1,7)
= 2z z‘.'liv_vggxg\/ w | Loy
Zw

<
)LE—UJ—{ Uul_i_\’
ER S AN NPAPSI Y
(DeGap)

LMY

N
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Ve

8.) "Stropha Archilochia prima"(un"Hexameter dactylicus catalecticus

in disyllabum" + un "Trimeter dactylicus catalecticus in
syllabum™ ~ numit g§i "Archilochius minor") .

"Df}fﬁ’gér:‘nzlvé;,” rgdsqé;t ;tiq giimfh;‘éémﬁz;

Irbgrf\bﬁ;qu: cg’mié." = (Hor,,Carm,IV,7)
= _//_‘Li’\i‘ifli“_“_’.“_").{uv)-fu

L wulZ vl -
YRR NI A

(Da Capo)
B - Misura a treia poate avea configurajia: 511‘7}‘1’
9.) "Stropha Archilochia quarta" (un "Archilochius maior" + un

"Trimeter fambicus catalecticus"sau"Iambicus senarius

catalecticus")
L vo 2 v/ L v Ll wn -
"Solvitur]acrxg hI‘ems gra]ta vice verisjet Fa)voni
v Z v L, L. v L., < _
Trahuntque siclcas machinae|carinas" = (Hor.,Carm,I,4)
7/ vy

= 2w LV_U;_/W _/,ﬂ’)_/u]_f\)).é:i
u_/uilu_éuilv_/.g

SRR PAPAPAVESIIIIEY
MM 70 | DD (PeCaye)

10,) "Stropha trochaica" (un "Dimeter trochaicus catalecticus"™ + un

"Trimeter iambicus catalecticus™ sau "Iambicus senarius
catalecticus")

/ .
Z oy L v Zuv
"Nom ebur ne‘qu(e) aureum
vl vy v L v ivuZLv
Mea reni‘det in domo‘laounar?': (Ror.,Carm,II,18)
7
/ /
= —vu Z v ) Zy X

bZoL JuLuL|vLly =

- : l )\
= AMPIN PIM B M (e
NB - Aceastd strofd este deosebit de interesanti,evideniiind o datX fn plus
rafinamentul metricienilor antici: astfel,structura ternars a celor 27 de
impulsuri primare implicd proiectarea - tn "obstinato",deci aparent tntr-un
flux ritmic omogen - a unei celule trohaice (J D} ce se repetd de 9 ori,
fiind fnsi repartizati fn mod neomogen fn cinci misuri diferite (6 + 5 + 6 +
+ 6 + 4 = 27 impulsuri). Astfel, pentru um ascultitor avizat - demn de marea
civiliza}ie greco-romand - cele 9 celule trohaice nu ge constituie fntr-un

banal "obstinato", ci fntr-o foarte complexi structuri metro-ritmici
sterogenmii,
'/.
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11,) "Stropha iambica" (un"Iambicus senarius" sau "Trimeter

fambicus" + un "Iambicus quaternarius"sau"Dimeter jambicus™)

vZiy < Z / 7 vl
wpeatds 11]1¢ qui précul|négotiis
v z v 2 V_/V—{
Ut prisca gens]mortalium." = (Hor,,Ep.,2)
= vl U-|u-—u—|u v<

U_fu__/‘u/u/:
- I\Jj\l\(z) L\n (s) lg)“(ba(p.‘)o

12,.) "Stropha Tonica"{ux "Tetrameter Jonicus™ + doi "Trimeter

Témicus minor")

/ / /
"Miserarum est\neque amori\dare 1udum
) u

7z
\ ue dulci
4
ma
/

/ —
Mala vinollavere aut ex‘ i
/
Metuantia\patruae ver\bera 1inguae,."=(Hor.,Carm.III, 12)
/ / / '
\uu___‘uu—-——]uu———«
uu_{_(uu—é—\uu—/——

UVv——lU”—/-“iwi—‘

2) (3, (v 5 3} ), (9) (
j N‘H}k/) ;)J;)\(/)!(c)\()\(z)(a )HDAC“?Q}

- tn anumite edifii, aceastd strofd apare compuséd din
2 "Dimeter Ionicus minorf. un"Tetrameter Tonicus
pinor"gi un "Dimeter Ionicum minor™ (sau 2 "Tetrameter
Ionicus minor" gi un "Dimeter Ionicus minoxr"

13.) "Stropha elegiambica” sau "Stropha Archilochisa tertia™

(un"Tambicus genarius'sau"Trimeter jambicus"™ + un

"Elegiambicus ) 7

npettl, nihil|me sicut anltea iuvat

Scr££ere\versicg\1oa,llamore per‘cuss&Q gravi" (Hor.,Ep.ii)

..U_- ‘u _1)
ALY [—AU\)]/"u/u-ﬁlu—u——:

= MMz AN by MM (DG

14,)‘"Stropha jambelegiaca™ sau nstropha Archilochia secunda"
(un"Hexameter dactylicus catalecticus in disyllabum" + un

U-—U—

nTambelegiacus")

/ /
L - U |—, —
"Horrida]tempesitas caetlum con’traxit etlimbres
v/ Vd / /
Nivesque delducunt lovem,!nunc mare,(nunc eiluiae.
(Hor.,EPey 13)
J—' -——UuILW
vlLoul g

1480) NN}/\ RS 31| (e Gpo)

W

[0}

— C
% I~
:Z'C
v: S

.

‘\\
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15.) "Stropha Pythiambica prima" (un "Hexameter dactylicus |

catalecticus in disyllabum" + un "Iambicus quaternarius" seu .

"Dimeter iambicus")

_/. v u 4 4 —, _/ — .../ v v _{ —
"Nox erat,‘ét ca‘é\l‘é }l fullgebat(luna se‘ reno
/ vV 4 v —= v £
Intér mino|ra sidera," = (HoTe  EPe,15)

vy l//vu,/uu)/w} /UUI/“"
(VA

= 49 ‘/‘”;JMHMM )-/.\)(Da(j}()

B - Cel do-altreilea metra poate avea configurajia: i i .‘I\J\’ ‘

{
I\

16.)"Stropha Pythiambica secunda" (un "Hexameter dsctylicus

catalecticus in disyllabum"™ + un "Iambicus senarius" sau

"Primeter iambicus™)

’ /
"ilté’rgl 1ém téx¥)eir || ve1]11e oi|virivee| Setas

2 KA Zy v /2
S;Is ot ip]e; Roma vi\rlbus r;;t." = (Hor.,Ep.,16)

_ﬁU~U -{_UU\/\/U-/_\/ /UV /v
VZuLfvLyL |y Lyl

S LA S 9 ar )N DS e

NB ~ Intr-una dintre epodele sale, Horatius utilirzeard

un singur fel de vers iambic - "Jambicus senarius"

sau "Trimeter iambicus"

— Z Ly - 2 4 v/ /
"Tam (1i/am) effica’ci do m\;nuslsci?ntza—é"(ﬁor.,Ep.17)

_ U_/_U_/,]v_./ ’\U-\)-—:
= MM v ) (becp)
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In creajiile altor poeji latini tntflnim - pentru fntreage poerie =

gi alte tipuri de versuri, ca de pildd "Fhalaecius hendecasyllabus"{1la

Catullus) gi "Dimeter anapeaticus"‘(la Seneca). Una dintre strofele

specifice lui Catullus este $i cea formatd din 3 versuri "Glyconeus" gi

un vers "Pherecrateus" (avind la bazd un troheu,un spondeu sau un iamb)s

7 / / /
"DiE)nEE s&m&s\?ﬁ fi\d;
\.{’-— J vV " -i v -!
Puel\l(ae) et pue)r(i) inte‘gri}
Z. 4 v 2oy 2L
Dia‘nam pn;\r(i) inte&gri

.z U — VU
Pﬁel]laequg calnamus." =

/
- LY.)_/ Uul_iu)_\.’,
/

lﬁ’lvuyiuL%

Z v )_f uv | L u)w
Zul L |Lu=

(€
Veoe—

tn concluzie, remarcim faptul ci toate aceste atft de interesante
e - din domeniul metricii poetice (conform datelor preluate

translajii ritmic

din "Gramatica limbii latine" de I.I.Bujor i Fr,Chiriasc - Editure $tiin}i-

fick, Bucuregti, 1971, DPBEg. 362-380) fn spapiul specific al metricii

muzicale — au evoluat de-a lungul timpului fn structuri formale din ce fn ce

omplexe, cristalizindu~se astfel atft tn binecunoscutele "forme de lied”

mai ¢
(de naturd monopartitd, bipartitd - simplé,cu micd reprizé,dublé,oompusi -y
compusd - i tripentapartitd - sim-

rtripartiti - pimpl#i, simpld concentrati,
plia i colputﬁy, ett gi fm unitdjile superieare ale muzicii sinfolibe
(wuita, simfenia)), vecal-simfenice (cantata, eratoriul) i ale genului
lirie (!!355). preducerea acestui amplu fenemen, atft de fertil pentrm
oreapia mugicald fm general, se datereazd fn primul rind tradijpiei cregtine,

ce a preluat - gi @ refermulat, fntr-un autentic preces anamerfetic -
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ASPECTE TEHNICE ELEMENTARE
(AMPLASAMENT, ACORDAJ, ATACURI)

SI CATEVA EXERCITII DIN MANUALUL LUI
ALFRED POCHON - ,,4 Progressive Method of
String-Quartet Playing“ (Part I: Elementary —
Foreword; Introduction; Seating the Players; Tuning;
Starting and Ending; Reading at Sight; Working —
Ensemble, Nuances/Balance, Rhythm, Intonation;
Interpretation, Conclusion) , USA, G. Schirmer, Inc.,
New York, 1924,
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PREFACE

Je n'ai pas |'intention de faire
Phistoire dio goatuor & cordes, mals
comme introduction 3 ce travail
guelgues mots concernant les phon-
niers et les organisations les pluos
importantes de ce genre de muriqie
de chambre seront, me semble-1-H,
assrz & propos,

A une epogue auwssl reculée que
celle du grand Haydn, c-d-d de
1712 & 180, des smatewrs, des musi-
ciens s riunbsaient pour Jouer des
quatuors, thmolgnant alnsi de beur
dévotion pour cette branche de 1art
musical.

Créalt aussl upe des joies de la
vie de famille, parfols monotone i
cette Epogque 14, £1 en mEme temps
formais une exceflente bose pour le
dévduﬂpemr. du golit musical tant
pour les exicutamts que pour les
auditenry,

Vers la méme Epogue, des roin,
des princes soovent commandsient
mix guatre meillewm  musich de

Fonoteca Nazionale Svizzera: M éthode pour quatuor a cordes

premier voyage en 1825 & 1'ige res.
pectif de t1, 7, 9ot 13 ans',

De 1829 & 1834 ils vizitdrent |a
Suisee, PAllemagne, I"Angleterre et
la France, A Parisen 183z, Paganini
les prit sous son Egide et E:mip-
Philippe leur conférn une décoration,

Les frives Miiller:: Karl, Georg,
Gustay et Theodor voyagérent besu-
coiip de 1871 4 1835; ils obtinrent un
grand suecks en Allemagne, en Au-
triche, en Russle, su Danemark, en
France et en Hollande.

Clestun fait weaiment remarquable
que plus tard les guatre fils du pre-
mier viclon Karl Miller (Karl cadet,
Hugo, Bernhard et Wilhelm) for-
mErent entre edx un guatuoe npfel.é
e CGuatuor Mitler cadet, qui, quoigue
pAs ausdl universellement conno que
won prédéceseur, elt nEanmeing on
grand muceds,

Depuis lom 4 ma connaisance
quatre putres quatucrs formes des
membires de [n méme famille ont
rémssl & se faire connaitre avanea-

lewr orchestre ou chapelle de tra-
wailler des guatuors en vue de les
faire jouer pour beur propre bine-
Bee sinsi que pour eelui de leurs
Intimes.

Cependant dans cos circonstances
le: champ &'action poar ce genre
de muoskque Etait tres limind,  Les
contrées  @ant moind  dEveloppies
gqu'anjourd'hol, les voyages Evalent
plus ou moins hasardeus, co n'est
qui partir de 1829, & Lavsanme

wiame), ot en 1831, 3 Brunswick
Allemagne), que noas trouvons
des artiates désirenx de rEpandre
lewr wrt au-deld des confine de lewr
ville natale, soscitant ainsi PincErée
;t I-"mfuh!i:m parmi |es amateuss

e MM,

Il est intéressant de noter que les
deux premien 8 quatnors-virtaoses §
qui commencérent & voyager Etaient
composes de quatre {réres.

Ceci Etait=il dit au fait que les répe-
titions  pouvaient  facilement avoir
lfed? Ok bieo d un talent de famille
remarquable! Cen deux  guatunors
Frafent bea Foolla et les Miller. Le
Quatuor Koella {6t probablement 1o
plua jeune des quatuors gui se pro-
duisit en publie. D'origine alleman-
de; la famille vint sinstaller & Lano-
wnne. Le guatucr Etalt composd
des quatre fréres’ @ Jean, Adolphe,
Georges =t Rodolphe et aussi dron-
mant que cela paraisse ile ficent beur

B t ¢ e Quatuor Jean Becker,
compost de Jean Becker, sa fille et
ses denx Blay ke Quatuor Gebrider
Schroeder, composk des quatre fréres
Heemann, Franz, Alwin év Cael qui
voyagirent en Allemagne aves grand
mceés de 1857 § 1873 be Quatuer
d'Archambesu, compost da pére et
des trois fils—Félicien, b pére, Mar-
cel et Twan—{cn dernier cst mainte-
mamt |2 violoncelliste du Quatuos
Flonzaley); ot le Quatuer Zoellner,
compose du pére, de la fille et des
deux fils ¢ Antoinette, Amandun,
Jaseph alng, Joseph eadet; quatuor
trids connu et spprécie depuis 1gob
sux Ersts-Unie,

Alwin Schropder joua d'sbord 'alis
duna le guatuor gqui porealt s9n nom
et il ‘devint ensuite l'excellont vio-
Tonceiliste di Quatuor Petd et plos
wrd du Qastuor EKacsel,

En 1866 i Florence en Tralle, une
organisation appelée le  CQuatuor
Florentin ellt une grande vogue dans
lex pays quil wisita. Il Etait com-
posé-de [ean Becker, Masi, Cliostsi
et Hilpert (remplace plus tard par
1 8. Hegyesi); deus de ses membres,
e 1% wiolon et le violoneslle Sraient
Allemands et len deux autres Flo-
renting.  Aprts la dissoluthon de ce
fquatuor, Jean Becker relourna dans
a ville matale et forma le quatoor
mentionné plus haut,

Parml Tes quatuncs les plus célébres
nous pouvoand mentionner le quatuor

free-scores.com
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Joachim, composé de J. Joachim, De
Ahpa (plus tard Kruse puis Halir),
Wirth et Haussmann, Ce guatuor
remarguable fit Minterpréte idéal des
grands classiques et le premier gui
fit apprecier les beautés de beaucoup
d'ceuvres de ses contemporains par-
mi lesquelles notamment celles de
Schumann et de Brahms. Formée
en 1860, cette organisation joua d
travers I"Europe et cessa dexister en
1907, i la mort de Joachim,

A peu prés i la méme époque parit
le Quatuor Bohémien : K. Hofmann,
J. Suk, C. Nedbal (plus tard J.
Herold) et F. Wikan (plus tard L.
Zelenka), qui s'affirma comme un
des meilleurs quatuors de son temps
et voyagea beavcoup en Europe se
consacrant en grande partie a4 l'in-
terprétation des ceuvres des prands
compositeurs Bohfmiens et Tche-
ques : Smetana, Dvorak, Novik,
Fibich, etc.

En dernier lieu nous citerons mais
avec une mention toute spéciale le
Cuatuor Eneisel : F. Kneizel, O,
Roth (plus tard Theodorowitch,
Rontgen et Letz), L. Svefenski,
Alwin Schroeder (plus tard Willeke).
Cette remarquable organisation est
trop connue et appréciée aux Etats-
Unis pour qu'elle nfcessite aucune
introduction.

A partir de 1829 grice i ces qua-
tuors ainsi gu'd d'autres, le goiit
pour la musique de chambre en
general et pour le quatuor & cordes
en particulier se développa considé-
rablement et il est extraordinaire de
noter la quantité d'organisations soit
d'amateurs, soit de professionnels qui
se sont formées dans le monde entier,
tout spécialement aux Etats-Unis.
Ceci démontre combien est appréciée
aujourd’hui cette haute et pure forme
de I"art musical : le quatuor & cordes.

ee-scor
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INTRODUCTION

L'urt de bien jomer du guatuo
demande la eombinaison de deux
qualités gui semblest se contredine
entr'elles 3 s préciion et le senti-
ment. La tiche dificile pour une
méthode ept de montrer comment
o peat &rriver i concilier ces denx
qualités, Malheoreoremest, & ma
eonmaismance, il p'existe par fuagu's
present de mithode pour guatuor,

Llexpérience ext |e seul guide dont,
jmequici, bes quartettistes sient pu
s servir, Yoyomi dome en ditail
guels sont les premiers pan 4 fakre
dane cette vole d'explaration,

Comment travailler le quatuge]
Chaals sont bes moyens pour arriver &
un Equilibre parfait? En autres
mets @ que fanedl [eire pour bien
jouer du guatues?

Ces quentions furent posées 4 un
vieux professeur d'une classe de gua-
toors i Ligge (Belgique) e la e
fay : Clest wids simpls, @l wuffe de
Jomer c2 guoi est Ecrit, i pdes, i
moins.

Mows vertons plus fard que e
n'est pas aussl simple qoe celn
Chacan Inverpréte = signes musi-
caux differemment. Do plus l'ant
grapkique de la musique manque
encore de clart of bes compositeuts
emploiest puarfols e mEme vigne pour
srriver. 3 des réeuliats difffrenes,
Aingi que ML Kufferath l= dir dams
san livee, & L' de  diriger "or-
chevire 5 §

@ Malbraromement la notation mus-
cale e conpaft go'un nombre de sigaes
n“FH'?“" tréw insuffisant poor merqeer
"une lagon ciaire ot précise lea sabiide
meences gul wmt fa vie mdme de ot
com i manicale, Encore cenx qu'eile

de d ila liem frég &N
interprétazions e ples divergentew »

Chacan  aojourd'hei sait que le
gqustuor 3 cordes comprend  denx
viclong, un alta et un wicloneelle.

Dans besseoup de localitds les
violonlates ne manquent pas, les
violoncellintes  sont assez faciles i
troawer, main les altistes sont rares,
Il est bien difficile de remédier & cet
Erat e choses: amssi nows conasille-
rops anx violoniies d'apprendre la
clE d'ur 3% ligme, dana laquelle eet
gcrite la partie d'alea, et de o habituer
i Jouer de cet nstrument, e qui
in somme noevl pas trés  difficils,

En premier lien Je dojgté est le
mEme que poar o violon, guoiges
|les distamces entre les tons et les
demi-tons  saickt  [Sgirement  plus
grands et mEme ceci eat pew appre-
clzble, surtout sur ua petit alio,

e
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Exemple 2

Ejemplo 2

To be played o faw Smes an an sxercis

A Jauver plusienen foln comme excrcice
qus iooarlo anas cuantas veces como sjercicia

1 violin clef 4
3lé de =al = -
welave de mol T
T ﬁ -
oyl I, T hens a 1, -
.. £ f"_ Ere o M T
Viola T e e T =

t iz not mocessary for
&r alwaye to play the
rxmt A hrst vio-
ble to play the second
itsla, fust 45 a second
be shls to play the
e viole, and the vinls
1o play & vialin

César T‘.Il:lmi.P::E
dMayed different parts
ir own instruction and

h.nmt has roached @
wever, and is
1 should not .ﬂﬁ
for experience  has
that skifiing at thies
results in loss of time
ut serioualy endangers
ieeutios.

I m'est pas indispensable qu'un
quartectiste joue tonjours la méme
partle : le premier violon doit Eue
capable de jonsr la partie d'alto ou da
second viclon, celui-ci de joner celle
du 1% ou celle de Ialta; et Paltiste de
jouer une des parties de violon.

Eugtne Yenfe, Chsar Thomaon et
bien ‘d'autres wouvent changeaient
de partis quand ils jousient des
quatuece &t cela pour leur prepre
intérct et divertisement. Cepen—
dant dée que la formation d'on gua-
teor & Eré bien Srabiie ep qu'ﬂ E
produit en publiz, je conscillerais de
ne plus en changer la dizposivion,
ear Mexpérience m'o prouvi qu'd ee
moment 1i le changement de partie
provoquersit non seolement d= 1a
perte de temps pondant les répiti=
tions, mzis pusi mettrait en danger
Is perfection de Pexdcution.

ee-scor
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Ademis, mo e necearo que el
minrmo (nstrumentists toque slempre
la misma parte en un cusrtere, El
pritmer violin debe pader tocer la
parte que |e toca sl scgundo vielin o
& In viola, asi como, tambifn, el ‘se-
gundo wiolin deberia poder ejecutar
la del primer vidlin o de la viola, 7 el
de |a viola deberfa famibarzare con
lag partes del violin. Eugéne Yeafe,
Cesar Thomson, y mu otros
artistas, efecutaban diferentes parces
por turno, para su propis instroc-
cifim ¥ por puro gusto.

Pero, cunndn ya ha llegads ia
formacitn de un coarteto al punto

dende esté ejecutando ante un plbli-

e, neonsejarfa gue no ée hagan cam-
bios, pues fa experivncia me ha com-
probade que lon combios, en este
grade, no mlo rewaltan en pérdida de
teémpo al ensayar, sino gue tembifn
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PROCRESSIVE METHOD OF
FRING-QUARTET PLAYING

PART 1 : ELEMENTARY
1

Seating the Four Players

The first vlolin always occuples
same place, the bow-arm towards
publiz, but thers are several
pu af placing the other three
yers, The best way; to my mind,
hint The vieln opposlte the Frst
fin, Mmh!m‘:fn:;uﬂut
I the second n to the rurui
first viclin, with the 'zells in the
r of the viaola, but both facing
sudience.

lit Vinin
1= Wislrs
= Yialls

This gives the vidla the advantegs

pearcr the avdience, pre-
(1% second_viofin from belng
trely behind the firng, and pgives
¢ 'eelln every chance ol scpding
vibrationa dimectly 10 the awdi-
et Moreover, T would advise
= use of dow, small, mets] music-
inda, as fz Is of the vtmont im-
rinnce that the foar YOIs kee
th other and thus f=e] in constant
ntact.  Besides, lnrge  wooden
inds met caly take up too moch
am. but abaorh too much vibration.

http://www.fonoteca.ch/documentati on/research/quatuor/correspondence/methode_quatuor...

METHODE PROGRESSIVE
POUR QUATUOR A CORDES

ELEMENTAIRE
I
Positlon dis Exfoutants

PARTIE :

Quoique le 1™ viclon ocoupe tou-
jours ls méme place, |z bras deoit
vers l¢ poblic; By a plusienrs ma-
pigroy de placer les wols antres exé-
ENTant.

La meflloure manidre & mon avin
est oelle—ci  'alio feisant face an 17
violon, tous desx ag 1™ plan, et au
™ plan le o* violon derrigre |=
1" =t e wioloneelle derriten Pali,
mals tous dewx faiant face an pobbic

METODO PROGRESIVO PARA
TOCAR TN CUARTETO
DE CUERDAS

PARTE ] : ELEMENTAL
1
El Moda de Acomodar = Jos
Tnstrumentistas

El primer viclin slamprs acupa =f
misma puesto, ton e brazo gue
msticne el arco hacts ol plblicn, pera
hay warior modos de scomedar a los
otrog tres instrumentistas.  El modo
que, & mi paressr, & ol mejor, ex el
wiguiente; La wiola al froane del

primer viofin, ambos en primers filn,
tl e violin detris del primer
wiolin, misatras que e "cello e u:nu
detras del que tocs la vicln,
ambos con I carn hacia 1s lljﬂillﬂl.

nd VinBis Vielwmesllu Vit
14 Wariem Vicdanisis Alps
Tl Vintts Vi p s Whals
Cetre position donne & "als 'svan Ento be di & 1a ¥lols ln venta|s de

wpe 4 due phu Erd.l.l.'p'ubht..ll‘r.—
péche le 3* 'ru:kn qul evt de face
d'&ure cuché par lg 1 vickon, Jogurl
et de profill; et pormet sux vibra-
tiona du i le de se propager
sams ohstzche dans In dircethon du
puhblic.

Ju conseille Pusags Je.falju papi-
tres de metal teaun dans une
poaithon. basse, car il est da la plas
grands importance que les quatre
exbculants puisssnl ie woir et alomi se
senteat en contact continuel) de plus,

ee-scor

estar mis cerca al phbllen, evita que
el segundo violin guede entaraments
echipado por ol primers, y 1= di al
‘cells completa opartanidad pam
poder soltar sus vibraclones directa-
ments I'u:il la sediencia. Ademis
yo Acopsejaris que s utilizsies arsiles
de metal pequefios y bafitos, pues
#% sumamente impoctants que los
costro artistas puedan verse y estar
de  acderdo w&mﬁupﬂ
otra  pare atriles pra

madera oo solo ocupan demasisdo
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de grands pupitres de baois prescess
oon scubement trop de place, empds
chant les exfrutants de s voir, maks
abeorbent trop de vibrations, En
tout cas il faut mettre ey poplies
'unn prés de "autre comme Mindigoe
la figure,

1
Commant s'uccorder

Cette question est encore plus ime
portante et dilicatn poar be quatior
que pour les salistes oo Forchestire,
Clear e 1™ wiolon qui doane b
i la » et pour &viter moute Ructustion
jo il coneeillecain de o'assurer de
Fexmctitmie de som « In » su moyen
diun  dispason,  B'accorder  d'une
manidre parfaite nini gque joser avec
one intonation impeccable, sont deax
poitls imporeapts, d'autant  plos
cempliqués que Jn faculti doule
varle jusge'i un certain point aves
chague individa,

Il peut méms arriver que dnux
violonlstes cagiables s®accardent d'une
mamidre o différente, qu'en  dipit
t'avoir commence Jegr accord en-
semhble aves uwh € la ¥ reconng
identique, truvent une difffrence
quand iy contrilent fewr ¢ wol. »
Far conséquent, pour bisn contriber
Pacenrd, je conseillersis aus . deu
wiolemistes de vErifier leur dool 0 et a
V'altiste et su vicloncelliste lear s ur. »
Evidemment Porelile s"Edugue petit
A petit et sern biomiot apte & noter
les diffErences gu'elle n'svalt pas
remanjufes suparavant

Pour v'sccorder B 0'erl jaan néces-
saire de fouer fort et il est préférahie
gque les exboutants a'sccordent Mun
apeds autre,

En somme, Etre systimatique rst
une des principales rigles pour la
formaticn. d'un bon quatwor.

1
Commencements of Fins

Le signe de départ poor commencer
un morcesu est gnéraloment donng

| par fe 1™ viclon, |lequel, svparavant,
| aura comptdh mentalement une me-

sure ou-une pariic de la mesurs,
Ce signe d'sttsgoe il be fers en

| levant legdrement aon bnetramest,

http://www.fonoteca.ch/documentati on/research/quatuor/correspondence/methode_quatuor...

mouvement qul  eprisenters  wn
tempa di morceau & jouer.
Ce temps a'appelln @ temps pour

Fiem W

lugar, sino que retienen demasiada
vibraciia,

Sobre todo hay que arregler los
atriles unos cerca de bas otros, como
q ieda indiczdo mis armiba.

n
El Modo de Afinas

Este asunto es de mucho mis im-
portancies cuando se tratd de tacar
&N un cuartets que coando e ingers
prewan las paries de solbita v obrade
arquesta.

P‘clw regla m;}:-l Bl qgive di el la,
ed el primier wiolin, [
gue, antes de dar el 1.3'&’1': dm:;“m
con & diapasin de afinar (s propio
fn}, evitando de este nodo cualquicr
fuetupeion fhaegiira, que p&i-n
OELrTir.

El diapasin ecte 7 la ento-
nacifp s complican dubbdn al mera
bimcho de que s exactitod varia hasta
cierm punto, segiin sea cada indi-
viduo, Se ba visto que hasts des
violinkstas muy capaces afiman de
maodo tan diferente, que, & pesar de
hnber comenrado con un o exarim,
ul liggar ol sof ya eitin spartadow
Al paues, aronsejo que pars que
lleguen a ponerse de acuerdo los in-
wirumentistas, serin oo que, al
baber arabado de xfinar preliminaris—
mente, ¢l primer § segundo violinista
dominen wa Jol, ¥ el viobeneelbta,
sl como &l que toca la vidla, debian
wrender & s de. Es evidente que
el oido se cultiva f§climente ¥ que
muy pronts empleza & fijane en
detalles gue antes pasaban desa

dbﬂlmﬂlm . o

Al sfinar no dobe tocarse fuerte
mente; es preferible que cads wao de
Il ardistaa afine uno después de
atro, porgue, despude de tado, e busn
wistema e uno los mandamienios
preciosss que han de obeervar jos
que ejecutan la misica de chmars,

m
El Modo de Emperar y Coneboir

Gencralmente en 4l primer vicli-
nista &l que be tocs dar el compis,
mareands un tiempo, limado Hempo
de valde; ¥ im0 la haze elovanda leve-
mente ef masgo de §u instrumentn,

free-scores.com
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i
Example 3 [ Exemple 3 | Ejompla 3
Gijven time, value of one quarter-nole Deethaver. Op. 18, No.2
Temps levd, donnanl i valeur dune noles
Elevanils, dindnle & valer da una seminima
Dz hend
Um Leempa
Un themps
& presco or apid movement, (e Poar up preFin on un mosvemest En movimiento donde ol tismpa

its {one for each messore) woald | tapide, jo conseiliersis de compter | e prests o rigido, serls bueno mar-
sdvirable, Tn this case the firnt | deus mesures pout rien, ua temps | cardos tiempos (una pars cads com-
 must be oo loclisaten of the | powr chsgus messre ot o0 e cas e | pis). En tal cmo par la primers
d of the instrument, and the resber tomps ext indigaéen baisant | scfial habris que imclinar =l mangn,

oned, & Hiting of the ame, sstrument et by second temps en | ¥, paru lasegunda. habrie gue alzaria,
= relewami.
Example 3bistad | Exemple 3bisis) |  Ejemplo 3 bisa

Two heals

Dz Lempn [

Dhes Lieenpas

Example 8 bistt | Exomple 3 bisill I Ejemplo 3 hislly
Allegro vivace, assai i mi

>
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Maturellement |z & emps poor rien s
doivent avoir |2 mEme valeur gus les
wempe da morcess gue I'on va jouer,

autre part, ¢ g second vickon
a le gala, [ sera responsahle poor
Parngue, et cr sera i bul & donner le
signal requia.

1 beats
empo an

ther hand, the second
Wk B Ny, the ol
far the attack and mint
sred bgnal.

must ke
e pisce to he

Example 4 | Exnmple 4 |

Andsmie con moto

Maturalmente gae Las seiales se ban
de dar e el mismo tiempo o ritmo
gque en el gue o= va 8 tocar la piezs,

For otra parte, ol en ol segunde
violinista el quos va & empezar de
solista, El ex & responsable para el
stagua. ¥ ex @l &l que dark ks
sefial necesarin.

Ejomplo 4
Heelkoven, Op. 16, No. 3

ve vlola or ‘cello. De mime 'alin ou le vicloncelle.
Example 5 Exemple &
Sradle-Song * Berceuses.

In & Hussian theme Surun théme rosse

Malto lento o= s

Igmalmente pasa con |a viols o
fealbo, ol und de Joo dos Hene g

COMEREAF pat i wilda,

Ejemplo 5

Cancidn de Cuna*
Bobre un temn Ruso

l!lhdhﬂu%m]:-;nur. ® Publif dans be recsei]l B2 011 dea
sarita Epcore Album? Vol IT; | Pis Favorls de Quatuor Flonzaley;
dnr, Y. id, O, Fischer, N.T,

® Publieads an ¢] Albam de Encorss
Favorlton de]l Cunrtsto Flonzaley,
Toma [1; C, Fischer, N.T.
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Le vicioocelliste pout faire partir
en faisane um léger signe de bEne

| Exemple 6 |

El vicioncelista poede dar la sedial
por medio de wnn inclinacién de

cabezs.

Ejemplo 6

1lght nod

Liger aignn e tita ™ * 00
mnaﬁrm»

namdo |s cabeza

M cosrie, when ose player begi

Juite alone it in conecessary for him
1o make any sign whatssever, m the
three other players have opportanity
to hear the tempo establibed in the

penkiy mensures,

Example 7

Nararellement quand un cxécutamt
commence seul i ne wembls pan
rEcsaaire quiil fasse aucun signe, car
les trols mutres exdcotants povent,
die les premidres mesures, juges du
1empo initisl,

| Exumple 7 |

Par clerto que si una de lod mibsicos
il & tocar entarasmante sobo, no hahed
necesidad de que dE ninguna sefal,
pue lon ot tres instrumestistas
ya hahrin teaido tlempo de estable-
cer ¢l ritmo del compls sl ear low
primeros compates del solista

Ejemplo 7

free-scores.com
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Example 8§

3ld has & timasalue which
defined exactly, it inter-
régular advance of the
i for this reason the first
making a fresh start after
hould mark one beat {or
On the other hand, in the
mple rests, which beara
flation to the movement,
rers count mentally the ex-
of theae rests, they are
attack together, a signal
§ suporflucus. Sadh i the
measures before the end

Ezemple 8

Le point d'argue, mynnt uns valeor
que I'on ne peot pas dEfinir exnc-
toment, arréte la marche régulifre
du moavement; ec'est pour cele qua
Ie 1*F violon pour fairs repartir o-
prig un point d'argue doit donner
un tempd pour rien. Tandis que
quand {1 s'sgit simplemant des &l-
lonces; leaquels doivent &tre en
relatlon aver le -mouvement, s on
compte mantalement la valeur sxmc-
te da ces silsnces; on attagquern
forofment ensemble sans quion signe

solt nécesanira. O'est = cas dsux

Ejemplo 8

Como, el punto de drgans no Liens
un valor que se pusde definir ex-
actamente, detiene a] pano regular
del movimiento; poar dichs razdn
¢l primer violin, nl ampazar de no-
evo despude dal punte ds drgano,
tendri que contar un tiempo de
vilde. Micntras quo mtﬂt&m
de descanson sencillos, que estin
emparsntiados oon el movimiento,
8l lon artistas cosntan mantalmente
ul valor exacto ds los desoansos,
atnoardn naturalmesnte al mismo
tlempo &in que sea necesario dar

ite 8, mesures avant la fin de I'ezemple B. | la sefinl, Tl e 8l canoon los dos
compasss que viensn sl terminmr
el Ejemplo 8,
L] E
oo fs
is
i3 Ech
o
T efd
Andante w i~ éii
/8 EEs. E E o =
R e S R e S e e e =

taque dep?nlpq

& -
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musicale

Une méthode de quatnor & cordes

Stendhal déerivait d'une fagon pittores-
g:n et charmaote la mu de 3 tuor,
peut lire, dans ses « de Hawds,
Mozart ot Metastass » lo petit morcean que

Bl =

« On sait que les quotuors sont jouds por

tre ingttuments, oo uﬁrm!u- vﬁlun., l"u::
ﬁ:ﬂ:mu violan, un et un winlon-
colle. Une femme d'esprit dissit qu'en en-
tendant les quatuers de Havdn elle erovait
assister A la conversation de quatre per-
sonngs aimables. Ella trouvaif gue le pre-
mier ‘:é'ﬂﬂplii:,“n{it Tair d'u:; ]u:mmmhe de h]c:uv
coup d'es A au parleur,
qui soutensit la cmmﬁuuﬁc'dmt il :P!Enmit
o sujet. Dans le second violon, clle recon-
nalszait Pami du premder, qul charchait
tous bey mhﬁm possibles & le [aire brilles,
'poeupatt rarement de soi, et soutenail
la conversation plutdt en approuvant ce que
diaaient lex antres. gu'en avangant des jdées

L'alto énit un homme salide,
savant el sentencieux. 11 appuyait les dix-
cours du premier vislon par Taximes
lagonigques, mals frappantes de vérite, Quany
& 'hh ﬁ':'&;.“lm une bonme femme, un
pen ba qui ne disait pas grand’'choss,
ol copendant veolait topjours se mbler
4 ia conversation. Mais elle v apporiait de la
grice, el pendand qu'ells parlait, Jes autres
bntul‘ggﬂ tonrs Imdm le temps de respirer.

1 LEpen "elle nvait un pen-
chant “secret potr 1' qu'elle paw!:h
aux autres instruments s

La mosique de quatuor est, en offet,
une conversation, et nt, elle se sou-
met gax lois du dialogoe, Ces lois sont dte-
dites par les composilenrs of foob i'nlﬂ:f.
du contrepoint, mals Vinterprétation des
ceuvres dinlopubes de musigue de chsmbre
dtalt, jusqu's ce jour, affaire d'expérience,
d'im , elle dait nuﬂiqnc.

Les méthedes de vialon, dnmgimn sont
nombreuses. Lutllitd d'nne thede de
guatuor & cordes n'e pas besoln d'tre di-
montrie ot les omateurs qui se réunissent

faire de ln muosigne d'ensemble sa-
mnl avee joie la publication de In Méthode
de (uatuor & cordes de notre distingué com-
ote M. Alfred Pochon, 'vialoniste
do {smeux Quatuer do

meimbre Flones-
lay (1) :
La premitre partic de ce travall sort de

pressc et je ne veux attendre davanta
pour ln El.'ber n:ﬁ:hm das u'hwn.iqugi
musicales de la Tribune,

- w W

free-scor

dnoncd por M, Sérjeyx ; Réformer pour con-
BETVEE.

M. Pochon comtinme en conseiflant wive.
ment aux violonistes de faire de I'alto, Puis
i entre dans e vif de son sufel.

Lo eommensement et Iy fin.d'on moove-
mank sont, xefon lui, les moments les plus im-

portants i ation d'one compa-
sition musicale. mmmndﬂ, aux exl-
cotants de p'ciforeer de erder une almosphire
diés les premidres notes, d'envelopper ['au-
Idit:ui.ﬁjm ]EE ?nil];imﬂu TEEEAN 'm:lﬂm, de
[ ugeer dés ln ra mesure. Le quo-
tuor a ung pu!mmgl tris grande sur esprit
et 5a magie est telle que Napejéon ler, alors
qu'll étmt consal, apres aveir entandu un
quutuor 4 cordes joué i la Molmaison, dissit
#i Baillot, io grand quartettiste [ra s
u Le guatoor change en un nstant 1'état
dime w

L'nuteur parle eneove de Pemplol du mé-
tranome, du respect dit  aux sileneces, trop
mvtlnl. mw&ﬁmﬂ;m& sur la ﬂmﬂ parh-!;tl
pour Jes B PIOCUTEr i
Lo des ﬁru qu'ils étudlent et de ne pos!
s¢ conlenter des parbics sépardes, 11 engape
les mugiciens & se soumotive 4 |'exereice T"
coiziste i dcouler les dingues phonegrophi-

ues des quatuors b cordes et o essayer den

ire Mt portition, 1l donne des principes
dynamiques et insiste sur importance des
finces : ¢ 5§ j¢ puis me permetirs dne com-
parpison prosafoue, derit-il, je dirais que la
nuance est h fs musique c& que Iasslsonne-
ment est & o zplade : mattez—en trop ou trop
peu, &t tonl est ruind =

Les débutants et les nmtnﬂ :nt beau-

us do peine quon ne le L & nuonser,
mﬂiu sigmies 5?111* s pitges ; par exam-
g]e, Ie ereseends et le dimingendn : n'm:?w
peu quil faut angmoenter on dimineer Uin-
tenaitd sonore, el:fre.rendm{, peud 1'.uI: sar dix,
les amataurs jovent plus fort & |'endroit ob
se trouve le mot crescendo ot plus piano an
moment oft ils lsent diminuends, Hons de
Bulow disaft 4 ses musiciens de 1'orchestro
de Meinigen : « Chucpue fols que vous voyeoz
creseends, penser pimia, et © fols’ que
vous voyer diminiends, panses forfe o,

On L s rendre eompts, d'apris cel
ue?ipﬁ,ef:lu caractére pratigue de In methods
de Pochon. Ce n'sst pas un troits théori-
que, me#is oo ouveege desting & conduire les
pius humbles quartettistes, par des conzells
précis et techmiques, dans fe chemin périlleux

de |art du tuor.
Avec un ftal de, les élbves, les amatonrs
prendront on plaisir plus grn:ui # lours exer-

cices, ils dviteront les titonnements.

.com
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Sans faire Thistoire da  qeatuor & cordes, Mais les régles les plus pricises comme les
M. Pochon rappelle qu'd 1'époque de Haydn, | plus hautes d'un art ne suffisent pas & fajre
dess amateurs, des musiciens professionnels | des artistes, prises a la lettre elles ne font que
se réunissaient pour faire de la musique de | des pédants. L'artiste est un homme qui a
chembre et que la constitution des quatuers | recu un dom, et ce dom i sé des autres

cordes fut un fruit de la vie de famille,et | hommes comme par une ordination mysté-

la vie des cours princiéres. Puis il donne | riense. C'est pourquoi les meéthodes les

quﬂqui noms et _quelqnﬂ“dnus. b iaxm-c.im, qui sont indispensables aux meils
ux premicrs « quatuors-viriuoses » | leurs, ne sauvent pas fes pires, En notre Lem

qui commencérent & voyager furent les | oin Vinstroction est répandue avec un m?:

uatuors Keella et Muller. L'histoire des | ‘mystique, heaucoup sont appelés, majs il n'y
g'erau Jean, Adolphe, Georges et Rodolphe | a pas plus d’élus qu'antrefois. Rien n'ast plus
Kella est trop connue des Lausannois — untidémamtiqga e l'art.

i 'ont entendue récomment de la bouche C'est ee que M. Pochon semble aveir sentj,

' M. Gustave Doret — pour que je la | ot ¢'est peut-8tre en qui I'a conduit & éerire,
raconte. On sait qu'ils donnérent des concerts | cn téle-de sa méthode cos six mots Jucides :

en Suisse, en Allemagne, en Angleterre el en
France, ot Paganini les protégea ot of _E:f éwmuﬁw,
Louis-Philippe leur conféra une décoration, Moins ;mp}mgn;,

Le quatuor des fréres Muller ne fut pas
moins fameux. Puis les quatre fils du pre-
mier violon de co quatuor Muller formérent
un nouvel en g, le quatwor Muller
cadel, g cut aussi beaucoup de succds,

M. Puc%nn nomme eneore quatre duatuors ?
respectivement formés des membres de la-
meme famille @ le quatuor Becker, le gua-
tuor Sehroeder, le quatuor  d'Archambeau
et le z]lunl.uur Zeeliner. Le quatuor Florentin
fut célbbre et enfin, plus prés de nows le

quatuor Joachim, |

— e e

Aloys F ornerod.
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o

d
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Comment travailler l¢e quatunor ? Quels
sont les movens pour arriver & un équilibre
parfeit ? — C’est bien simple, répondait un
vieux professeur de Ligge : shsuffit de joner ce
qui est éerit, ni plus, ni moins. M. Pochon
montre gue ce n'est pas si am’:ﬁln que cela,
De plus, dit-il, l'att graphique de la mouique
Eanquu pejmi:ur: piii r.'_larlté ¢l les composi-

urs emplojen ois le méme signe pour !
arriver 4 des résultats différents, '

Kufferath le copstatait déja dans son
livre ¢ L'Art de diriger 'orchestre » ¢

# Mnlheurcusement la notation musicale
ne connait qu'un nombre de signes graphi-

ues trés insuffisants pour marquer dume
?ac:nn claire et précise les subtiles nuances
“qui sont la vie méme de toute com on
memeimnle  Foenes eenx ou'elle poss don-

-
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Alfred Pochon
(Yverdon, 1878 - Lutry 1959)

A. La formation Remarques Photos
B. La carriére Bibliographie

A. La formation

Alfred Pochon naquit & Yverdon (VD) le 30 juillet 1878.
Son pére, Louis Pochon était un homme d'affaire; sa mére
Joséphine Pochon, née Bujard, (ménageére) avait une
prédisposition pour le piano et la peinture. Alfred avait un
frére, Louis, de deux ans l'ainé, qui décéda en 1937.

C'est a Yverdon que Pochon commenca I'étude du violon
(a sept ans): son premier enseignant fut un certain Pizzetti,
un italien réfugié en Suisse.

Plus tard la famille Pochon déménagea a Geneéve: c'est ici que, a 11 ans, Alfred devint I'éléve de
Louis Rey, premier soliste au Grand Théatre et ami d'enfance d'Eugéne Ysaie, dont il avait aussi
été le colléegue de pupitre & Strasbourg (dans l'orchestre du pére d'Ysaie, Nicholas). Rey avait
aussi son propre Quatuor (le Quatuor Rey), actif de 1885 a 1898.

Un des premiers concerts en tant que soliste, fut celui qu'Alfred donna au Casino St. Pierre a
Genéve en 1889: il y joua, avec succes, le Septieme Concerto de Spohr.

En 1890 Pochon fut déja dans les rangs des violons de l'orchestre des “Concerts classiques” de
Geneve, dirigé par Hugo de Senger. Ce fut dans la maison ou habitait de Senger (appartenant a
la famille de Marc Odier) que Pochon fut accueilli pour aborder la musique de chambre (entre
1894 et 1898) et ce fut avec cette méme famille que le jeune Alfred déchiffra ses premiers
guatuors a cordes. Ses partenaires étaient alors Louis Lagier au second violon, Charles Roth a
I'alto et Robert Hass au violoncelle.

A l'age de 14 ans Pochon se décida définitivement pour une carriére musicale.

En 1895, sous la suggestion du grand Joseph Joachim (qui était a Genéeve pour une tournée de
concerts), Alfred Pochon partit pour la Belgique et s'inscrivit au Conservatoire de Liége, dans la
classe du célébre violoniste César Thomson. Joachim n'avait pas pu accueillir Pochon dans sa
classe de la Hochschule de Berlin, faute de place. Thomson joua un role essentiel dans la
formation musicale et artistique du jeune suisse: le professeur, musicien de renom, était héritier
d'un grand savoir technique, acquis aupreés de deux maitres brillants, Henri Vieuxtemps et Henryk
Wieniawski. Ce fut Thomson qui enseigna a Pochon I'art du violon et surtout celui du quatuor a
cordes: le vieux professeur possédait son Quatuor, fondé en 1898 a Bruxelles par lui méme,
Nicolas Lamoureux au second violon, Van Hout & l'alto et Edouard Jacobs au violoncelle. Pochon
eut la chance de jouer avec ce Quatuor, lorsqu'il travaillait des quintettes ou la partie de second
alto lui était confiée.
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B. Lacarriere

Alfred suivit son maitre dans son déplacement au Conservatoire de Bruxelles en 1898: Thomson
avait succédé a Eugéne Ysaie et Pochon devint assistant/répétiteur du nouveau professeur,
aprés s'étre diplomé a Liége avec un premier prix. |l demeura & Bruxelles jusqu'en 1901.

C'est durant cette période que Pochon s'orienta définitivement vers la musique de chambre: il
commenca par fonder un Quatuor a cordes avec quelques camarades de I'époque (Fassin,
Rogister et Fraipont), ainsi que la premiére Ecole indépendante de musique de chambre en
Belgique. Parallelement il joua aussi dans l'orchestre de I'ami Ysaie, dirigé par le maitre. Et il se
mit & composer.

En été 1901 Pochon quitta Bruxelles et refusa une offre du Conservatoire de Béle. Il voyagea en
Europe et il vécut aussi pour un certain temps a Vienne (ou il fréquenta quelques cercles
musicaux). Ce détour européen se révéla tres enrichissant pour Pochon: il eut I'occasion de
connaitre le pianiste et pédagogue Edwart Schiitt, le compositeur hongrois Karoly Goldmark (trés
en vogue a I'époque) et le pianiste Théodore Leschetitzky (maitre de Paderewski, avec lequel
Pochon donnera par la suite des concerts).

Une fois rentré de Vienne, Alfred Pochon rencontra le banquier d'origine vaudoise Edouard de
Coppet (1855-1916), connu en 1894 lors d'un séjour a la pension de Gourze, qui lui proposa de
s'engager dans son quatuor privé en tant que | violon. Passionné de musique ainsi que sa femme
Pauline de Coppet-Bouis, pianiste douée, Edouard avait créé a New York son propre quatuor
privé qu'il entretenait personnellement pour s'adonner régulierement a la musique de chambre (ils
donnérent régulierement des concerts privés dans l'appartement new-yorkais de De Coppet
pendant treize ans).

Pochon accepta I'offre, mais aprés quelque temps, il comprit que les autres membres du Quatuor,
n'étant pas des professionnels et ayant tous d'autres activités, ne pouvaient pas consacrer aux
répétitions le temps nécessaire. Il proposa donc au banquier, qui accepta, de créer un Quatuor
professionnel.

En 1903 le violoniste fonde ainsi le Quatuor du Flonzaley, du nom de la localité campagnarde au
bord du lac Léman, ou possédait une maison de vacances le mécéne new-yorkais. L'ensemble
sera formé au tout début par: Adolfo Betti, | violon; Alfred Pochon, 1l violon; Ugo Ara, alto et Iwan
d'Archambeau, violoncelle.

A partir de 1904 et jusqu'en 1929, Pochon fut actif dans le Quatuor, qui le conduira en tournée a
travers I'Europe, I'Amérique du Nord et Cuba.

Un des plus brillants concerts donnés par le Flonzaley au début de sa carriere américaine fut
certainement celui du Carnegie Hall de New York, le 5 décembre 1905.

Ce fut le début d'une longue et solide collaboration entre les membres du Quatuor, qui furent
toujours liés d'une trés belle amitié, témoignée aussi par la correspondance (avec D'Archambeau
et avec Betti) qu'ils échangérent. A travers ces lettres on peut retracer les début et le
développement du Quatuor, les idées et les commentaires techniques relatifs aux piéces et aux
instruments jouées au fur et a mesure, les nouvelles des respectives familles, I'affection qui liait
les membres du Quatuor et leurs familles, I'estime que tous tenaient pour Pochon (D'Archambeau
lui avait confié la formation musicale de son fils Pierre),...

En 1915, la Maison d'édition Schirmer de New York, commande a Pochon une méthode pour
guatuor a cordes: entreprise plutét difficile, car il n‘existait rien en ce genre a I'époque, etil n'y
avait donc aucun point de départ ou de comparaison. L'ouvrage fut cependant terminé et publié
en francais, anglais, espagnol, avec un discret succés. Toscanini en personne aurait voulu le voir
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publié en italien et il s'offrit a plusieurs reprises de s'assumer les frais de traduction et d'en écrire
la préface, mais la Maison Schirmer s'y opposa formellement. L'oeuvre fut dédiée a Mme
Elizabeth Sprague Coolidge.

En 1917 Pochon épouse Susan Millar-Rudthardt, jeune veuve de la Virginie (ayant déja trois
enfants), fille de Rolph Millar (riche agriculteur d'origine allemande) et ancienne éléve du soprano
Marcella Sembrich: a l'intention de sa femme il écrira ensuite des pages pour chant et piano ou
accompagnement de cordes (dont Crossing the bar, La lune blanche, sur un texte de Paul
Verlaine; Les eaux moroses, sur un texte d'Edmond Jaloux, écrite en 1949).

En 1922 Pochon achéte la maison “Holly” a Lutry, pour s'y installer, d'abord I'été, ensuite pendant
toute l'année: c'est ici que dorénavant se rencontreront les membres du Quatuor et les nombreux
amis musiciens.

En 1928 a Front-Royal (Virginie) nait la petite Catherine qui grandira a Geneéve, ou elle s'installera
aprés la deuxieme Guerre Mondiale. Cette méme année Pochon refusa le poste de Directeur du
Conservatoire de Peabody & Baltimore (le conservatoire le plus ancien et le plus important
d'Amérique, avec plus de deux mille éléves), parce qu'il pensait déja a sa future activité de
quartettiste: en effet, en mai 1929, apres la cessation de I'activité du Quatuor du Flonzaley,
Pochon crée avec Nicolas Moldavan et grace au soutien du banquier new-yorkais d'origine
allemande Félix Warburg, le Quatuor Stradivarius, composé par lui méme au |l violon, Wolfe
Wolfinsohn au | violon, Nicolas Moldavan a I'alto et Gérald Warburg (fils du banquier), au
violoncelle.

Le Stradivarius l'occupera jusqu'en 1938, lorsqu'il dut se faire remplacer par Bernard Robbins.
L'année d'aprés la deuxieme Guerre Mondiale éclate et Pochon reste coincé a Lutry: il ne fera
jamais retour aux Etats-Unis.

En 1941, a 63 ans, Pochon devint directeur du Conservatoire de Musique de Lausanne (fonction
gu'il conserve jusq'en 1957), succédant a Charles Troyon: il y créa un cours de musique de film
(donné par Hans Haug), un cours de théorie et de basse continue (donné par Aloys Fornerod),
des cours d'interprétation (avec Jacques Thibaud, Alfred Cortot et Charles Panzera), une classe
de direction (sous la responsabilité de Paul Klecki), des concerts d'échange avec les
Conservatoires de Liege, Bruxelles, Paris: la plupart de ces événements furent transmis par
Radio-Lausanne, avec laquelle Pochon entretint toujours de trés bons rapports. Pochon fonda et
développa, en outre, la Bibliothéque musicale du Conservatoire par un appel public aux vaudois.

En 1944 il crée aussi la Gazette musicale du Conservatoire de Lausanne, dans laquelle seront
publiés des textes de nombreuses personnalités musicales européennes (notamment Ernest
Bloch, Alfred Cortot).

En novembre 1946, Pochon soutient un groupe d'éléves du Conservatoire dans la création du
“cercle d'études musicales”, qui prendra le nom de Le prestant et qui aura pour but “I'étude de
I'orgue, de son histoire, de sa littérature, de sa facture, en particulier, de I'art musical en général”.
La premiére séance a lieu le 16 novembre, suivie d'une séance ouverte au public le 14 décembre:
c'est le prélude au futur journal La Tribune de l'orgue, fondé en 1948.

L'expérience et la vaste culture de Pochon lui valurent d'étre appelé a prendre part aux jurys de
nombreux Concours Internationaux, dont, entre autres, celui de Genéve, celui de la Reine
Elisabeth de Belgique, le concours Marguerite Long-Jacques Thibaud, le concours Paganini a
Génes, le concours Tchaikovsky a Moscou et le concours George Enesco a Bucarest.. Pour ces
mémes qualités il sera au fur et a mesure décoré, en 1924, des palmes d'officier d'Académie; en
1951 comme Chevalier de la Légion d'honneur; en 1952 de I'ordre Léopold de Belgique,...

Pochon fut aussi un compositeur reconnu: sa production, basée de maniére générale sur des
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mélodies populaires et folkloriques d'origines différentes (anglaise, écossaise, irlandaise, danoise,
russe, juive, chinoise, turque, espagnole, indienne, américaine), comprend aussi bien des oeuvres
originales (pour piano, violon seul, alto seul, violon et violoncelle, quatuors & cordes, voix et piano
ou accompagnement de cordes), que de nombreuses transcriptions et révisions, vers lesquelles
le poussa I'ami Kreisler (il s'agit de 9 recueils, pour la plupart consacrés a des oeuvres pour
guatuor & cordes). Parmi les quatuors, on retient celui en si mineur (écrit & Lutry, en 1924), et la
Suite indienne (publiée en 1928), que Pochon avait dédiée a son beau-pére, le Colonel Millar et a
I'ancétre indienne de ce dernier, la célébre Pocahontas. Par contre, la Fantaisie hébraique de
1931, basée sur d'anciens thémes originaux, fut dédiée au banquier Félix Warburg.

Pochon ne nous laissa qu'une seule oeuvre pour instruments a vent: la Pochade chromatique,
pour flte, hautbois et alto, composée en 1949 pour son ami Richard Ayrton.

La liste des dédicataires de ses oeuvres musicales, nous illustre les personnalités avec lesquelles
Pochon avait des relations amicales: Pablo Casals, Carl Flesch, Jascha Heifetz, Fritz Kreisler,
Jacques Thibaud, Charles Lassueur, Ernest Schelling...

Tout comme il I'avait commencée, la carriére de Pochon se termina par son engagement dans un
Quatuor local et privé, composé de ses amis Etienne Rivier, lvan Mahaim (cardiologue et
musicographe passionné qui lui consacrera l'ouvrage Beethoven: naissance et renaissance des
derniers quatuors, la terre natale et la trilogie et a l'intention duquel Pochon composera
I'Introduction et petite sérénade pour quatuor a cordes en 1951), et Lucien Bovet (a I'époque
directeur de I'hépital de Cery).

Pochon mourut, aprés une longue maladie, le 26 février 1959 dans sa propriété de Lutry, appelée
“Villa Holly” et achetée en 1922, dans laguelle s'étaient rencontrés souvent les membres du
Quatuor du Flonzaley et beaucoup de musiciens renommés du XX siecle.

N.B. Pour plus de renseignements sur la biographie de Alfred Pochon, v. Bibliographie.

Remarques:

Un fonds Alfred Pochon, comprenant partitions, correspondance, photos, programmes des
concerts, etc. est conservé dans les Archives Musicales de la Bibliotheque Cantonale et
Universitaire de Lausanne (BCU), 6, Place de la Riponne, 1017 Lausanne.

Pour plus de renseignements, s'adresser & M. Jean-Louis Matthey, responsable des Archives
Musicales de la bibliothéque (Tél. 021 316.78.33; E-mail: Jean-Louis.Matthey@bcu.unil.ch).

Ala BCU sont aussi conservés la collection intégrale de la Gazette musicale du Conservatoire de
Lausanne (sous cOte 1 B 11609), la monographie que Pochon écrivit en 1940 Jean-Jacques
Rousseau et la critique, essai de mise au point (sous céte NE 5112 res. A) et le volume, publié
par Pochon en 1943, Musique d'autrefois, interprétation d'aujourd'hui (sous cote NE 7487). On
trouve, encore, I'ouvrage technique Le rdle du point en musique placé au-dessus ou au-dessous
d'une note, dédié par Pochon a Arturo Toscanini (sous cote NED 1127).

A la Bibliothéque Nationale Suisse & Berne, Hallwylstrasse 15, 3003 BE, sont en outre conservés
une vingtaine de documents (partitions d'oeuvre, transcriptions et essais musicales) de Pochon
qui peuvent étre consultés sur place et repérés par le catalogue Helveticat.

Bibliografie:

e Jean-Louis Matthey, “Inventaire du fonds musical Alfred Pochon”, dans Fonds musical
Alfred Pochon, Bibliothéque Cantonale et Universitaire de Lausanne (BCU), 1979.
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e Harry Ransom Humanities Research Center (HRC), Adolfo Betti: Papers, University of
Texas at Austin;

e Musiclassical.co,, Classicalmanac;

e Conservatoire de musique de Lausanne, Histoire de la bibliotheque/ historique du
conservatoire
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Revista "MUZICA" Nr, 6 / Tunie 1985

CERCETARE MUZICALA

1.

ANAMORFOZA SONORA

- prolegomene -

SERBAN NICHIFOR

Etimologia greacd a termenului (ena = remontind,
recanstruind siimorphé = forma) exprimd poate in mo-
dul ecel mai explicit esenla notiunii : o subtila relatie
(de transformare) stabilitd inire doud sau mai multe
strueturi apavent disjuncte si bazata pe reorganizarea
elementelor constitutive comune. Consacrata ca feno-
men vizual, aceasta relatie a fost frecvent aplicatd
in artele plastice incd din antichitate, In acest sens,
PLATON distingea — in ,Sofistul® — doua arle de
imitatie : arta copierii (reproducind fidel formele) si
con a evoeari (eare transpune formele in domeniul
aparenielor). Pentru a se remedia erorile perceptiei
vizuale demonstrate sliintific in geometria euclidiana,
artistii si arhiteetii romani isi realizau operele res-
pectind cu rigurozitate prinepiile: perspectivei acce-
lerate sau inestinite, Si totusi, evul mediu a marcat
adevarata emancipare a anamorfozei ca forma ariis-
ticd de sine statatoare, atit prin studiile unor cerce-
{atori ai perspectivei (Salomon DE CAUS, René
DESCARTES, Athanasius KIRCHER, Gaspar SCHOTT,
Emmanuel MAIGNAN si  Jean-Frangols NICERON,
autorul studiului , La Perspective curieuse ou la Magie
artificialle des effets merveilleux de l'optique par la
vision direete®, scris in anul 1638), cii mai ales prin
cappdoperele maesirilor epoeii, artisti ce au oferif
valenfe cu adevarat estetice uncr procedez tehnice
ce nu ar fi depésit altminteri nivelul cabinetelor
.magice® sau al amuzametelor de salon, profitind
din plin de posibilitifile fantastice — prefigurind
suprarealismul — ale anamorfozelor optice, anoptice,
catoptice, cilindrice, conice sau cu oglindd, Astfel,
tablourile secrete (“Vexierbild”) ale lui Albrecht
DURER, Erhard SCHON, Lucas BRUNN, Hans JHOL-
BEIN, Hans BALDUNG, Manuel DEUTSCH sau Hans
BURGKMAIR utilizeaza tehnica anamorfozei intr-o
hermeneutici vizuald specificd, expresie a ideilor
poetice si filozofice ale lui Sébastiaen BRANT (‘La
Nef'des Folz du Monde”, Paris, 143%), ERASMUS din
Rofterdam (,,De la Déclamalion des louenges de fol-
lie, Paris, 1520) sau Cornelius AGRIPPA (“De incer-
titudine ‘et vanitate scientiarum et artium atque ex-
cellencia verbi Dei declamatio®, Anores 1530). Asa
cum evidentiazd si Jurgis BALTRUSAITIS (“Ana-
morphoses”, Paris Ed. Olivier Perrin, 1969), ,intreaga
atmosferd a universurilor speculative, care au gravi-
tat in jurul formelor de perspective in cursul evolu-
tiei lor, se gdseste incd de la inceput asociati aces-
tora si acelagl tablou al unor vaste sinteze reapare
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Muzicienii studinzd sunetele gi
cintecele, icu toate acestea ei nu
aud disonantele din spiritele lor..
Cornelius AGRIPPA (1486—1534)

:1;1 Hans HOLBEIN, numai cd de data aceasta nu

mai este vorba de o glorificare a cunostinjelor omu-
lui, ¢i o imagine a Vanitatii®* — eraniul anamorfotic
in cazul picturii ,,Ambasadorii® (1533), motiv speci-
fic epocii, ca si cel al ,vrajitoarei®, al ,elefantului®
sau cel de faclura erolici — ultimele 2 caracterisiice
artei chineze.

..Monstrul® reprezintia o altd tema predilecta a ana-
morfozei baroce, dezvoltatda in special in domeniul
arhitecturii. Un exemplu bine cunoscut il oferi fan-
tasticul pare Sacro Bosco de la Bomarzo ([lalia) rea-
lizat in spirvitul tratatului figurativ al luj Franceseo
COLONNA (“Hypnerotomachia Polyphili") si consti-
tuind o adevarata “Wunderkammer” in aer liber ce
genereazii in mijlocul padurii ,aparifiile mivaculoa-
se* : divinitatile izvorului, exolicul elefant statuia
tricefal#, imensa gurd deschisi a balaurului.. Un alt
parc fantastic din Ilalia este cel de la Pratolino, uti-
lizind, ca si jocurile de apa de la Hellbrun (linga
Salzburg), aulomatele hidraulice, Prefigurind sculptu-
ra cinetici a secolului XX, aceste dispozitive ,anima“
papusi antropoide sau zoomorfe, dar si orchestre me-
canice, ca acele instrumente fabuloase imaginate de
KIRCHER (in “Musurgia®). Astfel, muzica Renasterii
este strins legata de “magia” apei, dar si de cea a
aerului ce se modeleazi dupi imaginea timbrului dat in
tormele instrumentelor de suflat (forme inspirindu-se
de la monstrii si reptile). In acest sens, Eugenio
BATTISTI (“L'antirinas¢imento”, Milano, Giangiaco-
mo Felirinelli Editore, 1962) descrie instrumentele
.calami (din familia oboaielor), viscoass si onduale
ca {iparii, sau bombardele, asemenea balaurilor, cu
suflare sinistra. La aceeasi formid de elaborare bio-
morfi a instrumentului de sunet, participa si proiec-
tul putin distractiv, desigur paradoxal, al lui MI-
CHELANGELO, de a construi linga senins bazilicd
brunelleschianid San Lorenzo o campanila de forma
unui uriag, care ar emite din gura lui batdile clopo-
fului mai puternic si mai impresionant.*

Dacii din punct de vedere strict organologic ana-
morfozele au avut o largid aplicabilitate in muzica,

—————

% — Sub titlui , Applications sonores de Dlidée d'ana-
morphose”, cea mai mare parte a datelor cuprinse in acest
eseu au facut obieetul unel comuniecfirl in cadrul forumulul
de compozitie coordonat de Gérard GRISEY la edifia din
1980 a Cursurilor Internajionale de Muzicid Noud de la Darm-
stadt (Republica Federald a Germaniel). De asemenea, am pre=
zéntat aceastd problema si in cadrul unei conferinte susii-
nute-ta MICHIGAN UNIVERSITY din Ann Arbor (S.U.A) in
septembrie 1902,
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din cel al combinatiilor sonore in sine aceste tehnici

(eminamente Vizuale, cum am aritat) nu fusesera inci At el ,
utlizate in procesul componistic. Desigur, forma va- £ = !
riationald poate reprezenta o punte foarte fragila T
cilre domeniul anamorfozei, in condifii in care dife- o
renta de amplitudine infre cele doud genuri muzicale
este totusi incomparabild, implicind in primul rind = LeeteI L
0 separare esenliald de mesaj — asa cum vom #5—2- e
demonstra in continuare, o el N
Am avut ideea realizdmi unei aplicafii sonore a
onemorfozei elaborind in jarna anului 1975, sub pu- O

ternica impresie a studiului lui BALTRUSAITIS,
cvartetul de coarde , Anamorphose”, in eare supra-

si juxtapuneam unei struciuri muzicale abstracte ba- -
zate ps un mod popular roménesc, chiar melodia r .
originald ce imi sugerase utilizarea modului respec- : WAMOEARE e
tiv (Fig. 1), In acelasi timp, finalul lucvarii reprezintd . -

o anamorfozi multi-media ce se desfasoard in para- . o e

.. Bpera | Lucrezig Bergla”- Frolos

lel eu eea a structurii muzicale, propriu-zise : mem- > 3 TR et
brif ,mobili* ai  ansamblului (cele doud  viori si . . R TR
viola) se disperseazd in sald, schimbind perspectiva S HACHMANINOY.
stereofonica a  auditiei  intr-una - cvadrofonicit ; ' : :
(fig. 2).2 Generalizind, putem deduce ci doud (sou it
mai multe) structuri muzicale aparent disjuncte pot X L
coervista functional, fara a constitui un ,colaj®, dacd ~—
raspund conditiei de a avea cel pufin un element r E;kr:':uh-r-;:xror.‘- ;
constituitiv comun. Astfel exprimat, intre mulfimile el Ml
gonore A, A’ si B, avind propriefitile: An B=0 e ‘3——1‘1—-‘t§=f‘—'—-—ﬂ
sl A nA"=() se poate exprima relatia de ,colaj’ HARKE “DNen-nar” Tl
A->|«Bsi cea de ,anamorfoza* :A<A? 3
o X STRAVINGKI
1. BT sreeting Prelude™ pentro orchesird

arco, sul pont, su, & -

PR M T~ s A -
< ‘ are sl pont 3y : —= —F3 = Sk S i'_mg ¥ .;3"1 i
pRNe T e —‘ﬂl’!%:—?__m— £ :E ¥ " r >
I tol ‘sgni saliands ZETTI, MOZART, RACHMANINOV, Summy CLAY-
| ; @ﬁﬂ TON si STRAVINSKI. _
f r e =i | Se pot imaging si anamorfoze eliptice, in care
| I un “termen al relatiei (absent parfial san total din
.' ———————————— B ;
| A .
. . ; feh
4 1
Vna ] e« ] i
.*'! : [s]
Ifr'l : 1 i -
: |
Via T 3 .*'I : 1 !
) Q&\ e Al i s oot S
i \t?vm n SJ\L.LE perspectivd_occeleratd #seria sunetelor armonice
Be — - (eplicabild in praectie sSupgfioare
i I £ SC$NE e 5 orizortald } {in boza ,Do")
J S | 3 " = §
g’Vno 1 0l : P
it 4 = !

Un exemplu de relatie anamorfohc& a unor strue-
turi muzicale apareni fdrd legdturd poafe fi urmdirit
in Fig. 3, ilustrind gradul intim de inrudire a unor
motive intilnite in lucrdri de BOCCHERINI, DONI-

%) — Cwartetul de coarde , Anamorphose” & fost distins cu

Premiul T la Concursul International de Compozitie Gaudea-

mus din Olanda (1977) si cu %“remiul Presei Internationale - rer:g:;t:;ﬁ m“m'lta SR s“:’emor L

1a Festivalul de la Evian, Franga (1978). O analizi detaliatd abisil R e Dot TS o L

a luerdrii a fost publicatd fn revista ,Muzica® Nr. 7/1878, verticald) = lin baza ;do?*}

sub semnétura muzicologului Luminita VARTOLOMEL et R
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expunerea muzicald) poate fi sugerat de cel de-al
doilea termen si continuat astfel in congtilnga audi-
toriului (caz pe care l-am experimentat intr-o piesa
hen-tru pian, ,Schife pentru o Barcarola“, in care o
smelodie plerdutd”, ce nu apéarea decit parfial in
discursul sonor, era mereu invocati de anamorfozele
ei proiectate in cele maj diferite gpatii — de la
arhetipuri baroce la muzica structuralistd).

Ar [j de evidential si o interéesanta analogie intre
dispunerea seriel sunetelor armonice superioarve si
distantarea elementelor vizuale intr-o perspectiva ac-
celérat‘ﬁ, ca si raportul invers, dintre jpoteticgle armo-
nice inferioare si perspectiva Incetinitd (fig. 4). Mul-
timea sunetelor armonice aparfinind unei fundamen-
tule date pot fi considerate astfel anamorfoze ale
fundamentalei respective (idee dezvoltatd in lucrarea
.Colinde®* pentru trombon si percutie). Cele doui
forme ale perspectivei pot fi sugerate si prin aglo-
merarea sau rarefierea evenimentelor sonore sau a
densitftii texturii. Proiectarea unei unice structuri
miizicale la diferite scdri metronomice reprezinti,
astfel, un evident proces anamorfotic, ca si
filtrarea diferenfiati a unui material sonor bine
determinat generind anamorfoze timbrale (ca de
pilda in piesa simfonici ,Constelatii®), Desi-
gur, cel putin din punet de vedere strict prospectiv,
mijloacele electronice de elaborare sonora pot ampli-
fica intr-un mod considerabil aria posibilitatilor de
concretizare a ideilor expuse mai sus. In acest seéns,
Fig, 5 ilustreazd schema procedeuluj anamorfic de

- | Sunet origir.al |
todel de Auditoriy
suitezd

analizd/sintezd digitald determinind ,oglindirea’ unui

‘sunet original intr-un model pre-memorat in com-

puter si proiectarea simultand a ambelor sunete (ori-
ginal 4 ,,oglindit®).

Forta sintetici a anamorfozei in crearea unor noi
metafore dar mai ales in gasirea umor ,diagonale“
intre lumi aparent incompatibile face ca acest proce-
deu larg intrebuintat in arta plasticd a secolului XVI
g8 devina specific unei civilizajii multi-media presum
cea a anilor 2000. In acest sens este extrem de inte-
resanta ,Teoria oglinzilor® elaborati recent de Nicolas
SCHOFFER si prezentati intr-un eseu publicatin 1982
la Paris (Ed. Belfond). ,Imaginea-oglindi poate fi
independenta de oglinda ce nu e decit un captator-re-
velator al carui capacitate este mai mult sau mai
putin limitatd. Lumea mnegativi poate fi mai
complexd . decit cea poztiva,.. Putem chiar si presu-
punem ca negativul precede pozitivul §i e¢i univer-

sul negativ este acela care — prin revelatonii nostrii

perceptivi — face si& apard unele din aspectele sale
pozitive... Pind la urma, adeviaratul univers-oglinda este
un univers negativ dublu inversat.,. Cind aveli in fata
dumneavoastra o oglinda foarte pland, via did o ima-
gine invers simpld; dacd oglinda nu este pland,
prelungirea este anamorfozatd, Cind -aveti in fata
dumneavoastrda mai multe oglinzi, imaginea se de-
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miltiplica si se complexificd.. Aceste oglinzi sint
revelatorii, hipercomplexe si anamorfozante. In ace-
lasi timp, ele inregistreaza, diversificd, prelungesc,
repercuteazi tot, constituind un univers de reflexe,
care poate nu-s decit nol si universul nostru ce nu
este decit reflexul limitat al acestuia.. O prismi
gigant, formatd dintr-un triunghi echilateral inzestrat
cu excrescente poliedrice variate ingiadule — de pe
acum,— in gpatiul séu interior, revelarea unei verita-
bile explozii diversificate de fenomene vizuale, pen-
tru observatorul situat in centrul siu.

Si spunem, din comoditate, ci timpul negativ a
precedat timpul poxtiv. Acest timp negativ in cursa
lui inapoi, plecind de la viitorul séu extrem, mergind
spre trecutul sdu, s-a lovit de un puternic revelator,
o ,oglinda“, ce a declansal plecarea timpului pozitiv.
Timpul pozitiv declansat a provocat o miscare pozi-
tiva, ce — la rindul ei — a dat nastere materiei, Pe
cind timpul negativ, eontinuindu-gi cursa, duce cu
sine masele de franje negative, memorizate, reper-
torizate in constiin{ele megative, infinit demultipli-
cate si amplifici in acestea reflexele tot mai map
ale timpului pozitiv, imaginea sa oglinda, dublu inver-
sati, trimite in acelasi timp in moile memorii nas-
cinde, propriile sale memorizari negative, dublind
sau chiar demultiplicind fantastice repertorii combi-
nate de la care a plecat, printre altele, o combinare
specifici — ceea ce sintem noi, oamenii, inzestrati
cu captori din ce in ce mai dezvoltafi gi posedind
un super-captor-oglindd neuronie. Acest super-caplor
lengd ca un cordon ombilical aventura hominiand a
timpului pind la epuizarea sa, ce nu va fi poate™
decit o altd basculd spre un alt timp negativ generat
de primul negativ original.*

Acest punclt de vedere, avind unele sincroniziri cu
Jlogica dinamcd a contradictoriului® relevata
Stéphane LUPASCO (vaportul ,limp pozitiv/timp ne-
gative fiind analog celor doud valori logice conlra-
dictorii ., A/non-A“) sau cu .teoria catastrofelor® ela-
borati de René THOM (in sensul dezvoltarii ideii for-
mei ,de bifurcatie® a timpului), poate gisi un larg
domeniu de aplicatie in structurarea formei muzicale.
Astfel, in ..Simfonia I* am imaginat un traseu in
timp negativ, strabatut de un modil melodic aparfi-
nind unei lumi sonore anacronice. Plimbat prin ,gra-
dinile amagirii® (aseméanatoare parcului de la Bo-
marzo), acest modil atinge la un moment dat (in

.secliunea de aur®) punctul H* marcind originea

timpului negativ, dar si confluenfa cu cel pozitiv, in
care modlul se va incadra sub forma unor efeme-
ride pulsind intr-un spafiu plasmatic.”) Traiectul so-
nor urmeazi directia unei .intoarceri la origine®, in
sensul pe care Mircea ELIADE il pune in evidenti
(,Aspects du Mythe®, Paris, Ed. Gallimard, 1983) :
cunoasterea a ceea ce a avut loc la origine, a cos-
mogoniei, conferd stiinja a ceea ce se va intimpla in
piitor. ..Mobilitatea* originii lwmii exprimd speranja
omului cd lumea lui va exista intotdeauna..” Astfel,
intr-o wviziune superioard, eliberatda de prejudecit,
asa-zisa ,fugi inapoi® (etichetd aplicati uneori mu-
ziellor in timp negativ) poate parea fara sens,
confundindu-se cu ,fuga inainte® — si viceversa..

3 — In capitolul , Anamorfoza in muzica® din veolumul
Mefepoetica® (Editura Eminescu, 1984), poeta si eseista Grete
TARTLER realizeazd o subtila analizd a ,,Simfoniet # 8i, In
general, a sistemulul nostru componistic.
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O alti temd a scrierilor lui Mircea ELIADE caré
m-a pasionat, a fost aceea a ,universurilor paralele“.
Desigur, abordarea acestui complex domeniu implica
depiigivea planului muzieal propriu-zis, intr-o pers-
pectiva multi-media. In acelagi timp, hievofania, acea
punte intre cele doui universuri, reprezinti chiar
clementul anamorfotic determinind schimbarea de
stare. Opera ,Domnispara Cristina® (1980—81), dupé
romanul omonim al lui Mircea ELIADE, nu a fost
prima luerare in care utilizasem o tehnica anamor-
fotica multi-media, Dupd ce in finalul cvartetului
~Anamorphose” sugerasem o spafializare de tip ana-
morfotic a surselor sonore (Fig. 2), intr-o alla lucrare
camenrald, .. Retro-quintet” (1976), combinasem anamor-
fozele sonore (rezultate din proiectarea pe difenite
vileze a unui Rag-time) si vizuale (create prinfr-un
gistem de oglinzi si proiectoare stroboscopice), avind
ca element comun tema dilatanii temporale. De ase-
menea, in ,Oratoriul de Criciun“ (1979), traducind
idepa de ,colind* atit in planul sonor cit si in cel
spatial (ca transhumani#), obfinusem o imagine ana-
morfotici audio-vizuald. Multipla interferen{a a planu-
lui real cu cel oniric in opera , Domnisoara Christi-
na* a impus utilizavea, infr-o adevarata dialecticd a
hiewofaniei (Fig. 8), a unui complex aparat multi-me-
dia, combinind scena §i orchestra simfonicd (ele-

mente propril operej traditionale) cu filmul §i muzica

ACTUL: 1
ey

I['_'wv-u w3/ Orchestt &

Piiry real

ACTUL 11

Fitm Muz. electt

electronici (caracteristice video-operei?). De mentio-
nat cé raportul dintre imagine si sunet in acest ullim
plan implicd (intr-o varianti ideald) utilizarea unui
sistem vizual holografic (Fig. T) cu fasciculul laser
coordonat de modulatia de frecventd a muzicii elec-
tronice (producind o modulajie corespunzatoare a cu-
lorii fasciculului).

De la ,.fermecatele oglinzi (concave si convexe)
shimate de lumindri pind la ultra-sofisticafele sisteme
analog-digitale dinamizate de raze laser, tehnica ana-
morfozei a cunoscut o evoluiie cu adevirat fantas-
ticd, pdstrind insid nmealterat acel ideal ,secret* enun-
tat intr-un aforism al lui Jean COCTEAU (,Eseu de
critica jndirectd") : ,,Oglinzile ar face bm& sd reflec-
téze ceva “inai mult inainte de a trimite inapoi ima-
ginile.*

Ca ilustrare a unei supreme anamorfoze, relati
MUZICII (ea microeosmos) cu UNIVERSUL (ca ma-'
crocosmﬁsf",‘,a fost demonstratd in mod stiintific de
matematiciehi (PITAGORA, 1. K., TITIUS), astronomi
(Johannes KEPLER, Johann Elert BODE) si fenome-
nologi di artei sunetelor (Hans KAYSER, Sergiu CELI-
BIDACHE §i, mai recent, Corneliu CEZAR, autorul
unei luerdri dé referinig — ,Introducere in sonolo-
gie*, Editura Muzicald, 1984).

Avind in. vedere' si pericolul unei exacerbémi ne-
controlate  estetic “dar total swbordonate dimenisiunii
tehnologice (.nu existd nimic mai primeidios decit
ca,prin rafiune, s’ frizezi nebunja" — Cornelius
AGRIPPA, op. cit), Yehifica anamorfozei sonore poate
reflecta esenta cosmigé a muzicii, adevirata aymonie

___ a consonantelor ca model de bazd ,cu parametrii in

IHu:‘ﬂér cvasi-infinit gi-- combinatoria ipepuizablla®

gt EE ks — et = Muz et € —— 3
Pan imaginar | Film i Mgz dlectr //li”“m”' FEERDene (w:; ~ Seend/Orehestrs {Nicolas SCHOFFER, op. cit.)

ETAPE TRANZITORI
real = imagingr]

-

L R i |
Dl ! "}!} Hazd.oo et 3

[TAL Conducater de raze 'H’Jlll\di‘i
|
1

Mazd selerni A 1
- ; b= S Lentia |

i T e |
{ 3 e o InAricare |
| = }‘-t}_._
| oo R
| “Lentild 2 :
| _Smardare Otnect
; Jaurida 3=
{ -~

Relevind aceastii noudi perspectivii in analiza si
sinteza fenomenului muzical — perspectivi capabili
si ofere solufii fascinante in imaginarea lumilor so-
nore —, am aplical ideea de anamorfozd in cea mai
mare” parte a lucrdrilor mele, Astfel, rindurile de
mai sus reprezintd doar platforma unuj program ;
qrestal“ e., muzicd !

) — Aceastd noud formi de teatru liric utilizind cele mal

- moderne mijloace electronice audlo-vizuale a aparut in avan-

garda muzicald americans, flind cultivata de compozitori ca
Marton SUBOTNICK, Eric SALZMAN 51 Robert ASHLEY,
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ANAMORFOZELE TIMPULUI MUZICAL : - RITM GREGORIAN  (Dies Irae)

) : ] J o 160
DE LA RITMURILE POETICE LA STRUCTURI HETEROMETRICE — g et S
: [ 3 gt :
SERBAN NICHIFOR { 0i-es - rae i es !
: . : |
Dimensiunea metro-ritmicd este esentiald tn definirea domeniului eminamente ! i x"x Libe i
temporal al artei sunetelor. In acest context, desigur, relatiile de tip anamorfotic { o s A
pot avea un rol determinant in realizarea unui proces sonor complex —de la nivelul RITMURI POPULARE, JOMANESTI
micro-, pind la cel macro-structural. e
llustrdm astfel in cele ce urmeazi tocmai prefigurarea unui asemenea proces Pariando rubato (¢)es 2041 &
anamorfotic, generat — prin proliferare progresivi —de o celuld primard, repre- 4 i e IS L
zentatd printr-o formuld ritmica sub-motivici, pe care o considerim — cel putin = e
teoretic —drept indivizibild. Urmind o anumiti experientd istoricd multi-milenars, i o o LY LD G 2
vom deduce n primul rind aceast3 celuld sonora dintr-un domeniu paralel muzicii: : Yy T
poezia. ‘ (din Traian Mirza: Folclor muzical din Bihor, peg. 278)
. « Vezi, rindunelele se duc, j
Se scutur frunzele de nuc, GIUSTO SILABIC (Hora mortului)
S-aseazd bruma peste vii — - ” i)
De ce nu-mi vii, de ce nu-mi vii? L4 Feto Woggoay | SR
(Mihai EMINESCU — « De ce nu-mi vii ») b o = S S =
Avindfunctia unui leit-motiv, interogatia eminesciani, se poate cu usurintd %" T i %
translaritmicn planul muzicii, printr-oformuld derivatd din ultimul vers, avind un i Cdio "ies_ dine  |tos-K - me
ritm poetic compus de tipul «peon IV» (piric + famb): (din Traian Mirza: Folcior muzical din Bihor, pag. 212
Dece nu-m Vit = yuu- : P PP | g AKSAK- (Chemarea lancului)
i / Aksak [N, 220) : =
Aceasti formul ritmici a fost, de-a lungul timpului, frecvent utilizatd si fn mu- e e = —
Zicd, in acest sens rezumindu-ne la a oferi citeva exemple edificatoare. f R A R s 7 1 i
ic3, Tn ac ns rezumin P <L WG O O T Lu i
A G it ‘
BJTM BIZANTIN (Panihida — Tropar) (din Corneliu Den Gecrgescu: Repertoriul pdstoresc Semnele de Bucium, pag. 219)
P . RITMURI DIN MUZICA CULTA
— R A . A. MOZART — Simfonia i j i
2 ﬁ.'"E.'.‘.“EEI’.. ‘__;_' ~ R = : 1, W. A. MOZAR imfonia in Re mojor KV 504 (Finale)
o o - = = ': T 3 Presto o i i)
Un- de foh Sfin—fi Wi | se o - din-nesc _| i S = =
o T T —
D]
X : »
{din Nicolae Lungu. Ene Braniste, Grigore Costea: Studii teologice nr. 1—2/1954, pag. 5) ¥ (Edition Peters pag. 52)
RITM AMBROZIAN (Aeterna Rerum Conditur) i i BEETHOVEN — Simfonia a V-a (partea I.,' « motivul destinului)»
-.Mnderu'lo i Aliegro con brio 4
! : o B : g ol 2] al,
E == = ===t e e
Et lem - po-rum das fem-po - . ¢ o ool
(din Victor Giuleanu: Principii fundamentale In Teoria muzicii, pog. 202) (Edition Peters, pag, 3)
v i i
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i Augmenterea
R. STRAUSS — Poemul simfonic « Till Eulenspiegel » (motivul lui Till) ] ! 4
' . { [JJJ«»,-'M%—»G'{ 4 e
e TR R TN ; ~' e s
T ety — $ = AT AL e g
% i * & _‘r v _a 2 1 _‘l- o i A S, i g V & % - :‘E r_,: _,)l :‘_? -
i i + F — o e o — e
(Edition Peters, pag. 3) o ol P _vj—_';_’_ FICEE -
+ u
K. PENDERECKI — Passio et Mors Domini nostri lesu Christi secundum Lucam @ valori nddugate
; . . { | i
© Pil mosso [J J J g l—.. - JJ’ J &L
e e s doradd
il ' b 3Ll
gl PP _pa tremChrishi Si vi-de-ret — RRIRR i [ Y
(Gt LWL pag 70 Incluziunea ritmici
Putem considera astfe| toate aceste cazuri drept proiectii anamorfotice ale arhe- ] Tl = | f }
tipului sonor dedus din acel ritm poetic binecuroscut Tnca din antichitate. Prolife-
rarea muzicald a arhetipului poate urma mai multe cdi specifice ritmicii, prin sclutii ; y
medulante sau | si repetitive. . Subsrivmar! f } , { i i, { i 1' { | mj_[ l'ﬂm}
In-grupa factorilor modulanti includem atit mutatiife ritmice (recurentele,-diminu- T Gl /
drile, augmentdrile — inclusiv cele «cu valori addugate » initiate de MESSIAEN), cit Intergoctin.u 3 Femtirs
§i alte procedee tipice travaliului anemorfotic (incluziuni, intersectii, reuniuni, dife- 4 Ly
rente, diferente simetrice, complementaritdti, dispersdri si defazdri progresive). : { i ]f, Ate rI s h}.—_ {,. b y ’_7-l !
In acest domeniu al factorilor modulanti, tempou! (viteza de derulare a discur- - 4
sului sonor) reprezintd un parametru esential al anamorfozei ritmice. Astfel, daci - Reuiiones a 2 rlmuri ;
intr-o evolutie liniard fluctuatiile de tempo pot produce mutatii semantice majore i o
aceluiag text muzical, zplicarea politempiei structurale (descrise in « teoria timpului i i Mhyy {v Py 1, ’\} E: {[’ [, I’l
polimodular », emisa de Mihai BREDICEANU) poate multiplica mutatiile de tip
agogic intr-un numdr nedeterminat de dimensiuni (in special in cazul structurilor Diferenta a 2 ritmuri
- heterometrice). d
o {ll;l ] *_{,ﬁ,ﬂ,hj,th,m,h,g
> Recurenta m
{ J j . J }—' {J ] Diferenta simetrici a 2 ritmuri
77 gk RN byl b=
NB - Fac exceptie formulele non-cetragradabile: u'.d J J_ m'{l i Ll mi{ i-,b;'_\‘ 7hi=‘hm SU{T b n? }]b r”—}
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Dispersari ritmice In sistem ternar
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Toate aceste procedee pot multiplica celula constitutiva (arhetipul ritmic)
intr-o arie deosebit de diversi, in textiri ample, pind la nivelul macro-structural
propus. O inventiune sau o fugd ritmica (dezvoltind deci, implicit, poliritmii) poate
evolua §i in spatii formal mai evoluate, de naturd polimetricd si chiar heterometricd.
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Aceste exemple relevi tocmai identitatea in micro-structurd a unor pro-
cese sonore aparent disjuncte din punct de vedere macro-structural, definind si in
domeniul ritmicii specificitatea relatiilor sonore anamorfotice.
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HETEROMETRIE
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ABSTRACT '

The metric-rnythmic dimension is essential for defining the eminently temporal ﬁzl: fhc_
the art of sounds. Within this context, the relationships of the anamophatic trfpe :at);’ur:m;:o_‘_
tedly play a decisive part in_!nrdt'zr 1o achieve a complex sonorous process — fro e

-structural Tevel. ¥ "
o m: ::\aaclqonatwumustrale precisely the prefiguration o_fsuc_h a anamorpho:n:d ‘:;O;:ﬁr;
generated — by means of progressive proli!‘eration_—by a primary cell, repru:noer!ﬁczr“ygr
the agency of a rhythmic sub-motivic fqrmula._w!y:h we cgnsd_er—athlns: t: it
to be indivisible. In keeping with a certain multi-millenary historic experience, We s
deduce this sonorous cell out of a domain paraliel to music: poetry.
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CHAMBER MUSIC CURRICULUM PROFILE

Preface

European art music education is seeking new channels. The new educational solutions
and the structure of the studies have to be customised according to the Bologna
Declaration and the framework it provides.

The level of European chamber music is indeed very high, which manifests itself visibly
and audibly in the form of numerous festivals and master courses, but the basic
professional education in chamber music has not been properly organised, and the
advantages of chamber music training have not been fully utilised yet.

Chamber music and teaching it are excellent tools for the transmission of western art
music traditions to new generations, and well-organised chamber music education would
have a direct and immediate impact on cultural life. It can be one of the most effective and
useful tools in community-music, for example.

During the last three years teachers of six European music institutes have been working
together in a Chamber Music Curriculum Development Project financed by the Socrates
Program of the European Union. Their task has been to concretise a curriculum for
chamber music in the higher music education.

The original plan was to take “ten steps” that should improve the music education; we
have succeeded to take maybe two of them. How ever, we have already learned a lot from
these two steps alone.

The best remark or “result” found during this project was that there actually is no need to
create anything new. In most cases all the needed material already exists in the curriculum
if the institutes only would make use of it in the practical level. For achieving more results
with already existing resources the curriculum just needs a re-profiling and re-organising in
practical level in which chamber music and ensemble playing are emphasised, in best
cases even instead of many additional subjects.

So, we do not want to resist any existing education system or structure, but we try to give
a helpful profile for chamber music education, which should make the whole music
education pedagogically and financially more effective in the future. Our aim is to get the
whole music education to a level, in which its structure and content would correspond
better the demands students nowadays are facing in the working life and give them better
employment possibilities.

European institutions offering higher education in music could meet this international
necessity of education policy as a challenge and offer chamber music as an essential
element integrated into the curriculum or even as a main subject at the MA level.

When the project started we very soon intentionally forgot the curriculum structures at
music institutes, because they differ very much from each other. Instead of this, we wanted
to concentrate on the description of the pedagogical process in chamber music teaching,
how it differs from teaching solo, and how ensemble playing should be assessed.

3
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We noticed there are many real benefits in ensemble playing that improve student’s skills
on the solo instrument, too.

The study of chamber music improves student cooperation and teamwork skills and it
teaches students to communicate more efficiently than mere solo work - which in this
respect might be compared to an actor’s monologue instead of a whole play.

Ensemble playing also familiarises the students, already at an early stage, with "the
Common Laws of Performing Arts”, which apply to concerts, dance and theatre — a fact
that is easily forgotten by those who only play solo.

This process called Finding Together can be compared to what pantomime, trapeze and
acrobatic ensembles must do to find their means of expression through the melting
together of their individual movements.

This is the truth, but of course not the whole truth yet. We hope the discussion goes
further, especially in the frames of the European Chamber Music Teachers Association
and at music institutes, because the improvement of chamber music education is an
endless task. We hope this material gives you a good starting-point and useful proposals
when organising the chamber music education at your institutes.

Jyvaskyla, Finland September 2004

Sampsa Konttinen
Project Coordinator
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Introduction

I Occupational & Cultural Image

The traditional goal of the European institutes imparting music education, such as
academies, universities etc., has been and still is the education of professional musicians.
The nature of the jobs in the music market is today quite clearly changing, and there are
two main questions which come up in connection with this: is the European music
education responding to the changing employment situation and to what extent do these
changes reflect in the study plans.

A comparison in the areas of the repertoire studied can be useful in trying to define the
study plans’ emphasis.

According to our experience in under graduate studies students mostly concentrate on the
solo repertoire. Depending on the instrument, orchestral repertoire will be played in some
amount, but the share of ensemble playing and chamber music usually is a fraction only. It
can happen that for example a student playing a keyboard instrument can graduate
without playing a single note in an ensemble! How ever, the students feel themselves
surprised when they enter the professional life, because - if they are asked to play
somewhere - they usually are asked to play chamber music or in an ensemble, but not as
soloists.

We know by experience that the soloist repertoire is asked rather seldom in the
performers’ work-life, in the case of keyboard players the share is maybe 0-25% only, for
strings 0-15%, woodwinds 0-15%, and for brass less than 10%. String and wind players
can make use of the orchestral repertoire in some amount, but mostly they — as the
keyboard players - are asked to play in an ensemble.

The Share of the Repertoire Estimated work-life demands
in Studies of a single student in performance in average:
in average:
Instrument | Repertoire % %
Keyboards | Solo 60-100| |0-25
Chamber Music & | 0-40 75-100
Ensemble
Orchestral <2 <1
Strings Solo ca.60 | |0-15
Chamber Music & [10-35 | |30-85
Ensemble
Orchestral 5-30 0-55
Woods Solo 40-50 | |0-15
Chamber Music &|20-30 | | Verifying 85-100, emphasis on
Ensemble ensemble playing
Orchestral 20-30
Brass Solo 30-40 | |0-1Q
Chamber Music & [20-30 | |Verifying 90-100,
Ensemble ee-scor en
Orchestral 40 | |ensemble and orchestra ca. 50/50
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The conclusion of this is that upon completion of their studies students have brought to
performance level repertoire they don’t need in work life, but they are presented with tasks
for whose implementation they were prepared at least. In other disciplines (science,
marketing, pedagogy) such situation would be untenable and financing it from public
resources unjustified.

Because music education has not taken this often into consideration, chamber music and
ensemble playing are unfortunately seen as separate secondary subjects on the side. The
teaching of chamber music is carried out in most study plans as marginal category
requiring only the preparation of some chamber music works and implemented on a
minimal effort basis, the main effort being focused on the preparation of the “important”
solo work.

A pianist’s instrumental examination program at a music academy still consists mainly of
solo repertoire, strings play with strings only, wind instruments with their colleagues. The
pianist is only remembered when “accompanying” is needed and this is mostly carried out
by the professional accompanist of the institute.

Command of the instrument implies, however, developed chamber music skills. The
essential bases of instrumental studies cover only a portion of the professional ability
expected nowadays. The high level of specialization expected at present presupposes
psychological skills - especially when ensemble playing or any other activity involving
interpersonal exchange is considered - be it a question of orchestral musicians, chamber
musicians or future pedagogues. Many-sidedness in teachers training should be
incremented without forgetting supplementary education, as the sole command of the
instrument and its repertoire, no matter how encompassing_this might be, no longer fulfils
the requirements of today’s work-life. The same can be said of an exclusively theoretical
knowledge of pedagogy.

This notwithstanding, a majority of string and wind players still hopes to obtain an
orchestral job, often in vain, let alone the demand for the so-called soloist in the musical
world of today. If a musician’s education has only been geared towards achieving a
concert career, he might soon find himself rather disappointed.

The market for keyboard instrument players offers less and less so called clear-cut
positions for teachers, accompanists, coaches etc. A piano teacher nowadays often has
to, in addition to teaching, be able to do chamber music coaching, accompanying,
improvising; in other words, he is expected to be as versatile as possible.

It is not possible to achieve the above- mentioned comprehensive musical skills necessary
in the work field nowadays within the frame provided by the unfavourable and
condescending view of chamber music prevalent in existing study plans. This is the reason
why it is unavoidable to renew the study plans and their contents taking into account the
real work-life demands. In order to bring about such changes, it is necessary that a
correlating change take place also in the educators.

Further points to be considered are the challenges presented by the work markets — how
the present administrative and marketing mechanisms change the familiar image and how
the audiences’ changing taste forces an enlarging of the comprehensive training without
compromising, however, the quality requirements in professional musical training.

Ever present money-saving measures coupled with efficiency demands, aimed primarily at
ensemble playing and chamber music, turn in the end against the institutions themselves,

6
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not to speak about what they do the cultural well being. Aiming at economic results alone
is, from the standpoint of the institutions’ life, often sadly short-sighted. Is it possible to
maintain the quality in music making and its continuous learning, if in strategic processes
that are important from the schooling’s standpoint, the operative planning and the
implementation of essentials are forgotten? Money-saving measures applied to basic
training quotas are, in the long run, destructive, if the administration doesn’t concentrate
on what is important from the educational standpoint: the effectiveness of the operative
processes and the quality improvement.

The situation of professional chamber music training nowadays points to prevailing flaws in
the utilization of existing artistic and financial resources. Despite the fact that professional
musicians themselves have become more and more aware of the changing interests in
audiences and labour markets and, consequently, in the training of young professional
musicians, chamber musicians cannot avoid seeing at the same time a deplorable
ignorance and negligence in administrations (and even in some professional musicians’
minds) concerning the cultural heritage chamber music represents.

Questioning the meaning of chamber music or its education implies questioning the
highest form of music making as well as the whole reason for the existence of performing
musicians. "Money talks” — and chamber musicians are forced to defend their profession in
a world where more and more only big events sell, where selling has become key word.

In the public discussion concerning the future of cultural policy and cultural institutes in
Europe, the impact of the market and the associations and organizations of civil society
are frequently mentioned as possible new promoters of cultural policy. A look at history,
however, indicates that the role of the market in promoting cultural activities has until now
never been a very prominent one, especially with regard to the smaller European
countries. It is, therefore, still somehow impossible to see the market as a major promoter
of the social welfare or its education system in the future.

Cultural industry, by which the aspect of entrepreneurship in the fields of culture and music
is meant, is also making a good case for modernizing traditional cultural institutions, for
improving the quality of mass communications, for enhancing access to culture and
safeguarding the countries’ cultural exports. Cultural industries represent an important part
of a nation’s cultural image and the means of projecting it abroad as well. They cannot
therefore be treated purely as producers of commodities, which cannot be entirely left to
the fortunes of the market place.

Each country has different traditions to guide or govern cultural life. The arts are an
essential part of cultural life in modern society and a necessary and indispensable
expression of the existence of a nation. They are therefore entitled to a corresponding
status and to public support.

To be able to defend the music education or improve it, the educators must be able to
analyse the systems of political decision-making. They must, however, be able to make
the meaning of their work clear to the decision makers and not just to them but, in many
cases, also to their own colleagues.

7
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11 Statistics

SURVEY OF CHAMBER MUSIC TRAINING IN AEC MEMBER SCHOOLS

1. INTRODUCTION

This survey is a part of a larger international chamber music study concerning the
integration of chamber music training in European countries. It was ordered to describe the
existing chamber music practice and variable curricula in the AEC (Association of
conservatories, academies or universities of music)

The questionnaire for the survey was designed by Pia Kreus and was sent to
representative chamber music pedagogues or coordinators of all AEC member schools,
excepting institutions already collaborating in the international chamber music study. The
repertoire examples have been collected from a representative number of students.

The idea behind the questionnaire was to help form an extensive picture of professional
chamber music education from two viewpoints: what already has been done in the
integration of chamber music to the entire music training, and what possibilities for
improvement still exist. In analyzing the answers | relied not only upon my own experience
but also upon conversations with various participants and other experienced colleagues.
As in all studies of culture the conclusions drawn can be, of course, only estimates, the
truth being always complex.

2. THE QUESTIONNAIRE

The questions were chosen to help evaluate the existing situation; they were not analyzed
in any specific order and no preference was given to any institution. The discussions were
mostly private, though | took notes even when no answers were available. The
questionnaire was meant to be simple to understand and easy to reply to. Briefness was a
very important consideration, in order to decrease the possible unwillingness of co-
operation due to the recipient’s lack of time. The questions were sent to different countries
in Europe. The complete list of recipients’ addresses can be found at the end of the text.

The following questions were used in this survey:

1. Please list the repertoire being played in your class

2. What are the most common ensembles in chamber music training?

3. How many years of chamber music training are available to the student?
(Minimum/maximum)

4. How often do your students have lessons normally? (Once a year/month/ week)

5. How large is the chamber music repertoire as compared to the main instrument’s
repertoire? (Too little/ too much/about the same)

6. How important do you consider the chamber music education for a young professional
musician?

7. Please write down other comments with regard to:
Problems encountered in the teaching of chamber music at your institute, concerning
students, colleagues, and otherwise
Problems in evaluating the exams or auditions?
The benefit of studying and teaching the subject?
The meaning of chamber music education in the cultural life of the society?
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3.STATISTICS
The list of institutions researched:

Austria
University of Music and Dramatic Arts, Graz
Universitat Mozarteum Salzburg

Belgium

Koninklijk Vlaams Conservatorium

Koninklijk Conservatorium Brussel
Conservatorium Royal de Musique de Bruxelles
Hogeschool Gent

Czech Republic
Janacek Akademie Muzickych Umeni
Academy of Performing Arts in Prague

Denmark

Nordjysk Musikkonservatorium
Royal Academy of Music

Vestjysk Musikkonservatorium
Rhytmic Music Conservatory

The Royal Danish Academy of Music

Finland

Helsinki Conservatory

Helsinki Polytechnic

Sibelius Academy

Joensuu Konservatorium

Central Ostrobothnian Conservatory
Pohjois-Savon Polytechnic/ Music and Dance
Lahti Polytechnic/ Faculty of Music

Oulu Polytechnic/ School of Music, Dance and Media
Pirkanmaa Polytechnic

Turku Conservatory

France

CNSM de Lyon

Conservatoire de Paris

Conservatoire National de Region de Musique et de Danse de la ville de Reims

Germany

Hochschule der Klinste Berlin

Hochschule fiir Musik ” Hanns Eisler” Berlin

Hochschule fir Kunste Bremen

Folkwang-Hochschule

Hochschule fiir Musik und Darstellende Kunst Frankfurt am Main
Hochschule fir Musik und Theater Hamburg

Hochschule fir Musik und Theater Hannover
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Staatliche Hochschule fir Musik Karlsruhe

Hochschule fur Musik und Theater ” F. Mendelssohn-Bartholdy”
Hochschule fir Musik und Theater Miinchen

Staatliche Hochschule fir Musik und Darstellende Kunst Stuttgart

Greece
Music Department of lonian University

Italy
Conservatorio di Musica "Giuseppe Verdi” di Milano

Latvia
Latvian Academy of Music

Lithuania
Lithuanian Academy of Music

Luxembourg
Conservatoire de Musique de la ville de Luxembourg

Nederland

Koninklijk Conservatorium Haag
Conservatorium Saxion Hogeschool Enschede
Rotterdam Conservatory of Music

Utrecht School of the Arts

Norway
Grieg Academy
Norges Musikhogskole

Poland

Academia Muzyczna im. S. Monivszki w Gdansku
Music Academy im. K. Szymanowskiego
Academia Muzyczna Krakow

The K. Lypinski Academy of Music in Wroclaw

Spain
Conservatori Superior de Musica del Liceu
Escola Superior de Musica de Catalunya

Sweden
Malmé Academy of Music
Royal University College of Music in Stockholm

10
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United Kingdom

Birmingham Conservatoire
Leeds College of Music
Guildhall School of Music

Royal College of Music

Trinity College of Music

Royal Northern College of Music

The total number of questionnaires sent was 63. From 165 member schools only about 1/3
received the questionnaire, the reason being that, as the Internet was used in making
contact, only the information available therein could be utilized. Also, only European
members were included in the research, which explains why members like Russia, Turkey
or Israel are not included. The Internet pages played a great role, but unfortunately many
of the members of AEC do not have yet a website of their own, or if they do, it does not
function.

The number of replies received was 38. Countries abstaining from sending any kind of
response were Spain, Sweden, United Kingdom, France, Belgium, Norway, and the
Netherlands, Luxembourg.

9 of the responses showed no special interest in collaboration or in the study itself. Two
institutions belonging to AEC lack chamber music training and 8 of the repliers showed an
inadequate understanding of the questions. 17 member schools submitted completed
formularies.

4. ANALYSIS

The analysis of the information gathered indicates a great diversity in the administration
and management of the institutions. Personnel members ranking from administrators to
executives or artistic faculty directors submitted replies. The lack of teachers’ co-operation
was easily observed and international project or relation coordinators wrote replies
differing from each other greatly. This could be explained by the different administrative
approaches to handling this kind of tasks in each institute.

1. Please list the repertoire being played in your class

Repertoire examples:

This is an example of a piano student who recently received his M.M. The reason why a
pianist was chosen is twofold: piano is nowadays a dominant ensemble instrument, and
the existing employment situation is such that pianists are increasingly part of diverse
ensembles. This program it not necessarily a very typical one, as it shows an extensive
repertoire unlikely to be worked out in two years of training. It shows also a task requiring a
reliable technique not exclusively needed in solo repertoire.

It illustrates a purely instrumental chamber music program and does not include Lied.

J.S. Bach: Solo SonatasNos. 1 and 3 (cello and piano)
W.A. Mozart: Violin sonatas Nos. 17,18 and 21
11
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L.v.Beethoven:

J.Brahms:

P. Tchaikovsky:
F. Gemnsheim:
F. Schubert:

S.Prokofiev:

D. Shostakovich:

P. Hindemith:
A. Webemn:

C. Franck:

R. Schumann:
M. Ravel:

C. Debussy:

S. Gubaidulina:

Piano Quartet No. K.478

Sonatas for piano and cello Nos.3&4 op.69 and 1-2 op.102
Sonatas for piano and violin Nos.5 "Spring”&9 "Kreutzer”, Nos.1-3 op.30
Violin sonata, D minor

Cello sonata, F major

Piano Trio, C major

Clarinet trio a minor

Piano Quintet op.34

Piano Trio

Piano Quintett

Piano Quintet” Forell”

Sonata for cello and piano "Arpeggione”
Sonata for cello and piano

Sonata for violin and piano D major
Sonata for cello and piano

Sonata for viola and piano

Two sonatas for violin and piano
Sonata for trumpet and piano

Three pieces for cello and piano
Sonata for cello and piano

Sonata for violin and piano
Marchenbilder, viola and piano

Sonata for violin and piano

Sonata for violin and piano

Pantomime for double bass and piano

A Lied repertoire example might look like the following, which was worked out during the
two years Bachelor’s level obligatory allotment.

R. Schumann:
F.Schubert:

F. Poulenc:
R. Strauss:
G. Mahler:
R. Wagner:
B. Britten:

Dichterliebe, Frauenliebe und -leben, opus 80J. Brahms: Gipsy songs
Winterreise

Gretchen am Spinnrade, Die Forelle, Wanderer's Nachtlied, Im
Frihling, Nacht und Traume, Ganymed

Le Bestiaire or Cortége d’Orphée

Four Last Songs

Kindertotenlieder, Das Lied von der Erde

Wesendonck-Lieder

The traveler’s songs

The two examples show scarcity of modern music or better said, the music of our time.
The conventional choice is still prevalent, even though especially string and wind
ensembles have often chosen modern music.

2. What are the most common ensembles playing in your class?

The replies received showed that the most frequent ensembles in chamber music training
are duos, i.e., string/piano, wind/piano and voice/piano. Very often ensembles in all
instrumental groups are trios, quartets and quintets. Sextets and septets are perhaps not
so common, even though no rarity either. In strings, trio or string quartet are the most
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frequent ensembles. Winds and brass instrument preferred even more players, according
the corresponded.

Vocal ensembles were listed also. There seems to be a preference for opera ensemble
numbers. The only forms of ensemble playing the member institutions do not take in to
consideration when discussing chamber music, at least the institutions partaking in this
survey, are accompaniment of so called solo pieces and playing in an professional
orchestra. This question falls out of this work’s scope.

3. How many years do students receive chamber music training?

The duration of chamber music training varies from obligatory two years at Bachelor’s level
to optional possibility of six years, Master’s level included. Singers did not all agree with
this option. From the student’s point a view; there are departments where they didn’t
receive any decent lessons throughout the duration of the studies. They were not either
able to find instrumentalists sharing their interest or they lacked competent teachers,
according to replies by 2 member institutions. They were also faced with lack of
collaboration with other departments of the organizations. Some teachers pointed out that
one substantial problem, concerning technical level, is finding suitable partners for an
ensemble supposed to last several years. The students’ dissimilar interests and musician
qualities make the choice difficult. Otherwise the students seemed to be satisfied with their
musical progress in chamber music.

The students receive in most cases regular lessons, lasting 45 to 90 minutes, once a
week. Of course the teachers must exercise flexibility: sometimes the practicing phase
lasts longer, and sometimes there is no need for teaching when the ensemble has not
been able to practice. Here, more than anywhere else, it is extremely important finding
schedules suitable to all participants. This, which might appear to be a small practical
matter, can become a problem difficult to overcome, and constitutes one of the essential
problems in the administration and practical management of chamber music activity.

4. How often do your students have lessons?

The existing lesson frequency is different in member institutions. Most of the replies refer
to anything from every third or fourth week to once a year; even once a week model exists.
The official opinion seemed to be - the more the better; but some had doubts whether this
might be in some cases more harmful, as often a longer time is needed for deeper
comprehension. Examinations should be played mostly at the end of the term or period,
according to the answers. The reviewing systems show only small differences among the
members.

The integration of chamber music in the main instrument training varies according to the
institution. Generally all students enrolled in the artistic diploma are supposed to have
chamber music training. Evaluation is a complex issue: how can real qualities be
estimated in credits? In most cases all students need somewhere along the training
chamber music at least for a one exam. The Lithuanian Academy of Music claims to
having solved their administrative problems by establishing the department of Chamber
Music, which has already a tradition of 40 years. Doesn’t this at the same time contradict
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the official opinion, which considers the training of chamber music as a subject of second
importance subordinated to the main instrument?

5. How large is the chamber music repertoire as compared to the main instrument
repertoire?

There was general agreement in this point: the chamber music repertoire is often far too
small. The performing possibilities offered to the students would benefit from a much larger
repertoire. The students would rather refuse to perform than learn new repertoire on a
short notice. Performances from which students could derive financial advantage are
mostly for various chamber music ensembles. Well-remunerated solo-performances are
nowadays a rarity. The training suffers from the students’ orchestral activity.

The financial aspect should not be overlooked. The professional aim of many instrumental
students is only to work in a professional orchestra. Young musicians need a plenty of
support, not just psychological. Their need for financial solvency is crucial.

One point deserving consideration is how well the student’s solo and chamber music
repertoires complement and support each other. Some were of the opinion that it should
be possible sometimes to bring chamber music works to the solo instrumental lesson and
vice versa. Comparing solo with chamber music works by the same composer might
contribute to a deeper interest in his total output, as well as being a practical way to
develop the knowledge of repertoire.

6. How important do you consider chamber music education for a young
professional musician?

The questions, how important is the chamber music training, the common opinion about
the matter and about integration seem to be the most remarkable part of this study. It
indicated in many cases, that the professional music training does not yet meet the
demands of the labour market. Students must often suffer from their technical and musical
incompetence during their first years of work. They feel in many cases overwhelmed by
the fact that in many of their tasks they had the obvious feeling of having been
overeducated.

At the same time, the students feel the greatest progress in learning to be achieved in
playing ensembles. However, they wished to receive during the studies more concrete
advice concerning practice methods and guidance in assuming the right attitude towards
the most effective ways applicable to ensemble work.

The integration of chamber music with the main instrument training varies according to the
institute. In most cases all students must, somewhere along the line, take one chamber
music exam.

7. Please write down other comments

The most fruitful comments were found under this question. The replies showed plenty of
points where both teachers and students hope for changes to take place. Not one of the
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replies disagreed with the thought that chamber music training is extremely important for
the development of a young musician, possibly even the most important part of training.
As it has already been mentioned, the difficulties exist mostly in administration but at the
same time there were hardly any concrete views or suggestions as to how these
procedures could be made more effective. Some vague discussions on integration are
found but none very specific. Some of the ideas that came out appear in the last part of
this study.

5. CONCLUSIONS

The most important thing about studies of this kind, is to find a modern and accurate
definition of chamber music. Is the point being discussed music being played only by
specific ensembles, or should the term include works that have been especially named
chamber music by the composers? Should all forms of music making that require the
participation of more than one player be included?

The list of questions would be endless. Is a pianist "accompanying” a violin concerto a
non-existing individual, just a violinist’s appendix with nothing to contribute musically? And
what about Richard Strauss’s Four Last Songs, do not both singer and conductor need so-
called chamber musical skills in order to achieve deeply impressive results? Are they not
both equal and indispensable, both giving and taking in a larger musical context? Clear
boundaries are hard to define. This should be taken into consideration not only in the
education, but in management as well. In order to achieve a better training, the next step
might be to define the differences between chamber musician and a soloist and the
different qualities needed for these roles.

Administrators have difficulties in finding easy solutions to these questions. Department
directors must struggle with the administration bureaucracy. There must be uniform
standards of student evaluation. What should be the common criteria in the international
context? Is the establishment of international common criteria possible? It is quite obvious
that almost all forms of playing together must be taken into account, as is all that supports
a talented student to establish himself in a solo carrier.

It is obvious from the study that the competence of teachers cannot be doubted. It became
evident from the replies that all partakers shared a remarkable interest in their task and
they were all very much aware of its importance within the entire musician education. The
accomplishments already reached are evident. The evaluation indicates, however, points
where still a better level of quality or the effectiveness in administrating the financial
sources could be achieved. According to the discussions, one weak point is the
collaboration and communication with administrators. The motivation to recognize larger
contexts is a vital condition in the fight for financial existence.

The study has shown crucial aspects in the improvement of training conditions. As one
teacher mentioned, sometimes not only there are problems among the students but
unfortunately among the teachers as well. This is a very human trait: we are not always
willing to co-operate with our colleagues, for whatever reason. If the realization of what to
teach, why and how, were deeper, would it be possible stimulate motivation among the
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students? And would it also not be easier to co-operate with our colleagues?
Administrators need clear definitions: they make the financial decisions. Without it there
will be fewer institutions, less training and education — and consequently less art.

| thank all the AEC members for taking part in this study, for their efforts and patience. |
hope to have been able to collect the essential, without prejudice.

This is not the only truth, but | hope it could be useful in the future development of the
professional music training.

Weimar, 31.03.03
Pia Kreus
Hegelstrasse 12

99423 Weimar
piakreus@hotmail.com
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111 Policy of Education

Cultural & Social aspect

European art music education is seeking new channels. The new educational solutions
and the structure of the studies have to be customized according to the Bologna
Declaration and the framework it provides.

If on the one hand the decrease in performance and concert activities triggers a crisis in
art music traditions, on the other hand, in the best of cases the shrinking of the recording
industry, especially concerning classical music, might provide an excellent opportunity for
the stimulation and promotion of a spontaneous interest in active live-music making!

Even if the level of European chamber music is indeed very high, which manifests itself
visibly and audibly in the form of numerous festivals and master courses, basic
professional education in chamber music has not been properly organized, and the
advantages of chamber music education have not been fully utilized yet.

Chamber music and the teaching of it are excellent tools in the transmission of western art
music traditions to new generations.

In the music colleges of some European countries — higher education included - there are
no so-called chamber music coaches, despite the fact that the demand for versatile and
multi-skilled musicians is permanently on the rise.

Teachers are expected to master group pedagogy as well as band and small orchestra
conducting in order to be able to keep these activities up in small localities. Outside the
large metropolitan areas "a city quartet” or a corresponding ensemble is clearly a more
effective and economical alternative to a symphony orchestra, which needs large premises
just to be able to start activities.

This means that well-organised chamber music education would have a direct and
immediate impact on cultural life. Art music can be brought to the common level on a
community-music principle, which will lower the threshold for people to consume — or,
better said, enjoy it. The easy mobility of chamber music ensembles makes them suitable
for the creation of contacts and understanding between people from different cultures. It
has been discovered that, at their best, these activities contribute to the mental and
physical well-being of society. It seems, therefore, that the same applies to chamber music
as to humanity itself: we are individuals, but we should all congregate together into a large
entity: mankind.

The European institutions providing higher education in music can meet this educational
challenge by offering chamber music as an essential element integrated into the
curriculum or even as a main subject at the MA level. The students could thereby
specialize in ensemble music and its pedagogy right from the very beginning, discovering
in this way a meaningful, social profession, which integrates them into work life.

The study of chamber music improves student cooperation and teamwork skills.

It teaches them to communicate more efficiently than mere solo work, which in this respect
might be compared to an actor’s monologue. “Ensemble” is a familiar term in the world of
theatre as well as in that of music. Playing in a chamber music ensemble helps the
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individual find his/her identity, both as a musician in relation to the other members of the
ensemble and as a member of society in relation to other people.

In the current educational scene, chamber music tends to be a neglected part of the
curriculum, even if it could underpin the results of all the other fields of music education,
the overall result being more than just the sum of its separate parts. Orchestra, chamber
music, soloist and pedagogic education enrich each other. The integration of chamber
music into the other fields of education would make music schooling as a whole more
effective - even economically. This would also co-relate better with the needs of the future
labour market as well as with the transfer of the western musical tradition to new
generations.

Group teaching can never completely replace individual teaching, but it can make it much
more effective. The repertoire learned during the studies can be used in professional life,
whereas a soloist repertoire in most cases cannot. For example, only one violinist in a
thousand has ever a chance to perform Tchaikovsky’s, Violin Concerto, whereas most will
have the opportunity to play, say, a Haydn string quartet. It is also much easier to organize
a chamber music concert than an orchestra concert, which requires a large organization -
not to mention opera. Chamber music and ensemble activities familiarize the audience
with a larger repertoire, allowing them to enjoy a more versatile supply of art music and
also to demand versatility instead of a relatively narrow standard repertoire.
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Curriculum

IV Educational aspects / Chamber Music Qualities

Chamber music has to be given equal value as the one given to soloist, pedagogic and
orchestra education. In postgraduate studies it should also have main subject status. In
this context one has to remember that there can be no chamber music without
comprehensive and strong instrumental education! The integration of chamber music as
an essential part of education at an initial stage, however, would remarkably increase the
effectiveness and overall level of education. If the goals within chamber music are
correctly proportioned to personal playing skills, chamber music can be part of the musical
field right from the beginning.

Musicians often find it problematic that their concentration is focused also on what the
others are doing and on how communication between the players works. In this case the
pedagogic process has forgotten the fact that music is not actually made when playing it.

According to this, the mastery of an instrument, i.e. technique, will also improve through
ensemble music and the communication connected with it. This means that first there is a
musical idea, which "gives the instructions” for the physical performance: a deep insight
into the musical idea, the "material”, directs the physical activities that have been trained in
advance. Soloist education, of course, is a prerequisite for the latter aspect, whereas the
former aspect is actually the one that helps most in the development of musicianship and
social skills.

Both in the musical and in the social sense, ensemble music teaches group responsibility.
At the same time, the activities of a chamber music ensemble, especially when carried out
regularly over a large time span, automatically implement the idea of life-long learning,
listening and communicating.

Thus, in this process we face a functional paradox:

The positive submission to the musical logic of a work leads to a dependence on it and on
the other members of the ensemble. This helps the individual player to react freely to the
impulses from others, which again will free the musical-technical functions physically, so
that nothing will prevent their implementation. In this way the player can concentrate on
what he/she is playing and not just on the technical performance, as the musical impulses
and the reactions to them automatically trigger the basic activities connected to the
mastery of the instrument being trained. In other words, the inner logic of music leads the
players and implements itself through them.

Only this positive dependence on the internal logic of music and on the other players
produces the most unlimited freedom in making music.

Musicianship exists only in relation to other people: Musicians react primarily to other
members of the ensemble and ultimately to the audience.

Of course, this strategy questions musical individualism ("soloism” and "self-expression”)
as phenomena. On the other hand, a deep insight into a process like the one described
above will help a musician also in solo playing, which is nothing but "chamber music
between the hands of one single person.”
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Chamber music studies should focus on the quality, not the quantity of content. The
studied repertoire must not be so large that it will turn out to be just sight-reading. The
studies have to include all the stylistic periods, of course, to familiarize the students with
the basic repertoire. It is recommendable for one ensemble to play together for as long as
possible, as this helps each member to develop as a musician and to grow as an artist. It
also improves innovative skills, and the group members learn both individually and
together.

In addition to this, participation in spontaneous, diverse ensembles widens the range of
abilities. One has to bear in mind, however, that artistic growth cannot be measured in
economic terms.

Studying in a chamber music ensemble teaches each member to appreciate the
colleagues in the group and develops each member’s own personality. It also familiarises
the students, at an early stage, with "the Common Laws of Performing Arts”, which apply
to concerts, dance and theatre — a fact that is easily forgotten by those who only play solo.
Interpretation and communication skills improve and performance confidence grows as a
result of continuous musical teamwork and the increased responsibility it entails. An
additional advantage of chamber music is that through it students find more easily their
own place, their chances and limitations within the large field of music and art.

The concrete aim of ensemble music is to train the following skills:

The different forms of communication skills are of primary importance. They include
awareness, i.e. "positive alertness”; reflecting and interaction, which are connected to
listening and physical skills, or body language. In addition to this, musicians should
develop a so-called musician’s sixth sense, "a sense of reacting by hearing and feeling”. A
further important field is that of dramatic skills, even within instrumental music, as well as
the support for the entity and for the other members of the ensemble. This happens
according to the inner logic of the work, which gives the so-called artistic-social personality
a chance to develop.

All this will lead to the generation and mastery of the most important musical means of
communication, the sound.

It has to be noted that all the other factors are subordinate to sound, without which there
can be no expression or communication!

Assessment:

Chamber music education needs a uniform assessment system. The current practice is
very heterogeneous, a common situation being that the members of the Board of
Examiners are not necessarily active chamber musicians or pedagogues working in the
field of chamber music. Assessment often focuses only on the specific player taking the
exam and on his/her instrumental performance, which is evaluated as a component
separate from the entity.

Assessment must distinguish, first of all, whether just one player or the whole ensemble is
evaluated, or whether a specific aspect or the whole performance is to be considered. The
assessment criteria have to be clearly defined in advance already while the study plans
are in the making. They can be classified as follows:
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The ensemble entity:
Artistic & technical skills
Communication & sound
Teamwork

Individual assessment:
Stage presence

Personal involvement
Interaction / Communication

Artistic and Sound Awareness
Technical
Skills
Dramatic Communication Listening
Skills
Support Reflecting Physical
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V Structure
STRUCTURE OF THE STUDIES “THE BOLOGNA MODEL”

DESCRIPTION OF DEGREE REQUIREMENTS

MAIN Special Post Gradual Chamber Music
Studies 5" & 6™ Year

SUB- Graduating Level: Master Degree
Descriptions of required level and

JECT

ability

DESCRIPTION OF DEGREE REQUIREMENTS

“Chamber Music 4” / 4™ Year/Module

Graduating Level: Bachelor Degree

Descriptions of required level and ability
IN-

“Chamber Music 3” / 3™ Year/Module
TE-

“Chamber Music 2” / 2™ Year/Module
GRA-

“Chamber Music 1” / 1" Year/Module
TED

Estimated Starting Level: Second Level Graduation
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ITI LEVEL EDUCATION (appr. 16-19 years old)

Repertoire examples, a list of useful chamber music repertoire in the youth education
available at www.jypoly.fi/kulttuuri/music/CMCP.htm in the future

3rd year

2nd year

Ist year

DESCRIPTION OF START REQUIREMENTS

BASIC EDUCATION (<16 years old students)

Repertoire examples, a list of useful chamber music repertoire in the basic education available at
www.jamk. fi/kulttuuri in the future

23

ee-scor


http://www.free-scores.com

Chamber Music Education Models from Partner Institutions

COMPARISON AMONG DIFFERENT SCHOOLS

Cardiff

Bachelor’s Approx. a 10% of the total repertoire,
unspecified either in the studies or the
Bachelor’s recital.

Master’s Post Gradual Chamber music study for Pianists

Debrecen

Bachelor’s Chamber music is considered as second major
subject

Master’s Chamber music is considered as second major
subject

Jyviskyld

Bachelor’s A minimum of a 33% of the total repertoire

Master’s Chamber Music and Lied postgraduate
programme

Tallinn

Bachelor’s Approx. a 50 % of the total repertoire, obligatory
Lied/accompanying + rehearsal piano and/or
instrumental chamber music

Master’s Chamber music as main study area

Weimar

Bachelor’s 20 — 30 % of the total repertoire

Master’s Chamber music & Lied postgraduate programme
available, permanent ensemble

Vienna

Bachelor’s Approx. 30% of total repertoire (main study
area)

Master’s BA +MA main study area offered
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VI Process modelling > implementations

CHAMBER MUSIC DEGREE REQUIREMENTS

AUDITION STANDARDS FOR BA

From the playing it is evident that the student is musically gifted and has a good technical
ground in the instrument of his choice to a degree that enables him to render the chosen
repertoire musically. Musical imagination and a will for artistic expression are recognizable.

- When playing the student shows sensitivity for chamber music, i.e., co-operative music
making, mutual listening skills, certain empathy for his partner’s musical ideas, rhythmic
stability and sense of pulse, flexibility and capability for agogics in music making.

The student shows capability of development in technical and performing skills.

A good sight-reading ability is desirable.

- The student has knowledge of structural musical concepts (main line, subordinate
material) the roles of the different parts in a work, intonation, breathing etc.

The student has basis for enlarging his knowledge of different styles of chamber music
repertoire.

Basic ensemble playing techniques and ability to analyse the score are required.

- The student has familiarised himself with performance practices in contemporary music.

GRADUATION REQUIREMENTS FOR BA

At the end of the study years the student has a many-sided knowledge of ensemble
techniques and different styles and performance traditions according to the repertoire of
the instrument concerned.

- The student has the ability to influence his chamber music partner on the basis of the
spirit of the work at hand; possesses a disposition for work build-up; shows effective
abilities for delineating the rehearsal process.

At the end of the studies the student should be able to continue independent ensemble
work.

- The student has knowledge of special and characteristic traits in the various stylistic
periods, and sufficient knowledge of the literature

The student has knowledge of specifics of the partner’s instrument (sound production,
dynamic possibilities, etc.)

- The student has familiarised himself with the chamber music repertoire in its various
domains.
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The student has knowledge of and experience in playing with various instrumental groups
from duos to larger ensembles, not excluding the possibility of working with (a) permanent
chamber music partner(s).

GRADUATION REQUIREMENTS FOR MA
- The student commands:

- convincing artistic comprehension as concerns the dialectic, contrapuntal input and
mutual stimulation vis-a-vis his partner;

- technical instrumental mastery to a degree that enables him to perform convincingly
works of different styles and periods.

- The student has

developed an ability for musical communication, a deep relationship with the music that
enables him to do justice to his artistic activity

- The student has knowledge of the salient traits of the different stylistic periods (beginning
with ancient music all the way to new music with its specific playing techniques) and
commands their instrumental performance;

- The student has knowledge of scientific methods of performance practice and commands
a wide repertoire.

- The student has (optionally) familiarised himself, in addition to the central chamber music
repertoire, with associated instruments and their performance practice in ensembles, as
well as with rehearsal-piano, orchestral playing, jazz ensemble etc.

The master’s graduate should be recognized in the practice of his profession during his
later part of his career as possessing a rich cognitive and specialized many-sidedness in
professional matters.
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Learning Process

Introduction:

The orientation towards chamber music instead of solo repertoire doesn’t involve a quality
choice, but the musician’s interest and wish to concentrate on a certain kind of music and
working methods according to natural inclinations.

Decisive factors in this matter are character traits, personality type, artistic-social
inclinations and musical maturity.

An indispensable condition for successful ensemble work is a balanced and open
personality, in general terms a type of musician not necessarily possessing extremely
advanced technical equipment, but who has developed a refined ear for sound and has
collegial empathy conducive to contributing relaxed and free playing to an ensemble work
situation.

Students coming from diverse cultural backgrounds have naturally different points of
departure as concerns this point. This must be taken into account in teaching and
rehearsal situations.

In a long lasting learning process the endeavour is, besides obtaining physical command
of one’s own instrument, the acquisition of an approach based on the balance between the
intellectual and musical instincts needed for ensemble playing, and the exercising of an
open method of work based on reciprocal reactivity.

These skills, which should be part of every instrumentalist's makeup, form the core
qualification of the chamber musician. It is not, therefore, a question of an easier choice of
education than that of a soloist! It should be stressed that ensemble work begins with duo-
work, i.e., the moment two musical people meet. On the other hand, ensemble work is not
equivalent to that carried out by a rehearsal-pianist, whose function differs from that of a
chamber musician, and whose point of departure, sound world and technical approach are
also different.

Process:

The first condition of a well functioning ensemble is the perfect understanding each
instrumentalist has of his own part and his mastering of it, which constitutes the point of
departure for the common voyage leading to the discovery of a common musical
language. The most important thing for a chamber music ensemble is a shared sound
image.

The goal should be the conveyance of the musical message to any audience whatsoever
as through a spontaneous process of invention rather than one of reproduction!

The ensemble members’ clear analytical understanding of the musical material and, with
increasing experience, the sensing of the musical function or ,role“, must serve as basis
for the group experiment. The working process for the attainment of this must be a highly
network-like, conversational, give- and-take, trial-and-error, experience i.e. interactive and
integrative learning rather than trivial step-by-step causal learning.

More flexibility of mind and technique is needed than in solo playing.

The students need to learn to judge themselves!
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As soon as the shell of the individual playing focus is broken up, improvement is a matter
of time, good advice and practice.

Consequently, this means that it is much more essential that the students acquire
information to form a sound basis for their own decisions in ensemble than in the
traditional solo teaching.

This sound finding process (corporative sound) can be compared to what pantomime,
trapeze and acrobatic ensembles must do to find their means of expression through the
melting together of their individual movements.

The goal of practicing is to be able to understand the character of each work and its inner
logic, which functions as a point of departure and “conductor” in the attainment of the
necessary musical solutions. There is reason to ask time and again during the practice
process the question: who is “conducting”, one of the players or the inner logic of the
composition?

If the practice process only aims at a technocratic correctness based on knowledge and
cleverness, the result cannot be expressive music making. Only by means of an inter-
reactive process the work’s inner logic can be brought out and the contact with the
listeners established. The comparison to theatre and opera characters can be often of help
in outlining and clarifying musical expression.

In the ideal case the result is instinctively or automatically adequate instrumental response
concerning intonation (vertical or horizontal), volume and tone colour (balance according
to the texture, homophonic or polyphonic etc.), articulation, body language etc. The player
“swims” in the sound he hears, and listens actively not only to his own part but to that of
the others as well.

A student ensemble needs, of course, outside guidance. However, this should not simply
consist in being told exactly what to do in every place, but instead in being assisted in the
acquisition of self-control and self-responsibility.

The ensemble rehearsing process should comprise the following:

1) Playing together (training): development of an emotional balance, the feeling of partner
intensity, the development of the ensemble’s intellectual level

2) Analysis of the texture (who carries the theme, who accompanies, how the musical
material moves from one instrument to another, etc.)

3) Analysis of the pieces, study of the partners’ parts and improvement of ensemble
technique (rhythm, articulation, intonation, togetherness, blending etc.)

Ensemble Technigues

In principle, chamber music can only be played on a level somewhat easier than the one
reached in instrumental education. So, a first class instrumental education is a
prerequisite.

Controversy: open mind in a relaxed ensemble-playing situation often helps the player to
achieve a higher level of technique, which cannot be acquired by mere mechanical playing
when practicing alone!
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There are group-playing techniques that can be learned more effectively and quicker with
the help of experienced chamber musicians. Before the group has learned to control the
results of their efforts, however, outside guidance is needed.

Beginners should first acquire the basic ensemble techniques through the playing of easier
repertoire, and when the first signs of a new solid ensemble appear, as opposed to a
medley of players fortuitously thrown together, more difficult repertoire can be chosen. The
choice of the right repertoire is a very important issue!

It should be mentioned that the “lack” of traditions in contemporary music helps to
understand the content and logic for example in Mozart’s and Schuberts” compositions,
which have along the line been overloaded with “traditions”.

As mentioned above, the goal is to reach the quality of a flexible, interactively reacting and
functioning ensemble, “a unified instrument”, with synchronised ear, breathing and
phrasing before the playing of more difficult repertoire is tackled. The progress/advance of
an ensemble - or of a single student - can be ascertained from the ability to apprehend the
meaning of a certain composition. This, in ensemble technique, means among other things
the ability to share musical ideas, to understand and react, and to be able to compromise
about such things as the individual understanding of tempo.

Observing the process step by step, we would have the following:

Individual practice: the meaning of it is to develop a sensibility for the whole score already
from the beginning! To read the score doesn’t necessarily mean to be able to play all the
notes of an individual part at once!

Technical ensemble-playing means:
1 Uniform understanding of the musical situation.
Conscious breathing technique
Elasticity
Homogenisation of playing through working out of a similar sound ideal
Intonation, articulation etc. (unity of listening standards)
Expression possibilities of body language

AP WDN

It is important for every ensemble to develop its own rehearsal method!

What & how to rehearse

At least the following factors, susceptible of analysis and practice, are to be taken
specifically into account in the schooling; the list doesn’t attempt to be all encompassing or
exhaustive:

Basic Psycho Acoustic Concepts:

- Pitch

- Audibility

- Sound Colour

- Sense of Acoustic Space and Sense of Time

- Harmonic Listening and Sense of Chord Function

- Chord balancing

- Intonation

- Rhythm
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- Timing (also as concerns text; Consonants / Vowels)

- Breathing

- Phrasing

- Reacting / rhythmic-harmonic interaction within a phrase
- Articulation

Some examples:

-A simple one is rehearsing a unison: everybody will readily agree that there is only one
amplified voice, so the task is to find the best possible blend. In the case of one leading
voice with accompaniment this is still rather evident, the sound match being, of course,

less simple the more complex the texture becomes.

-The playing of scales without vibrato at the early stages etc.

-The practice of deliberate eye contact in certain cases

-Playing slow in pianissimo together.

-String Quartet: choral setting, SATB, four voices

Concrete proposals for supporting the studies by organising Chamber Music
Education

The Chamber Music Education should be organised trough an official co-operation
between different instrumental classes. For example there are different Instrumental
Boards at the Jyvaskyla School of Music, of which one is Chamber Music Board consisting
of teachers from diverse Instrument boards. In Weimar this is called Chamber Music
Centre.

This forms a natural channel for obtaining all the information about available students and
instruments, and to plan the activities for each academic year.

Even if a student “belongs to his teacher”, he should have the possibility to study chamber
music with other teachers as well. Different teachers could guide individual works and the
chamber music teacher doesn’t have to always be the same person, possibly even not a
player of any instrument of the ensemble!

Undergraduate chamber music should obtain the status of additional major subject or
integrated in the instrumental main studies.

At least 1/3 of the total repertoire should be chamber music in the Il level and BA-
education side by side with the main subject. In the MA —studies Chamber Music can be
one of the main subjects available.

For example for strings there should be a minimum period of string quartet education and
various combinations with other instruments. This can be applied to other instruments, too.
Pianists should have periods with strings, winds and voice etc. Projects combining
different fields of group playing experience with scientific backup can be added.

In the curriculum there should be such minor subjects as:
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Theory, Knowledge of the performance practice of the style concerned,
Phonetics, Languages, Score Reading and Playing, Sight Reading,_Composition,
Counterpoint, Singing /Piano etc.

Depending on the student’s main instrument and study goals,
it should be possible to achieve a balance between highly “practical” skills and in-depth
subjects.

Usually the problem is overfilled schedules. It is good to check every now and then if the
curriculum has some “unnecessary” minor subjects taking time away from rehearsing.
Many schools demand a minimum quota in chamber music, but the students do not get
credit for it. The system is, of course, different to some degree in every school, but if solid
modules or projects for chamber music can be devised, it would be easier to reach the
level of quality necessary to become a professional chamber musician.
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Aspects

Sound in Chamber Music

What is it in the ‘Sound’ of a Chamber Music performance that leads one to feeling this
was a convincing and pleasing experience?

Sound is all around us, everyday noises form an association with visual elements and
when combined provoke us to have a reaction.

In Chamber Music, the combination of visual and aural elements form the basis for the
listener to make a judgement as to whether the interpretation has reached out and been
compelling.

How do we define ‘Sound’ in musical terms?

How do we quantify listening?

Balance/Dynamics

Rhythmical Execution ------------- SOUND ------------- Intonation/Resonance

Style Sensitivity
Characterisation
Quality/Colour

Listening is subjective — personal — emotional - cognitive and based upon personal
experience.

One could liken listening to taste, viewing a painting, no two persons will have exactly the
same appreciation or arrive at the same opinion.

So how can a group of musicians arrive at the same ‘Corporate Sound’?

Depending upon their personal experience and personality they may come close to
achieving a corporate sound, but invariably they will disagree. To achieve a consensus in
their sound will take several years of rehearsing and performing together. It is hard to
place an emphasis on the surrounding qualities that together form the basis for a
‘Corporate Sound’.

Quality may however be viewed as the principle factor as without this one isn’t showing
signs of a developing awareness within the ensemble. Colour is the tincture, the light and
shade, the warmth, the characterisation that forms the basis for maturity in the playing. A
string player, with the aid of vibrato (the sharpening and flattening on a note in rapid

32

ee-scor


http://www.free-scores.com

succession) has possibilities to affect the colour and character of the sound in varying
forms.

Balance and closely related Dynamics. The level of sound of an instrumentalist within the
ensemble should be appropriate and in keeping with the composers markings. The solo
voice should be evident and the underlying texture of sound supportive but not
overpowering. Acoustics will often play a large part in balance/dynamics. An experienced
ensemble will be able to quickly adjust to suit the venue so as to allow the listener to feel
comfortable with the actual overall level of sound. String players should consider their
bowing arm as their voice, with projection of sound in the first instance felt solely in the
bowing arm.

Intonation/Resonance is so essential to good Chamber Music playing. The listener can
only appreciate the true harmonic structure if each member of the group has the ability to
centre their sound. A secure technique, especially in string playing will form the basis for
good intonation. The ear has to be taught to listen critically and developed in such a way
that any adjustment to the pitch is made quickly and confidently. Resonance is kindred to
vibration and good intonation from all voices within the group will lead to a
homogeneous, corporate sound.

Rhythmical Execution is the articulation of sound, the projection of rhythm at all dynamic
levels. At a quieter dynamic, the technical demands of a player are different to those
required in a louder dynamic. Whilst a softer dynamic may still require a player to be
vibrant and energetic, the ‘ensemble’ (all voices taken as a whole) should remain exact
and strictly accurate, unless indicated otherwise by the composer or artistic judgement
allows room for fluctuation in the pulse. Tempo (speed) can often determine the accuracy
of rhythm, and so a fine balance between achieving accuracy of rhythm at a slower tempo
but possibly losing the rhythmical direction has to be balanced against a faster tempo
where the articulation may lack detail and clarity.

Summary

Whilst | have defined ‘sound’ into its various forms, it must be stressed that to achieve a
‘good corporate sound’ in Chamber Music one should have first developed a personal
sound that is synonymous with ones colleagues. Sound starts with imagination and whilst
all the above qualities are essential, spontaneous experimentation and playing in an
environment conducive to developing musical understanding will raise awareness and
listening skills, and so learn to appreciate the importance of sound in music.

Peter Esswood
Head of Strings — Royal Welsh College of Music and Drama
April 2003
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Vocal Chamber Music — Lied accompanying
Duo Voice/Piano
Prof. Thomas Steinhéfel, Hochschule fir Musik ,Franz Liszt“; Weimar

Introduction

As a special chamber music domain, the combination of voice with instruments forms an

immense portion of the musical literature, despite the fact that it is, from the

historical/musical standpoint, a relatively young variety. Working in the field of Lied gives

developing musicians manifold advantages in their first approach to this for the time being

unknown terrain:

- Rich repertoire as concerns voice height, timbre, technical command of the
vocal and instrumental parts

- Knowledge of languages including dialects and other changes

- Broader literary or philosophical background

A Chamber Music Variety

Even though it is unfortunately not extensively practiced, Lied should not be considered a
luxury form of chamber music but instead should be viewed from the beginning as a
necessary part of ensemble music. Fear of contact existing between pianists and singers
should be disposed of as early as possible or should not be allowed to develop in the first
place. Most Lied composers were pianists; seeing Lied through a pianist’s spectacles is
as refreshing for singers as the assimilation of vocal elasticity is, conversely, for pianists.
In contrast to how it is in instrumental chamber music, the mutual influence is naturally
near, as each pianist can and must breathe, can and must sing, singing being the original
musical source, common denominator and connection between the partakers. This is why
Lied is an indispensable part of chamber music initiation as well as forum for advanced
partners.

Aspects

The Lied pianist’s enormous responsibility in the quality of vocal rendition (partly in freeing
the singer) must be a driving force in the musical cooperation. Vocal, instrumental and
orchestral aspects are included therein. Here is the Lied the best adviser; all musical
education should recognize the equality of voice and piano parts and this should become
the leading thread in the work. Consequently, the following aspects of the mutual
interdependence, as well as their order of appearance, should be considered:

The voice functions according to physiologic and psychological principles; the pianist must
be aware that he is cooperating with a sensitive organ, susceptible to irregularities. Well-
educated and healthy voices are the exception.

The multiplicity of languages in general and the richness of the language at hand demand
from the piano a great variety of touches. The Lied pianist should be capable of evoking
basic moods, of providing pictorial settings and of functioning as sound-colour illustrator.
The feeling for structure, enunciation, sound placing, form, connection and sound of a
language should be conveyed at the piano. The singer has, conversely, the responsibility
for conveying orchestral /instrumental colours, evoked by the piano.
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The basic unifying element of mutual interaction, highly appreciated by singers and
neglected by pianists, is breathing. Lied pianists achieve a better self-knowledge and
enliven their playing through breathing with the singer, especially when agogics are taken
into consideration. The effectiveness of a communicative music making consists in great
part of natural agogics, not metronomic rendition. Nobody can breathe according to the
metronome!

The Lied pianist must be aware of voice position, timbre and volume and accompany
female and male singers alike.

Interactive Work

One of the most important pedagogic aspects in the work with a Lied duo is the style of
communication and the verbal focusing resulting thereof.

Talking about music is often difficult, as music expresses itself through itself. In working
with a duo it is, however, indispensable to be able to put into words what has been heard
and experienced and to give oral feedback thereof. Lied accompanying requires a unique
language communication culture. Singers react very sensitively to small nuances but are
often unable to express verbally the desired changes.

Unfortunately singers are often not aware of the pianist’s responsibilities. This leads to a
mutually undemanding attitude surely grounded on an insufficient ability for verbal
evaluation. There is here, in contrast with how it is in instrumental chamber music, an
invaluable conveyor of meaning: the text is tutor and ground for discussion.

The traditional Soloist — Accompanist role relationship is often challenged by the
compositions themselves. The Lied pianist sets, according to the style, the frame that often
makes it possible at all for the singer to sing. Sometimes the piano part has more of a
cantabile line than the voice part (Hugo Wolf). Both partners must always understand this
relationship based on the knowledge of the historical development of Lied

Being a Lied pianist is more a consequence of the development than an innate ability; it is
less a specialty in an often-practiced medium than an enlargement in musical sense.
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Some Aspects of the Work

Criteria from Admission BA and MA:

Completion of Preparatory School = Admission to Bachelor Study

- After completion of Preparatory level, which can vary greatly depending on the place,
the student should posses a certain sensitivity for Lied accompanying
The long lasting work with a singer normally begins at this stage and develops further
as the training continues.

- One should depart from the assumption that fear of contact is more frequent here than
it is in instrumental chamber music, which means that the task is the careful, combined
leading of singer and pianist.

Entrance audition:

- Lied accompanying is part of the chamber music complex

- The student should:

- Have sight-reading skills

- Be able to sing

- Be able to find melodic lines at the keyboard

- Have communication skills

- Have basic knowledge of several languages as ground for further work with singers

Completion of Bachelor study

The student commands -

- His piano part

- The vocal part in the sense of being able to play it at the piano

- The independence of his part while having an open ear for the singer

The student has the ability:

- To play the piano part and read the voice part, which is a special form of playing by
memory

- To sense the singer’s breathing and to react to it at the keyboard

- To handle consonants and vowels in various ways according to their speed and the
different touches resulting from it

- To sense the variability in character of a constant melody set to different texts e.g.
Strophic songs etc

The student has knowledge:

- of the language of the melody as criterium for agogics

of several languages

of the carrying out of Lieder with orchestral colours and their realisation at the keyboard
of sight-reading and transposition

of diverse voice types and voice placing and their demands at the keyboard

of presentation of Lied in its different historical periods

of similarities between language and music
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- of the variability in character of a constant melody set to different texts

- of presentation of different ways of breathing, depending on the expressive content of
the Lied, e.g. expression — breath, diverse synchronism between breathing and
phrasing

- of sound colour rendition of certain text contents

- of sound colour transference from the text to voice or piano

Completion of BA (preparation for MA):
Exam programme of approximately 30 min. duration

- should contain music from three stylistic periods
should include at least one number in a foreign language

Postgraduate studies leading to Master’s degree

the student commands (additional):

- Piano and voice parts

- Stylistic sensitivity for all musical periods

- abroad literary and philosophic background of Lied
- agrowing security in communication and work skills

the student has de ability

- tocommand a broad repertoire

- towork on large cycles and their programmatic-dramatic rendition

- to develop a fine ear and an attitude for cooperative work

- to help the singerin overcoming vocal problems — how to elicit a certain intonation,
how intonation is achieved at the piano

the student has knowledge
- of the voice from the physiologic and psychological points of view
- of effective rehearsal work - personal problems aside

- of a feeling of responsibility towards the possibilities and limitations of a voice
- leading to the acquisition of a broad repertoire in several foreign languages

Completion of MA (possible only for duos!):

-Two Lied recitals:

1. One containing a large cycle

2. The other mostly in foreign languages, including a work scored for
piano/voice/instrument
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Part of the examination should be not only the rendition of a programme, but also the
presentation of the rehearsal work during its preparation

Possible variations:
- Short notice preparation of works with performing partners
- Teaching demonstration, i.e., how does a student listen to another duo?
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European Idol: String Quartet Mania
Or Why the Education in String Quartet playing must play a central role

In the constantly changing professional field of classical music it is not longer realistic for a
growing amount of upcoming musicians to prepare themselves for a soloist or orchestral
player’s career, given the existing work possibilities. If one doesn’t want to educate oneself
outside of reality, one has to acquire the ability to join as a personally responsible member
a small social group to work out interpretations, advancing in this as far as possible,
indeed not only as a side activity for lack of something better to do, but under professional
guidance.

| would like to elucidate in what follows, why string quartet playing in its “classical” form is
so essential for string players, and what has happened in Vienna in this respect.

From the beginning Vienna and the string quartet have lived a kind of symbiotic life. Haydn
developed the form from the “Viennese Divertimento-style”, and Mozart, Beethoven and
Schubert created this genre’s central output in Vienna as well. In the 19" Century,
precisely Vienna, with its bourgeois domestic chamber music culture, nurtured amateur
string quartet playing; there were and are to this day in its orchestras several string quartet
societies and the Viennese concert organizations offer more than half a dozen string
quartet cycles yearly, within which a pair of professional string quartets hold their domain.

The sound picture of the string quartet has led the great composers from the beginning to
give their best, with its constant moving back and forth around the boundaries of the
collective fullness and the value of the distinctive individuality of each voice — not least out
of an artistic sport-like ambition to surpass the achievement of a respected older master in
the genre.

Thence comes the wonderful possibility, in a recreating rendition, to achieve an
interpretation whose quality is more than the sum of the four individual realizations. This
requires:

Really knowing the text as a written guide, reading it, understanding it, presenting it, and
feeling it.

In the process of the dialectical group work to listen, to open, to search, to try out, to
convince, to yield, to strike compromises, to take decisions and, finally, to be always ready
to do everything and anything come the performance...

All this is, of course, basically true for all forms of ensemble music making, but in no other
form of the genre are the demands so enormously high concerning precision and
adaptability of intonation according to harmonic function, control of bowing technique for
the precision in “being together”, and tone-colour palette and dynamics conducive to right
balance, depending on part and voice division.

It can be concluded from the above that the students who for a certain period of time,
under the best possible experienced guidance and help have learned to master joyfully in
several exemplar works this high school of ensemble playing, have a great advantage in
all possible forms of this type of music making.

It can be objected, that this is a very strong reduction. What about the mixed ensemble
forms? What about chamber music as a form of sight-reading “for fun”? Also, of course! It
all has been taken into account. The new study plans and many projects consider also this
aspect of multiple possibilities.
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It is simply a question that all upcoming violinists, violists and cellists have this essential
experience and with its help become soloists, orchestral players, teachers, freelancers and
chamber musicians who are more sensitive, better reacting and with better understanding.
As usual, from a broad base grows always necessarily a pyramid tip that has already the
possibility of postgraduate work majoring in chamber music. In the future there will be a
specialized study programme as well as the possibility to take part in the projects of the
European Quartet Academy designed to support in a concrete manner the way towards
professional life. (When one imagines the possibilities which will exist in the future within a
re-structured music business for the “small, mobile individuals” to fill teaching posts, who
will leave behind the broken left-over orchestras, there will be soon sufficient work
possibilities...) Concerning the problems that may appear after playing in a quartet for a
long time, be it problems of external character, related to career development or of internal
character, related to interpersonal relationships, no education system can endeavour to
address such problems other than by providing experience and information in advance in
order to help to possibly overcome them successfully.

Enthusiasm, significant effort and stubbornness have yielded for us some success in this
endeavour during the last few years. In the winter semester we have been able to qualify
20 quartets for a minimum of one performance in the class concerts. From the 15 quartets,
which work under my direction, there are at least 5, which actively and successfully
perform on a regular basis in international forums such as exchange concerts, festivals,
quartet academies and competitions. Alone the undertaking to perform 16 Haydn quartets
in the string quartet marathon of the Haydn festival shows the capacity of our
achievement. Success in international competitions with many subsequent invitations to
festivals and chamber music gatherings are already taking effect.

I myself suffered already from “quartet mania” at a time where official quartet instruction
was not yet offered at least in our school. As already stated, | am convinced and have the
permanent impression in my teaching that the time is again ripe for many more
representatives of this genre.

Johannes Meissl
Wien
(Translated by Carlos Turriago)
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Serban NICHIFOR (19-VIli-2009)

VICTIMAE PASCHALI LAUDES
for String Quartet (amplified - ad lib.)

Duration: cca12' (+/- 1)

NOTA BENE

- Score p. 1-3 = CONTINUUM
- Score p. 4 = PRAYERS (Modulos Vn.1,Vn.2,Vl.,Vc.)

- Score p. 5-8 = Parts

SEATING THE PLAYERS
(optional variant)

VIOLA

VIOLIN 1l VIOLIN |

PUBLIC

CELLO

STAGE

(ﬁ.o1>./ng;)l«ifl a} 200 Ly Serbaw NICHIFoR ( SARAM \
ee-scor


http://www.free-scores.com

Tt

\Ve.

Ve,

Estatico

VICTIMAE PASCHALI LAUDES for String Quartet
- sempre dglce e Iubato

Serban NICHIFOR
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VICTIMAE PASCHALI LAUDES - Violin |
Estatico - - S sempre dolce e rubato

Serban NICHIFOR
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Serban NICHIFOR

VICTIMAE PASCHALI LAUDES - Violin Il
Estatico - sempre dolce e rubato cca 60 '-(1-45")
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VICTIMAE PASCHALI LAUDES - Viola
Estatico - sempre dolce e rubato
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Serban NICHIFOR
cca 60"(1‘45"'

VICTIMAE PASCHALI LAUDES - Cello

Estatico - sempre dolce e rubato
simile, sempre irregolare, ad libitum
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