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BORYS LIATOSHYNSKY’S OPERA THE GOLDEN HOORP:
HISTORY, VERSIONS, PRIMARY SOURCES

IRYNA TUKOVA'Z) — TETIANA HOMON?

SUMMARY. The opera The Golden Hoop (1929, Op. 23) by preeminent
Ukrainian composer Borys Liatoshynsky (1895-1968) is one of the most
celebrated compositions in Ukrainian music history. The opera’s libretto, written
by Yakiv Mamontov (1888—1940) in Ukrainian, is based on lvan Franko’s
(1856-1916) historical novel Zakhar Berkut. The Ukrainian ancient beautiful
and tragic love story of Maxim and Myroslava is framed by a larger-scale
narrative of great love for the Motherland and one’s compatriots. The opera
exists in three versions — the initial 1929 Ukrainian version; the second
Ukrainian version from the mid-1960s; and an additional Moscow version dating
back to 1930. This article is the first research document that 1) examines the
primary sources relating to the history of creation and staging of the first
Ukrainian version of The Golden Hoop; 2) investigates the differences between
the first Ukrainian and the Moscow versions; and 3) explores the modifications
of the first Ukrainian version of the opera as reflected in its second, 1960s
version.

Keywords: Borys Liatoshynsky (1895—1968) creativity, opera The Golden Hoop,
Ukrainian art music, versions, manuscript.

Introduction

The opera The Golden Hoop, Op. 23 (1929) by preeminent Ukrainian
composer Borys Liatoshynsky (1895-1968) is one of the most celebrated
and yet, mysterious compositions in Ukrainian music history. The opera’s
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libretto, written by Yakiv Mamontov (1888-1940) in Ukrainian, is based on
Ivan Franko’s (1856—1916) historical novel Zakhar Berkut. The Ukrainian
ancient beautiful and tragic love story of Maxim and Myroslava is framed by
a larger-scale narrative of a great love for the Motherland and one’s
compatriots. In the context of the ongoing Russian war against Ukraine, the
story of The Golden Hoop has gained a newfound relevance.

It is a paradox, but in Ukraine the opera’s last production was in Kyiv,
1990, after the date the fragments of The Golden Hoop were performed only.
The current period of interest in the opera and the new archival discoveries
require contemporary research and rethinking of The Golden Hoop in the
context of the postcolonial perspective on the development of Ukrainian culture.

Undoubtedly, numerous esteemed Ukrainian musicologists and music
theorists, including Lidija Arkhimovych?3, Maryna Cherkashyna-Gubarenko?,
Oleksandra Maloziomova®, Victor Samokhvalov®, and Maria Zagajkevych?,
have studied The Golden Hoop in its various aspects. However, much of this
research was conducted during the Soviet period, reflecting the ideological
context surrounding the opera’s creation and production. Furthermore, it is a
fact that there are three versions of the opera in existence—the original
Ukrainian version, composed in 1929, the second Ukrainian version from the
mid-1960s, and what is known as “the Moscow version” dating back to 1930—
but none of the aforementioned and other studies of The Golden Hoop explicitly
indicate which version is being analyzed. One can find limited references
to the opera’s different versions, such as in Lidija Arkhimovych’s book:
“In 1965-1968, the composer worked on a new version of the opera, which
was staged in Lviv in 1970”8, However, the Moscow version has never been
studied.

Archimovych, Lydia. Shliakhy Rozvytku Ukrainskoi Radianskoi Opery (Ways of Development of
Ukrainian Soviet Opera). Kyiv, Muzychna Ukraina, 1970.

Cherkashyna, Maryna. Opera 20 Stolittia: Narysy (Opera in the Twentieth Century: Essays).
Kyiv, Muzychna Ukraina, 1981.

5 Maloziomova, Oleksandra. “Z Istorii Ukrainskoi Radianskoi Opery 20-kh rokiv. Opera B. M.
Liatoshynskoho Zolotyi Obruch (From the History of Ukrainian Soviet Opera in the 20" century.
B. M. Liatoshynsky’s opera The Golden Hoop).” In Ukrainian Musicology, 2, 1967, pp. 3—19.
Maloziomova, Oleksandra. “Opernoe Tvorchestvo Borysa Liatoshynskoho (Opera Creativity by
Borys Liatoshynsky).” In Borys Liatoshynsky. Kyiv, Muzychna Ukraina, 1987, pp. 63—73.
Samokhvalov, Viktor. Cherty symfonyzma B. Liatoshynskoho (Features of B. Liatoshynsky’s
Symphonism). Kyiv, Muzychna Ukraina, 1977.

Zagaykevich, Maria. “B. Liatoshynsky i muzykalnaja frankyana (B. Liatoshynsky and Musical
Franciana).” In Borys Liatoshynsky. Kyiv, Muzychna Ukraina, 1987, pp. 20-25.
Archimovych, Lydia. Shliakhy Rozvytku Ukrainskoi Radianskoi Opery (Ways of Development of
Ukrainian Soviet Opera). Kyiv, Muzychna Ukraina, 1970, p. 68.

In this article, all of the translations from Ukrainian and Russian into English are done by us.
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Therefore, this article 1) examines the primary sources on compositional
and production history of the opera’s first Ukrainian version; 2) discusses the
differences between the first Ukrainian and the Moscow versions; and
3) explores the modifications of the first Ukrainian version of the opera reflected
in its second version. This article is focused on the careful consideration of the
archival documents housed at the Central State Archive-Museum of Literature
and Art of Ukraine, the private Liatoshynsky’s Cabinet-Museum archive, and
the libraries of the Kyiv and Lviv Opera Houses.

Political Underpinning

The opera The Golden Hoop was commissioned from Liatoshynsky
by the People’s Commissariat of Education of Ukraine in 1928. To understand
why this was done, it is necessary to grasp a political situation in Ukraine in
the 1920s. In 1921, the National Liberation Competitions had ended, and the
biggest part of Ukraine, except for the western region, was under Soviet
occupation. In the 1920s, Moscow’s policy towards Ukraine and other countries
combined into the structure of the USSR was aimed at both shaping the
Soviet ideology and supporting the development of national culture within the
boundaries of that ideology. The latter was called “korenizatsiia” (the nativisation
policy)°. The main idea of korenizatsiia was the popularization of the Soviet
ideology among the Soviet republics—formerly independent countries and
nationalities, now colonized by Russia. The development of national language
and culture was one of the (undoubtedly, positive) strategies for implementation
of this policy. Korenizatsiia was one of the factors in the formation of the
Ukrainian Renaissance in the 1920s. Unfortunately, in the 1930s, the National
Renaissance became the Executed Renaissance?. Korenizatsiia ended in
the early 1930s, when Joseph Stalin’s totalitarianism was taking shape.

As a manifestation of korenizatsiia, The Golden Hoop was a part of
the Ukrainian national opera project, initiated in the 1920s. The People’s
Commissariat of Education of Ukraine commissioned works from different
composers, but importantly, prioritizing Ukrainian composers, and providing
them with a list of topics on which operas were to be written. One of the most
significant areas of focus was the creation of historical music dramas based on

9 See Liber, George. “Korenizatsiia: Restructuring Soviet Nationality Policy in the 1920s.” In
Ethnic and Racial Studies, 14, 1991, pp. 15-23.

"0 |In the 1930s, during Stalin’s terror, most Ukrainian artists who were members of the National
Renaissance were executed.
See Hryn, Halyna. “The Executed Renaissance Paradigm Revisited.” In Harvard Ukrainian
Studies, 27, 1/4, 2004-2005, pp. 67-96.
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the history or present of Ukraine, with librettos written in Ukrainian. Composers
who received commissions for state operas included Mykhailo Verykivsky
(1896-1962), Reinhold Glier (1875-1956), Valentyn Kostenko (1895-1960),
Borys Yanovsky (1875-1933), and Borys Liatoshynsky.

Borys Liatoshynsky received a proposal to write an opera at the beginning
of 1928. In the letter to his teacher and friend Reinhold Glier dated January
14, 1928, he writes: “I received a request from Kharkiv asking if | would agree
to write an opera for the Ukrainian Theatre. If | agree, | have to send either
my libretto or at least indicate the play | would like to write for. <...> | have to
respond to Kharkiv on January 20, which is six days from now”"".

On March 20, 1928, Borys Liatoshynsky signed a contract’? with the
People’s Commissariat of Education of Ukraine. According to the contract,
he was required to submit the full and piano-vocal scores to the commissioner
by September 1, 1929. The libretto of the opera was to be created by famous
playwright, theatre theorist and critic, Yakiv Mamontov. The opera had to be
completed within a year and a half. According to the contract, work on the
libretto was to last for half of the term, and by January 1929, Liatoshynsky
had a complete version of it. In March of 1929, he began composing the
music for the opera, which was to comprise four acts and nine scenes.

The opera’s libretto was based on Ivan Franko’s historical novel
Zakhar Berkut (1882). There are many reasons why the novel was chosen.
Events related to the heroic past of Ukraine—the story takes place in 1241,
when Carpathian Rus defended Europe from the Tatar-Mongol invasion. The
narrative highlights a critical role of the community (Tukholians) in the fight
against the invaders. The social conflict between the boyar (more broadly,
the aristocratic authorities) and the people (or an association of free
communities). A great and sincere love story is hindered by the class
inequality and betrayal which the lovers must overcome. All these
components made it possible for Mamontov to write a libretto that responded
both to Soviet ideology and to the korenizatsiia policy: the plot from Ukrainian
history with national and ethnic elements, social inequality, the struggle of
the common people against the authorities.

" Tsarevych, lja & Kopytsa, Marianna (eds.). Borys Liatoshynsky. Epistoliarna spadshchyna
(Borys Liatoshynsky. Epistolary heritage). Kyiv, 2002, p. 155.
2 The copy of the contract is housed at the private Liatoshynsky’s Cabinet-Museum archive.
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The First Ukrainian Version

The process of Liatoshynsky’s work can be traced through the
composer’s letters to Glier. In early April, Liatoshynsky completed the first act?s.
By mid-July, he had finished the piano-vocal score, with the exception of the
Overture, and had orchestrated the first act'*. By early October, Liatoshynsky
was orchestrating the last (ninth) scene and preparing to write an Overture 1.
Consequently, the entire opera was created within eight months—from March
to October 1929. This is confirmed by the marking on the piano-vocal score
housed at the Central State Archive-Museum of Literature and Art of Ukraine 6.

In this work, Liatoshynsky’s musical language combines late-Romantic
and expressionist techniques with Ukrainian archaic folk elements, a style
that later becomes the composer’s trademark. He employs a system of
leitmotifs to describe main characters (Miroslava, Mavra, Maxim, Zakhar
Berkut, Tugar Wowk, Burunda, tatars) and their actions and emotions (love,
death, battle), as well as symbols, such as the Rock Guard and The Golden
Hoop. Special features of this musical drama include the equality of vocal
and orchestral parts, emphasizing the orchestra’s role in shaping emotional
and contextual themes, and the cohesive execution of every scene.

The opera premiere was planned for the theater season 1929-1930.
As Liatoshynsky writes in his letter dated October 4, 1929, “The work here is
in full swing, as all my scores are being rewritten in duplicate for Odesa and
Kyiv (the original one will be in Kharkiv). | can say that | am already very tired
of all this, and | want to finish everything as soon as possible. | played the
opera’s piano-vocal score at all three theatres, and everywhere | was
praised. In Kharkiv, a praising review appeared in the newspaper, and in
Odesa as well. And, of course, it was accepted to be performed on all three
stages; unfortunately, in Kyiv and Kharkiv, it will be performed in the second
half of the season. The first performance will be in Odesa, where the date
has already been set for December 6”'.

3 Tsarevych, lja & Kopytsa, Marianna (eds.). Borys Liatoshynsky. Epistoliarna spadshchyna
(Borys Liatoshynsky. Epistolary heritage). Kyiv, 2002, p. 169.

4 Ibid., p. 172.

5 Ibid., p. 174.

6 Fond 181, description 1, no. 2.

The handwriting fragments of the piano-vocal score are kept at the Liatoshynsky’s Cabinet-
Museum, except for the orchestral Intermezzo to the ninth scene, which is housed at the
Central State Archive-Museum of Literature and Art of Ukraine (Fond 181, description 1,
no. 3).

7 Tsarevych, lja & Kopytsa, Marianna (eds.). Borys Liatoshynsky. Epistoliarna spadshchyna
(Borys Liatoshynsky. Epistolary heritage). Kyiv, 2002, p. 174.
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This excerpt from Liatoshynsky’s letter provides us with significant
information. It confirms the existence of three manuscripts of full scores of
the opera, which used to be held at the libraries of the Soviet Ukraine’s Opera
Houses in Kyiv, Odesa, and Kharkiv. Currently, we have information about
two out of the three scores: the Kyiv score is still housed at the Kyiv Opera
House, while the Odesa score is now kept at Lviv's Opera House. However,
we currently lack any information on the whereabouts of the Kharkiv score. Our
research into these two score manuscripts indicates that they are completely
identical, notated by the same copyist. The only difference between the
scores is the handwritten remarks by conductors. The Kyiv score, in particular,
contains many handwritten performance markings by Liatoshynsky himself.

The opera’s premiere, then titled Zakhar Berkut, took place at the Odesa
Opera House on March 26, 1930. This production was directed by Semen
Butovsky (1886-1967), conducted by Samuel Stolerman (1874-1949), and
featured scenography by Nazarov'8. The reasons for the delay of the premiere,
as opposed to the previously planned date of December 6, are explained in
Liatoshynsky's letter from January 12, 1930. The composer writes: “My opera
has not yet been staged anywhere. It will be staged soon. There has not been
a production in Odesa yet because of the artist, who submitted sketches of the
stage sets three times, and three times they were rejected. Now, the production
in Odesa has already been scheduled for March 3, but in Kharkiv it will
probably take place earlier, namely, in the last days of February. <...> It is
not yet known when it will be performed in Kyiv. They are in no hurry here.
They have been printing the opera’s score on a glass print for five months now,
and have not finished yet, so the performers haven't even started learning it yet.
There is also a second delay—there is no music paper available anywhere now,
and so they cannot finish rewriting the orchestral parts. This is the situation... It
is likely that the lack of music paper will disrupt this year’s production in Kyiv”'°.

In Odesa, The Golden Hoop was performed several times in the
spring of 1930. There were some ideas about reviving the opera in the next
theatrical season, but they were not realized.

The premiere of the opera in Kyiv, titled Berkuty?°, took place on
October 1, 1930. It was directed by Volodymyr Manzii (1884—1954), conducted
by Lev Braginsky (1896—1953), with the set design by Oleksandr Khvostenko-
Khvostov (1895—-1967). According to announcements, the opera was scheduled
to be performed six times in October, two times in November, and two times in
December. However, in reality, the opera was only performed once, on

8 Apart from his surname, we do not have any information about Nazarov.
9 Ibid., p. 175.
20 |n each of the stationary opera houses, the opera was performed under its own title.
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December 28, under the conducting of Liatoshynsky himself. After that, there
were no further announcements regarding performances of the opera in Kyiv.

The Kharkiv production took place on October 7,1930, under its original
title, The Golden Hoop. This production was directed by Mykola Foregger
(1892—-1939), conducted by Arnold Margulian (1879—-1950), and featured the
set design by Anatol Petrytsky (1895-1964). Unfortunately, the opera did not
remain in the repertoire of the Kharkiv Opera House for long, and after six
performances, it was withdrawn.

The short stage life of The Golden Hoop may be attributed to various
factors, including common for the Ukrainian musicology belief that the opera
faced ideological criticism leading to its removal from the opera houses
repertoires. While there are certainly grounds for this assertion, the situation
appears to be more complex. On one hand, the repertoire policies of opera
houses were directly influenced by the evolving political landscape in the
Soviet Union, marked by a shift towards totalitarianism and increased pressure
from Moscow’s colonial policies on the national cultures of the constituent
republics, including Ukraine. On the other hand, the prevailing ideology of
the “dictatorship of the proletariat” mandated art that was accessible to the
masses, adhering to the principles of socialist realism.

Numerous reviews of The Golden Hoop appeared in Ukrainian
newspapers and magazines in 1930-1931. To a certain extent, they make
it possible to reconstruct the perception of the work by audiences and
professionals, as well as to understand the ideological situation of the time.
In general, even the most loyal critics, while emphasizing the critical importance
of The Golden Hoop for the development of the Ukrainian opera, wrote about
excessive complexity of the music, and an impossibility of grasping and
understanding the musical language of the opera after one viewing, also
referring to the disputes between supporters and opponents of the new
composition. On the timeline, the closer reviews were to 1931, the more
ideologically biased they became. Eventually, the authors accused Liatoshynsky
of being fascinated by bourgeois art, asserting that it was the reason why he
failed in composing a work that the masses could understand.

As an example, here is a fragment of one review, a response to the
Kharkiv production, written by the music critic and composer Borys Novosadsky
(1880-1932): “...did the author of The Golden Hoop, composer B. Liatoshynsky,
execute the task of writing good, convincing and understandable music that
would reach the mass audience? The answer to this reasonable question will
be a ‘no’. In our opinion, B. Liatoshynsky, a celebrated composer with the
highly developed compositional craft, was not fortunate enough to accomplish
this <...> What is the reason? First, in our opinion, it is B. Liatoshynsky’s
harmful admiration of contemporary European bourgeois decadent music—

15
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music consisting of so-called ‘left-wing’ sounds, music devoid of melody and
expressiveness”?!.

Audience reception was another crucial factor in the opera's short
stage life. As recalled by the celebrated Ukrainian linguist George Shevelov
(1908-2002), who attended the opera’s premiere in Kharkiv, The Golden Hoop
faced rejection from the audience: “The only performance that | could praise
was Borys Liatoshynsky’s The Golden Hoop, which | saw on October 7, 1930.
<...> Liatoshynsky’s opera spoke its own musical language, and although, at
the time | could not fully appreciate its originality, | was fascinated by it. The
Kharkiv audience boycotted it <...> Liatoshynsky’s opera went off stage after
adjusting a few performances”?.

Consequently, after 1930, the opera had not been produced by any
Soviet Ukrainian Opera Houses, and the composer faced criticism for his
“bourgeois decadent” opera for a long time.

The Moscow Version

In the spring of 1930, the Bolshoi Theatre in Moscow expressed interest
in The Golden Hoop. On June 20, Liatoshynsky signed a contract?® for the
production of his opera—now titled The Steel Hoop—at the state opera
houses in Moscow and Leningrad for their 1930-1931 season, with changes
to the libretto, now translated to Russian. The following is an excerpt from
the important document entitled “Edits, textual and plot changes in
B. Liatoshynsky’s opera The Golden Hoop”:

“Principal conditions: 1. Sections of personal character in the heroic
collision of the plot are freed from excessive lyricism and sentimentality.
2. Sections of social significance are expanded and given a more convincing,
socially rich, if possible, class character by freeing the opera from excessive
national specificity. <....> 3. References to the ‘homeland’ and ‘periphery’ are
replaced, where possible, by ‘community’, ‘commune’, etc. 4. References to
mysticism and religious (pagan) practices are completely replaced. In
particular, all references to the sun (Dazhbog), the rock, as objects of fetish
worship, are reworked into an appeal to the people”?.

21 Novosadsky, Boris. “The Golden Hoop in the State Opera House".
The newspaper clipping is located at the private Liatoshynsky’s Cabinet-Museum archive.
The review was probably published in the newspaper Kharkivskyi Proletar, where Novosadsky
worked at the time. We believe that this issue of the newspaper dates from late 1930 -early
1931.

22 Shevelov, George. Ya—mene—meni... (i dovkruhy): Spohady. 1. V Ukraini (Me... (and around
me): Memoirs. 1. in Ukraine). Kharkiv, 2017, p. 233—-234.

23 The contract’s copy houses at the private Liatoshynsky’s Cabinet-Museum archive.

24 The document is housed at the private Liatoshynsky's Cabinet-Museum archive.
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The quoted document is dated October 7, 1930, the exact date of the
opera's premiere in Kharkiv, and it evidences a stark contrast between
ideological and political atmosphere in Ukraine and Russia of that time.

Liatoshynsky took all of the suggestions into account. But, in his letter
to his wife, singer Margaryta Tsarevych, he complained: “I have two meetings
tomorrow about the libretto. It turns out that it's not about the director's
instructions at all, but ‘ideology’ on the part of the political council. They want
to emphasize certain points more, etc. <...> I'll see to what extent ‘they’ want
to mutilate the libretto. If it's too much, I'll simply refuse, and that's the end of
it” (Moscow, June, 1930)25.

For the Moscow version of the opera, the composer created a piano-
vocal score?8, and under the new title, The Iron Hoop, it was copied in Kyiv
in 193127, However, the production of the opera was never realized. The
reason for this was an unfolding in the Soviet Union process of denying
anything modern, original, and national, combined in the accusatory term
“formalism”. There was a movement, led by the political leadership of the
country, towards the canonization of the “true” art of the Soviet people—the
so-called “socialist realism”, which in music required the orientation toward
(or, rather, backward) Russian classics of the 19th century in terms of the
music language. The plots and narratives were expected to capture the
struggle and victory, on various fronts, of the working class—proletariat.
Liatoshynsky’s opera, however, did not fit into established parameters of
socialist realism.

The Second Ukrainian Version

The revived interest in The Golden Hoop occurred in the mid-1960s.
Unfortunately, we lack first-hand evidence from the composer regarding his
work on the opera’s second Ukrainian version. However, there are numerous
indirect pieces of evidence from the individuals who knew and worked with
Liatoshynsky. One of the most detailed accounts comes from Eduard Yavorsky
(1928-2012), who served as the artistic director of the Kyiv Opera House at
the time. In his memoirs, Yavorsky recounts that in the mid-1960s, conductor
Kostiantyn Symeonov (1910-1987) decided to stage the opera. After revising
the opera’s score, Symeonov realized the need to reduce it and adjust its

25 The letter is stored at the private Liatoshynsky’s Cabinet-Museum archive.

26 Fragments of the manuscript from the Moscow version are housed at the Central State
Archive-Museum of Literature and Art of Ukraine (fond 181, description 1, no. 3), as well as
in Liatoshynsky’s Cabinet-Museum.

27 The copies are housed at the Central State Archive-Museum of Literature and Art of Ukraine
(fond 181, description 1, no. 1, 2).
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orchestration, particularly easing the brass group. However, Liatoshynsky
learned of this plan early and offered to make the changes by himself, and
them personally delivered the full and piano-vocal scores to the Opera
House?8.

The production at Kyiv's Opera House did not come to fruition
because in 1967, Symeonov relocated to Leningrad. However, in 1966, Yuri
Lutsiv (b. 1931), the conductor at Lviv Opera House, became involved in the
project. Consequently, the second version of the opera was staged in Lviv in
1970, albeit with additional reductions and changes made by Lutsiv himself.

For us, it was crucial to ascertain whether or not Liatoshynsky himself
worked on the second Ukrainian version of the opera. As previously mentioned,
the score, housed in the Kyiv Opera House, proved invaluable in this regard.
Within this score, we can observe various reductions made by Liatoshynsky’s
own hand. These reductions are marked with verbal notations, crossed-out
or corrected instrument parts, and reduction marks. It is important to stress
that there are some reductions in almost every scene. The most critical
reductions concerned the opera’s structure: four acts and nine scenes of the
first Ukrainian version were transformed into three acts and eight scenes in
the second one. Such structural changes were the result of cuts, and some
of combining the first and second scenes.

Conclusion

This article is only the first step in the large-scale endeavor of
researching Liatoshynsky’s opera The Golden Hoop. Here, our objective was
to describe the history of the opera based on the primary sources exclusively.
This approach allowed us to see The Golden Hoop story through the prism
of the politics and ideology of Soviet Ukraine and Soviet Russia, and the
influence of totalitarian politics on culture. The three versions of The
Golden Hoop, discussed above, have not had a happy history on stage, but
the significance of this opera for the history of Ukrainian musical art is hard
to overestimate. While working on the composition, Liatoshynsky developed
his own methods of creative interaction with Ukrainian folklore, which he would
use throughout his creative life. As he wrote in his letter to the singer, researcher
and translator Serhiy Levik (1883-1967): “...my Ukrainian Overture?® was my

28 Grysenko, Liudmyla & Matusevych, Nina (eds.). Borys Liatoshynsky. Vospomynanyia. Pysma.
Materyaly. Chast 1. Vospomynanyia (Liatoshynsky B. N. Memoirs. Letters. Materials. Part |.
Memories). Kyiv: Muzychna Ukraina, 1985, pp. 120—-124.

29 |iatoshynsky meant “Overture on four Ukrainian folk themes for symphony orchestra” (Op. 20,
1926).

18



BORYS LIATOSHYNSKY’S OPERA THE GOLDEN HOORP:
HISTORY, VERSIONS, PRIMARY SOURCES

first piece based on the folk songs. In the process of developing it, | consciously
abandoned my ‘I’, deciding to deliberately write a work in a simpler style. Now
| regret this act, because | compromised my compositional individuality there,
and the result was really eclectic. In The Golden Hoop, it was no longer the
case. Here | was not shy about the means, and remained myself” (Kyiv, 2 of
April, 1930)%.
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SUMMARY. Aims: The aim of the study is to give an overview of the known
and less-known methods of music therapy for aphasia and to introduce the
reader to our own developed therapeutic method based on folk singing, which
is not yet internationally known but is already used in Hungary. Method: Articles
from the Hungarian and international literature were studied for the research.
We used the PubMed database, supplemented by a traditional library search.
Results: We found 8 different aphasia therapy methods based on musical
elements, targeting aphasic individuals with relatively good auditory speech
understanding and impaired language expression skills. Each method was
described as effective in improving some areas of impaired language and
speech abilities. Our own therapeutic method has been found to be effective
in improving word comprehension. Conclusions: The effectiveness of the
methods described is known from measurements on relatively small groups
of participants, and further research is needed.

Keywords: Aphasia, Stroke, Music Therapy, Speech Disorders

Introduction

The aim of this paper is to describe the methods of music-based

sessions with people with aphasia, a specific area of clinical practice in music
therapy. The topic is timely because in Hungary, music therapy, including
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neurological music therapy, and the profession of music therapist have not yet
achieved the recognition that the literature suggests they deserve*, but music
therapy is an excellent tool for the therapist to create a safe relationship with
people who feel increasingly lost®.

Definition and aetiology of aphasia

Aphasia can be defined as an acquired language disorder in which
the language-dominant hemisphere or subcortical structures are damaged.
This results in a complex of symptoms that affect the language levels to different
degrees, both expressive and receptive. This affects both the patient’s ability to
express language and to process information. This symptomatology is often
accompanied by some degree of impairment in various modalities such as
reading, writing and arithmetic®. As regards the aetiology of aphasia, it can
be said that stroke plays a primary role in its development. In terms of
cerebral vascular catastrophe, there are approximately 40,000 new cases in
Hungary every year’. Of these, at least 40-50 thousand will need speech and
language rehabilitation services® Hungary’s population is 9.6M, according to
the KSH data for 2023°.

Methods

For this research, we searched for articles detailing the everyday use
of music therapy techniques in neurological practice, defining the methods,
describing the mechanism and clinical protocol of the therapy, and identifying
the target group to be included in the therapy and the characteristics of the
subjects’ aphasic symptoms. The PubMed database contains 86 hits for the

4 Juhos-Kiss, Eszter, et al. “Zeneterapeutak Intézményi Jelenléte a Magyarorszagi
Aphasiaterapiaban (The Institutional Presence of Music Therapists in Aphasia Therapy in
Hungary).” In Orvosi Hetilap, vol. 164, no. 19, May 2023, pp. 747-752.

5 Vaduva, Lois, and Catherine Warner. “Don’t Let Me Go’. A Case Study on Music Therapy
in Early-Stage Dementia.” In Studia Universitatis Babes-Bolyai Musica, vol. 66, no. 2, Dec.
2021, pp. 29-38.

6 Mészaros, Eva. Mondatfeldolgozas Magyar Agrammatikus Afaziasoknal (Sentence
Processing in Hungarian Agrammatical Aphasics) ELTE, 2007, http://doktori.btk.elte.hu/lingv/
meszarosevaldiss_nem.pdf. (accessed on 01. 08. 2024.)

7 Szécs, lldiko, et al. “A Stroke-Ellatas Hazai Eredményei a Nemzetkozi Adatok Tikrében
(Domestic Stroke Care Outcomes in the Light of International Data)” In Orvosi Hetilap, vol.
157, no. 41, 2016, pp. 1635-41.

8 Szapary, Laszlo. Stroke Napja 2019 (Stroke Day 2019). 2019, https://www.doki.net/tarsasag/
stroke/info.aspx?sp=57&amp;web_id= . (accessed on 01. 08. 2024.)

9 KSH. Magyarorszag Népessége 2023-ban (Population of Hungary in 2023). 2023,
https://www.ksh.hu/stadat_files/nep/hu/nep0001.html. (accessed on 01. 08. 2024.)
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subject “music therapy in aphasia” from studies published between 1973 and
2022. We considered those publications in which all the criteria listed appeared
together. We excluded articles in which the keyword “aphasia” was entered
in the search box, but music therapy in aphasia was used for other neurological
diseases (e.g. Parkinson’s disease, dementia, etc.). Our study focuses on
music therapy for acquired language disorder, so we also filtered out papers
on primary progressive aphasia. This was supplemented by a traditional
library study, resulting in 14 scientific publications relevant to our research.

Results

In the following chapter, we present the eight different music-based
aphasia therapy methods that we have identified from the literature during
our research and supplement them with a description of our own therapeutic
methods. The methods have in common that the target group of the therapy
includes aphasiacs with impaired verbal expression skills and relatively good
auditory speech understanding'®. This group of aphasia is characterised by
frequent word search and a much slower speech rate than normal speech.

Music therapy methods in aphasia therapy
Folk song-based language therapy

In the late 1950s, the therapeutic idea was born, based on the
speech-stimulating effect of the musical elements of folk songs. The method
uses Hungarian folk songs and children’s songs as a therapeutic tool. Songs
containing simple words commonly found in everyday life, sung with precise
pronunciation, were recorded and played back to the patients. An important
consideration in the selection of the songs was that certain words should
appear in different songs, but also in different contexts. The songs were
first presented with the rhythm and tempo of a normal performance, and
then pauses were inserted before and after the target words to emphasise
them. The vocabulary to be emphasised was gradually expanded. The
phonetic material was accompanied by schematically illustrated pictures in a
visual format. In the first step, the entire text was synthetically presented,

10 Juhos-Kiss, Eszter and Pusztafalvi, Henriette. “Zeneterapias Eszk6zok Alkalmazasa Az
Afaziaterapiaban Hazai Es Nemzetkozi Kitekintéssel — Szakirodalmi Attekintés (The Use of
Music Therapy Tools in Aphasia Therapy with a Domestic and International Perspective -
Systematic Review.)” In Rehabilitacio: A Magyar Rehabilitaciés Tarsasag Folydirata, vol.
33, no. 1, 2023, pp. 3—10.

" Ferré, Gaélle. Gesture, ,Prosody and Verbal Content in Non-Fluent Aphasic Speech”. In
Multimodal Communication no. 1, 2021, pp. 73-91.
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with capitalised captions. Then, elements indicating the target words were
highlighted from the background. Finally, both the visual and audio
presentation was again synthesised. The therapy was thus based on a complex
application of synthesis-analysis-resynthesis and acoustic and visual stimuli.
Of the 25 individuals with aphasia of varying types and severity who received
therapy, 17 showed such improvement that they were able to formulate their
thoughts in coherent sentences at the end of the intervention. Measurable
improvement in aphasia symptoms was also documented in the remaining
patients 2.

Melodic Intonation Therapy

In Melodic Intonation Therapy (MIT)'3 ' 'S words or short phrases are
sung in a range of 3-4 tones, with the aim of gradually bringing the melody
and prosody of the sung text closer to the intonation of live speech. The
musical pattern of melodic intonation is similar to that of recitative in classical
opera. The programme is divided into four different levels of difficulty. To
progress to a more difficult level, the patient must have an acceptable
performance at that level. Level | has no linguistic component, only musical
elements. This stage ensures the subject’s adaptation to the procedure. In
Stage I, the therapist sings melody patterns, repeats them with the addition
of target words, and then asks the patient to sing in unison while gradually
receding into the background. Finally, the patient is asked to repeat the
previously intoned words in response to a question. At further levels, the
therapist gradually seeks to delay repetition, to force the patient to respond
intoned, and finally to detach the words from the melody. Three studies
examined a total of 31 participants who received melodic intonation therapy
because none of them had previously shown any improvement in verbal
expression despite 2-6 months of other language therapy. However, two
weeks after the start of the MIT, there was a measurable improvement in
verbal production®.

12 Varga, Miklés, and Gydrgy Geréb. “Az Aphasia Uj Mddszerii Kezelése (A New Way to Treat
Aphasia).” In Pszicholégiai Tanulméanyok, 1958, pp. 289-302.

3 Albert, Martin L., et al. “Melodic Intonation Therapy for Aphasia.” In Archives of Neurology,
vol. 29, no. 2, Aug. 1973, pp. 130-31.

4 Thaut, Michael H, et al. “Melodic Intonation Therapy.” Handbook of Neurologic Music
Therapy, edited by Michael H; Thaut and Volker Hoemberg, vol. 6, no. 1, Oxford University
Press, 2014, pp. 140-145.

5 Norton, Andrea, et al. “Melodic Intonation Therapy.” In The Neurosciences and Music, vol.
6, 2009, pp. 431-436.

6 Sparks, Robert W., and Audrey L. Holland. “Method: Melodic Intonation Therapy for
Aphasia.” In Journal of Speech and Hearing Disorders, vol. 41, no. 3, Aug. 1976, pp. 287—
97.
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Musical speech stimulation

The Musical Speech Stimulation (MUSTIM) technique is targeted at
people with nonfluent aphasia whose verbal expression retains automatisms -
number sequences, days of the week, melodies and lyrics of previously learned,
familiar songs, etc. The exploitation of this intact capacity is the basis of a
multi-level therapy, the aim of which is to gradually lead the patient from
automatisms to the initiation of spontaneous speech. At the first level, lines
from familiar songs are sung with the therapist omitting the last word of the
phrase and the patient having to fill in the missing word. At the second level,
common phrases are intoned frequently, also expecting the patient to complete
the missing phrases. The prosody and intonation of the improvised melody
are adapted to the intonation characteristics of the target sentence. At the
third level, the client is encouraged to complete sentences with a variety of
completions. Finally, these sentences must also be produced by the patient
in response to the therapist’'s questions'”.

Therapeutic singing

Therapeutic Singing (TS) is widely used for a wide range of conditions.
It can be used as an individual or group session, but it is best used as a
complement to other therapies rather than on its own. It is often interpreted
as simply singing together. However, the intervention goes beyond the uplifting
aesthetic experience of singing together. Its success depends to a large
extent on the choice of song, so much depends on the therapist. It is not enough
to have patients sing randomly selected songs. The songs chosen by the
therapist must serve the therapeutic goal. As rhythm is the driving force for
facilitating speech motor movements, it is important to keep the temporal
flexibility of the song in mind when planning so that changes in tempo do not
compromise the temporality of the song. If the participant’s aphasia is
accompanied by a motor speech disorder, this therapeutic procedure can be
a way forward for the participant’®.

7 Thaut, Corene P; “Musical Speech Stimulation.” Handbook of Neurologic Music Therapy,
edited by Michael H; Thaut and Volker Hoemberg, Oxford University Press, 2014, pp. 146—
49.

8 Johnson, Sarah B. “Therapeutic Singing.” Handbook of Neurologic Music Therapy, edited
by Michael H Thaut and Volker Hoemberg, Oxford University Press, 2014, pp. 185-195.
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Neurological Music Therapy

A study with 21 subjects compared the effects of interventions known
as Neurologic Music Therapy (NMT) and Speech Language Therapy (SLT)
between groups of nonfluent aphasia patients. Subjects receiving NMT (12
subjects) received a combination of music-based speech therapy consisting
of individual TS and MIT as described above and speech therapy in parallel.
The SLT group (9 subjects) received individual language-based speech
therapy. Both groups were further subdivided into chronic and subacute
subgroups. The Korean version of the Western Aphasia Test (WAB test) was
used to measure the results. The NMT chronic group showed significant
improvement in aphasia quotient (AQ), spontaneous speech, retelling, and
naming, and the SLT chronic group showed significantimprovement in retelling.
The NMT subacute group showed significant improvement in spontaneous
speech, comprehension, and naming, whereas no change was measured in
the SLT subacute group™®.

Ronnie Gardiner method

The Ronnie Gardiner Method (RGM) is based on multisensory stimuli -
visual, auditory, kinetic and tactile. In order to stimulate neuroplastic processes,
the sessions involve moving to highly rhythmic, energising music. At the
same time, participants are encouraged to perform a planned sequence of
movements by coordinating the limbs. Graphic diagrams with blue and red
symbols are used to guide the precise execution of the sequence. As the
exercises can be performed sitting or standing, people with mobility difficulties
can be included in the therapy. After ten weeks of intervention with a group
of eight people with chronic aphasia, all participants showed significant
improvements in verbal fluency. Two individuals also showed positive
improvements in auditory comprehension and reading skills2°.

Expressive Music Speech Therapy

Describing a therapeutic process over nine years, this case study
shows how music and music therapy can contribute to the recovery of lost

9 Lim, Kil-Byung, et al. “The Therapeutic Effect of Neurologic Music Therapy and Speech
Language Therapy in Post-Stroke Aphasic Patients.” In Annals of Rehabilitation Medicine,
vol. 37, no. 4, Aug. 2013, pp. 556-62.

20 Schiitz, Marika J. Can The Ronnie Gardiner Method Improve Language, Communication
and Quality of Life For People with Aphasia? Jan. 2002, doi:10.13140/rg.2.1.2350.7442.
(accessed on 01. 08. 2024.)
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speech and language skills while providing emotional support to the patient.
The case study subject is an intellectual senior male with severe global aphasia
and apraxia of speech due to a stroke at the age of 50. Described as Expressive
Music Therapy, the study details the therapeutic goals, pace of progress and
methodology at each stage of the 9-year rehabilitation process. Prior to the
therapy, the patient communicated only through gestures, facial expressions
and non-verbal sounds, and understood only about 50% of simple words. The
developmental goals of the first 5 years were to produce non-verbal sounds, pitch
accuracy, melody line following, concentration, satisfaction and self-expression in
weekly individual music therapy sessions. Once the patient was able to read
and pronounce monosyllabic words by the beginning of Year 6, the therapist
encouraged him to sing to improvised melodies supported by singing and
rhythmic harmony accompaniment. He chose words, phrases and expressions
that he felt were related to the patient’s emotions. In this way, he enhanced
creativity and motivation for self-expression, which led to an acceleration of
speech production. Later, the recognition of a parallel relationship between
musical and linguistic structures helped the production and retrieval of more
difficult sentences, with rhythmic, chordal accompaniment following the melody
of the speech. Finally, another therapeutic goal was to replace automatic
expressions with autonomous and adequate responses?’.

Active music therapy based on free improvisation

This improvisational music therapy method is based on the interaction
between a specially trained music therapist and the patient. In a study describing
a self-developed method, the authors describe the results of a randomized
empirical trial with people with chronic aphasia, which was conducted for 15
weeks, two sessions per week, for a total of 30 sessions. At the same time,
subjects also attended the same number of speech therapy sessions. The
control group, on the other hand, received only speech therapy for a similar
length of time. The number of participants in the two groups was 10-10. Through
the communication channels of their own singing voices and rhythmic-melodic
instruments, the patient and therapist build a non-verbal relationship with
each other by free improvisational play, creating an active-intersubjective
relationship. When the measurements taken during the experiment were
evaluated, significant improvements in spontaneous speech and vitality were
observed among the subjects receiving the combined therapy. In contrast,

21 Hartley, Meghan L., et al. “The Role of Music and Music Therapy in Aphasia Rehabilitation.”
In Music and Medicine, vol. 2, no. 4, 2010, pp. 235-42.
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the performance of those receiving only speech therapy did not show a
significant positive shift in any of the areas examined??.

Therapy based on folk song singing

The therapy was applied to 25 native Hungarian speakers between
2021 and 2023, all of whom experienced an improvement in their word
reading skills after the end of the therapy. The length of the therapy is
determined by needs and possibilities. The duration of the sessions may vary
from 30 to 60 minutes, depending on the patient’s workload.

The method is based on active singing with no genre restrictions.
Considering the fact that the Hungarian folksong treasure is extremely rich
and is still part of Hungarian education, we use folk songs as a tool in our
therapeutic practice. The aim of the therapy is vocabulary expansion. We
always select the songs for the sessions according to a topic, e.g. colours?3,
animal names, names of flowers, names of everyday objects, common
adjectives, verbs, etc. The target group of the therapy is patients with severe
nonfluent aphasia. It can be used as a stand-alone therapy or as a
complementary therapy in parallel with speech therapy sessions.

Information is conveyed through multiple channels, auditory and
visual, including figurative and phonemic, in order to link sound and meaning,
to aid association and to increase the effectiveness of the learning process.
Captionless and captioned illustrations are used to depict the nouns, verbs
and adjectives in the lyrics of the songs. The target words themselves, as
well as visualised representations of the word combinations that form a
syntactic unit with them, are shown in the images. For example, the
understanding of the word “red apple” in the text is aided by a picture of a
red apple and a separate red spot. The patient is asked to sing the song and
then to recite the text without melody, using rhythmic speech and following
the prosody of live speech. The target words are spoken independently, in
context, and by speaking the entire stanza, facilitating speaking at
interrelated linguistic levels.

22 Raglio, Alfredo, et al. “Improvement of Spontaneous Language in Stroke Patients with
Chronic Aphasia Treated with Music Therapy: A Randomized Controlled Trial.” In
International Journal of Neuroscience, vol. 126, no. 3, Mar. 2016, pp. 235—42.

2 Juhos-Kiss, Eszter and Pusztafalvi, Henriette. “Nyelvi Es Beszédkészség Fejlesztése
Enekeltetéssel Broca Afazidban. Szinek Ujratanulasa. Esettanulmany (Developing
Language and Speech Skills through Singing in Broca’s Aphasia. Relearning Colours. Case
Study).” In Parlando: Zenepedagogiai Folydirat, 2022, https://www.parlando.hu/2022/2022-
1/Juhos-Pusztafalvi.pdf. (accessed on 01. 08. 2024.)
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The selection criteria for integrating the song material into therapy are

that the vocabulary of each song contains at least one target word. The
relatively low ambition of the songs helps to ensure ease of pronunciation.
Therapy sessions are conducted according to the following protocol, preferably
on a daily basis. (See Table 1)

Table 1
Time-
frame
(min) The session Applied practices Tools needed Comments
By keeping the
Singing a syllable consonant, the vowel
created by a can be changed
consonant and a continuously.
vowel in constant  The singing Purpose: to relax the
pitch, or in scale in voice of the muscles involved in
pitch range major  patient and sound production, to
5 Vocal warm up  third or perfect fifth therapist practise articulation
Naming target Uncaptioned
words from the and captioned
vocabulary of the  versions of The order of the
Preliminary songs selected for image of the images should be
5 measurement  the session target words changed occasionally
Singing songs one
after the other,
then highlighting,
re-singing and When sung entirely,
saying the key the singing is
lines and target accompanied by
words in a spoken vertical hand tapping
voice. All this with to the rhythm of the
and without visual text, or, if the song is
cues, with mental  The singing in even meter, by
Sing folk songs recall of the voice of the horizontal right-left
selected for the associated patient and movements with a
15-45 intervention images. therapist steady beat.
Naming target Uncaptioned
words from the and captioned
vocabulary of the  versions of The order of the
Control songs selected for image of the images should be
5 measurement  the session targetwords changed occasionally

Protocol for therapy sessions
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All the methods presented, based on musical elements, emphasise
the promising role of music therapy for aphasia. In our study, we have not
attempted to rank the different methods in terms of their effectiveness. In
each case, it is the therapist’'s task to choose the method that is most
promising in the therapeutic process, taking into account the diagnosis and
the patient’s individual mental and psychological state and motivation.

Conclusion

In light of the results of our previous research?*, it can be concluded
that a disproportionately small number of trained music therapists are
employed in domestic health and social care institutions. One of the many
reasons for this is that even within aphasia therapy teams, few people are
aware of the existence of music therapy methods for the treatment of aphasia
and their direct and collateral effects. According to the literature, the use of
the music therapy methods presented has led to improvements in some
domain of language skills such as spontaneous speech, verbal fluency,
articulation, naming, auditory comprehension, reading skills, prosody, among
the target group. However, it is important to note that the effectiveness of the
methods presented is known from measurements on relatively small groups
of participants, and further research is needed.
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CHRISTIAN CEREMONIAL FOLK SONG. CASE STUDY:
PILGRIMAGE SONGS FROM NICULA MONASTERY

DANIEL MOCANU'

SUMMARY. In the complex landscape of contemporary Romanian religious
music, the last decades have been marked by a phenomenon of crystallization
and diffusion of a new musical genre, with deep roots in the popular music
tradition. This genre, defined by specific structural, thematic and functional
characteristics, has succeeded in imposing itself within the Koinonikon liturgical
ritual, in some cases replacing the traditional musical repertoire of the period.
Initially, Christian ceremonial folk songs were associated with certain liturgical
feasts dedicated to the Virgin Mary, fulfilling an occasional function of marking
important moments in the church calendar. Through oral transmission and
adaptation to the religious context, these songs entered the collective
consciousness and became an integral part of the religious practices of rural
communities during pilgrimages. Over time, under the influence of socio-
cultural and religious factors, Christian ceremonial folk songs underwent a
revalorization and an expansion of their original functions. They have thus gone
beyond the strict liturgical ritual of pilgrimages and have been integrated into
various forms of cultural and religious expression, such as folksong festivals or
religious events: camps, competitions. An emblematic case in this respect are
the pilgrimage songs, especially those associated with the Nicula Monastery.
These songs, originally intended to accompany pilgrimages to the monastery,
have spread nationwide, becoming a symbol of Romanian religious and cultural
identity for the musical genre of Christian ceremonial folk songs.

Keywords: pilgrimage songs, ceremonial, folklore, church music

Popular religious songs are a dynamic phenomenon, subject to
continuous evolution under the influence of complex religious, cultural and
social factors. The present research aims at identifying and analyzing the
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structural particularities of this musical genre, with a focus on the Niculan
repertoire. The specific objectives of the study include: the precise definition of
the musical genre in question, the establishment of the functional, thematic and
structural parameters that characterize it, as well as a detailed classification of
the Niculan repertoire based on melodic structures and the themes addressed.
By means of this analysis, the aim is to gain a deeper understanding of the
specificity and role of this type of song in Romanian religious culture.

As far as the working method is concerned, since we are working with
melodic structures coming from the area of musical folklore, we will be guided
by its laws. In the study of songs from the Romanian folk repertoire, we will
consider two main aspects: the methodology of collecting and the methodology
of studying the melodic variants.

The melodic variants analyzed come from the collections made by
some researchers, which were later published in books? and studies, from
the recordings made available by some interpreters of the pricesne and from
direct observation, occasioned by our presence in the ceremonial contexts
in which they were performed. For this purpose, we made use of the collections
made by Vasile Stanciu3, Domin Adam#*, Constanta Cristescu®, of the
recordings made available to us by Mrs. Eugenia Marinescu® and of the
recordings we made at the Nicula Monastery, over several years.

When it comes to Christian ceremonial folk songs, as in the case of
songs that are part of the popular repertoire, the original melody will never
be collected, that is to say in the form in which it was first issued by the
creator, but the version that has been fixed in the memory of the performers
or the version fixed in the notation written by a particular collector. For this
purpose, we will deal only with a series of variants, more or less close to the

2 Culegere de rugdciuni si céntari pentru crestinii care merg la Sfénta Méndstire (Collection of
prayers and songs for Christians who go to the Holy Monastery), Tiparul Tipografiei Diecezane,
Arad, 1938; Calea mantuirii. Indreptar practic, cum sé se facé pelerinajele la Sfanta manéstire
(The way to salvation. Practical guide, how to make pilgrimages to the Holy Monastery),
Editura Ordinului Sfantului Vasile, Biksad, 1943.

3 Céntati Domnului tot paméntul. Céntari bisericesti, Pricesne, Colinde, folosite la Sfanta
Liturghie si la Paraclisul Maicii Domnului (Sing to the Lord all the earth. Church hymns, Pricesne,
Carols, used at the Divine Liturgy and at the Mother of God’s Mass.), editor Pr. Vasile
Stanciu, Cluj-Napoca, Editura Renasterea, 2018.

4 Domin Adam, Culegere de pricesne si colinde: cu un studiu introductiv (Collection of pricesne
and carols: with an introductory study), Alba lulia, Editura Reintregirea, 2011.

5 Constanta Cristescu, ,Pelerinajul si cantecul de pelerinaj din Transilvania epocii comuniste”
(Pilgrimage and pilgrimage song in communist Transylvania), in: Crdmpeie din cronologia
unei deveniri, vol. 1, Editura Muzical&, Bucuresti, 2004, p. 55-69.

6 Eugenia Marinescu is an established interpreter of pricesne, working for 20 years at the
Nicula Monastery. Throughout her musical activity she has received and collected ceremonial
religious songs and pricesne from various performers and pilgrims’ groups, which she has
recorded on 8 CDs.
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original form. This method of working is based on the statement of the
researcher llarion Cocisiu, who affirms that a song is good to study “when it
is known by someone from whom we have collected it, it is in circulation, it is
frequent, or at least we have the testimony of the elders that it has been sung
before™”.

The scope of the present research is restricted to the musical
phenomenon performed every year at Nicula Monastery. We have chosen to
deal mainly with the musical repertoire of Nicula because, at the national
level, it is the largest pilgrimage in the Orthodox space, on the occasion of
the feast of the Assumption of the Virgin Mary. Therefore, the melodies and
songs consecrated in this religious space are the most representative for the
musical phenomenon we analyze in this study.

The Niculan repertoire is an essential reference point in defining this
religious music. On the one hand, it provides rich material for the structural
analysis of the songs, highlighting the specific particularities of the genre. On
the other hand, the study of the spread of consecrated melodic variants
within the Niculan ceremonial and their introduction into various liturgical
contexts allows us to understand the mechanisms of diffusion and adaptation
of this type of music. Bearing in mind the main factors® in the activity of
collecting and researching a musical variant: the object (ceremonial religious
songs), the researcher and the conditions in which the research is carried
out, we will focus on the analysis of the musical repertoire performed in the
religious ceremonial of the pilgrimage to the Nicula Monastery.

The study of this musical phenomenon requires an interdisciplinary
approach, combining elements from ethnomusicology, musicology and cultural
anthropology. Our methodology will include both descriptive methods, which allow
a thorough characterization of the data, and comparative and analytical methods,
which will help us to identify general patterns and trends in the phenomenon.
The music collections comprising the religious songs considered in the present
research are numerous. Some of them have only text®, without melody, making
it impossible to establish a melodic variant, but they are useful for comparing

7 llarion Cocisiu, ,Despre raspandirea geografica a unui cantec de stea” (On the geographical
spread of a star song), in: Sociologie romaneasca, anuL Ill, NR. 10-12, 1938, p. 537.

8 Dr. Ghizela Suliteanu, ,Metodologia culegerii folclorului muzical. Aspecte metodologice
privind folclorul musical din judetul Tulcea” (Methodology of collecting musical folklore.
Methodological aspects regarding the musical folklore from Tulcea County), in: Peuce VI.
Studii si comunicéri de etnografie si muzeologie sustinute la cel de-al doilea Colocviu Tulcea 2-
5 junie 1974, Muzeul Deltei Dunarii, Tulcea, 1977, p. 485-491

9 Carte de céantdri bisericesti: versuri (Book of church hymns: verses), Editie ingrijitd de Petru
Puscas, Beius, Editura Buna Vestire, 2004; luliana Bancesu, Cantérile religioase din Maramures.
Text si context (Religious songs from Maramures. Text and context), Editura Macarie, 2000.
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textual variants, and others' contain both text and melody and are the
subject of the present research. Among those who played an active part in the
Christian ceremonial folk songs are Gheorghe Soima'!, Constanta Cristescu'?,

0 Carte de céantari bisericesti: pricesne si invataturi ale credintei strdbune (Book of church

1

1

=

N

hymns: pricesne and teachings of the ancient faith), Editie ingrijitd de loan Ghiurco si
Florian Dudas, Editura Lumina, 1998; Ceausu, lon Gh., Carte de cantari duhovnicesti (Book
of spiritual hymns), Editia a 4-a revizuita, Bucuresti, Editura Artemis, 2009; Carte de cantari
religioase si colinde (Book of religious songs and carols), Arad, 1994; Buda Luca, Céntece
de inmorméantare si pricesne (Funeral songs and carols), Timisoara, Editura Politehnica,
2009; Cantari in cinstea Maicii Domnului (Songs in honor of Our Lady), Editura Mesagerul,
Cluj-Napoca, 1996; Corlean Natalia, Pe Tine Te ldudam: cantari liturgice ortodoxe, pricesne
si colinde (We praise Thee: Orthodox liturgical songs, praises and carols), Editura Agaton,
2019; Cinstind Adormirea Maicii Domnului: prohodul Adormirii Maicii Domnului $i pricesne
de procesiune inchinate Maicii Domnului (Celebrating the Assumption of the Assumption of
the Blessed Virgin Mary: the Prood of the Assumption of the Blessed Virgin Mary and
processional songs dedicated to the Blessed Virgin Mary), Cluj-Napoca, Editura
Renasterea, 2014; Céanta-voi Tie Dumnezeule: culegere de pricesne, cantari bisericesti i
colinde (I will sing to Thee, O God: a collection of carols, church songs and carols), Editura
Traian Dorz, 1998; Lazar lon, Florilegiu melodic: motive folclorice, colinde, pricesne, imnuri
si cantari din tezaurul poeticd-melodic al poporului roman (Melodic Florilegium: folkloric
motifs, carols, carols, hymns, anthems and songs from the poetic-melodic treasury of the
Romanian people), Cluj-Napoca, Editura Mega, 2009. Toata suflarea sa laude pe Domnul
(Let all the world praise the Lord), Ed. Oltenia, Craiova, 1992, represents church songs,
religious hymns, carols and hymns, carols and star songs, collected and revised by priest-
professor Alexie Al. Buzera.

Gheorghe Soima, ,Folclorul muzical religios” (Religious folk music), in: Studii teologice, nr.
3-6, 1950, p. 288-294. Professor Soima presents the connection between Transylvanian
Romanian folklore and Transylvanian church music. How the two musical traditions have
influenced each other, contributing to the preservation of religious, cultural and linguistic
identity

Constanta Cristescu, ,Pelerinajul si cantecul...”. Constanta Cristescu’s study is the most
important for our approach and for the definition of this new musical genre. Based on a
series of field research, she establishes the functional, structural and thematic particularities
of Christian ceremonial folk song. The definition of this new musical genre belongs to him.
Inspired by Traian Méarza’s study, ,Ritmul vocal acomodat pasilor din mersul ceremonios,
un tip distinct al ritmicii populare roméanesti” (The vocal rhythm accommodated to the steps
of the ceremonial gait, a distinct type of Romanian folk rhythm), in: Lucrari de muzicologie,
vol. 10-11, Cluj-Napoca, 1979, p. 245-257, proposes a methodology for the morphological
analysis of pilgrimage songs, highlighting the fact that we are dealing with a distinct musical
genre, belonging to the family of occasional ceremonial songs performed collectively. The
analytic method applied to both the text and the melody provides us with a useful musical
key to distinguish this musical genre, which is widespread among the dozens of new
religious creations called pricesne.
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Vasile Stanciu'3, Domin Adam, Daniel Mocanu'®, and Ovidiu Martis 6.

Starting from the working hypotheses outlined in the research listed
above, the present research seeks to provide new information in terms of
defining the particularities of this musical species, completing the diachronic
stratifications of the species and outlining a typological sketch of the melody
of the pilgrimage song.

Defining the species

When we want to define a musical species within a particular genre
of popular music, we have to consider several defining criteria: its function in
a ceremonial act (the meaning of the act, its purpose in the socio-cultural-
religious context); the thematic and motivic scope, and the structure or
compositional scheme reduced to a model, or models, with specialized
stylistic procedures” .

Depending on the place and role they occupy in the life of the
individual and the community, folk songs are usually divided into occasional
and non-occasional. Referring to the functional and structural particularities
of the songs analyzed, pilgrimage songs can be categorized as occasional

3 Vasile Stanciu, ,Priceasna euharisticd si alte cantari religioase in colecti de muzica
bisericeasca din Transilvania si Banat in secolele XIX-XXI” (The Eucharistic Priceasna and
other religious songs in church music collections from Transylvania and Banat in the 19th-
21st centuries) in vol. Euharistie, Spovedanie, Martiriu. Lucrérile Simpozionului International al
Facultatii de Teologie Ortodoxa din Cluj-Napoca (3-5 noiembrie 2014), VVol. 1l, coordonator
volum impreuna cu Pr. lect. univ. dr. Adrian Podaru, Editura Renasterea, Cluj-Napoca,
2015, pp. 7-33. Priest Professor Vasile Stanciu lists the main religious songs present in
musical collections from Transylvania and Banat.

4 Domin Adam, Culegere de pricesne... (A collection of pricesne); ,'Priceasna’ and ‘Koinonikon’ -

history, structure and form” (Priceasna" and "Koinonikon" - history, structure and form), in Altarul

Reintregirea, no. 3, 2012, p. 69-88. Professor Domin Adam presents the role of the quincunx in

the Orthodox liturgy and the religious songs that are sung today at this liturgical moment.

At the same time he also presents the present custom in the Transylvanian area of introducing

popular religious songs at the time of the chinicon..

Daniel Mocanu, ,Religious Chants — The Diversity of Church Hymns Types”, in: Studia UBB

Musica, LXV, 2, 2020, p. 193-224. The study presents the religious songs performed in the

liturgical moment of the quinonic. By classifying them according to textual and melodic criteria,

a series of religious songs are identified which fall into the following categories: chinonic,

pilgrimage songs, thematic prayers, Marian prayers, popular prayers, folk songs, folkloric

songs, calophonic songs, psaltic creations, songs from the Lord’s Prayer, songs from the
literature of prison poetry from the communist period...

6 Qvidiu Martis, Priceasna in ,arhitectonica” de ansamblu a cultului bisericesc - Abordare
pastoral-misionara (Priceasna in the overall “architectonics” of church worship - A pastoral-
missionary approach), PhD thesis. It presents the role that religious singing in general and
folk songs in particular play in increasing Christian piety and their missionary impact...

7 lleana Szenik; loan Bocsa, ,Studiu introductiv” (Introductory study), in: Colinde roménesti,
coord. loan Bocsa, Fundatia Culturald TerrArmonia, 2005, p. 11. (p. 7-62)

1

o
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repertoire. Unfortunately, this category of songs has been omitted by those who
have so far dealt with folklore collecting. In the concerns of ethnomusicologists
this musical genre has not been of interest. However, we are dealing with a
living musical phenomenon, which is in a continuous dynamic and influences
on a greater or lesser extent the church music life of the Orthodox Christians in
Transylvania. The only in-depth research aimed at highlighting this new musical
species belongs to ethnomusicologist Constanta Cristescu. Analysing this
musical phenomenon of pilgrimage songs, she defines them as Christian
ceremonial folk songs'®, which belong to the category of collective occasional
songs, not yet defined by specialists.

If we refer to the function that the pilgrimage songs have in the
ceremonial act, we must emphasize, first of all, the latreutic function, of
prayer, of invoking the person of the Mother of God, in order to thank her and
ask for her help. The religious theme of these pilgrimage songs has generated
a series of secondary functions, subordinated to the latreutic function. Thus,
since we are talking about a social group coming together for an event which
has a whole series of rules, the function of strengthening the cohesion of the
social group and the community is mentioned. Then, the protective function,
the whole action is placed under the protection and guardianship of God and
the Mother of God. The normative function, through the moralizing themes of
the pilgrimage songs, proposes models of moral conduct in accordance with
Christian precepts. The cathartic function of releasing negative thoughts and
accumulated tensions. Lastly, we must remember the function of manifesting
and experiencing the sacred™®.

The Christian ceremonial folk songs are sung mainly on feasts in
honor of the Virgin Mary, are present in a cultic setting, have countless variants
in the popular musical tradition, spread orally and have led to the emergence
of a new genre of church music, called priceasna, which replaced the old
chant of the koinonikon in the Holy Mass.

The terminological explanation of this new musical species Christian
ceremonial folk songs is as follows. The songs that belong to this species
are part of the occasional popular musical repertoire, are creations of church
singers, priests, rhapsodies, have a specific theme, have defining structural
features, are often performed in groups, on pilgrimages and, more recently,
are also sung at church services throughout the year.

The species of pilgrimage songs we are dealing with in this study is
distinct from Christian religious songs, which are generically called priceasna.
All songs with a religious content that are not part of the Byzantine musical
repertoire and that are performed today in the context of worship are assimilated
into the category of the priceasna, the Christian hymn. Classifying them from

'8 Constanta Cristescu, ,Pelerinajul si cantecul...” (Pilgrimage and song), p. 67.
'% lleana Szenik; loan Bocsa, ,Studiu introductiv” (Introductory study), p. 12
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the perspective of the melodic line and the texts used, we have priceasna
belonging to Romanian folklore, moralizing priceasné focused on highlighting
Christian moral behavior; psaltic priceasna; folk priceasna; priceasnéd belonging
to the Oastea Domnului group, many of them with lyrics by Traian Dorz.

Origin of Christian ceremonial folk songs

Since the beginning of the 20th century, scholars have been asking the
question: how does a folk song come into being? Today, analyzing this musical
species, we can ask ourselves: how does a Christian ceremonial folk song
come into being? The answers are manifold. The scholar Stojan Djoudjeff is
of the opinion that: “Usually, what is called the birth of a song is nothing more
than the adaptation of a new text to an old melody or, conversely, of a new
melody to an old text whose music has become old or banal. To create a new
melody, the rhapsodist is often content to introduce what are otherwise
superficial changes, either in the rhythm or in the melodic flow of an existing
song. Even the actual creation of a new melody is usually no more than a
mere inspired process, an imitation of other arias that torment the memory
of the performer-turned-composer, a reminiscence”?°.

At the same time, it should be noted that the role of the individual and
the collective in the creation of pilgrimage songs is important. They are
decisive factors in the creation of variants. The tendency to create these
variants is manifested by the intensity with which the style of the song of the
community in question lives in the pilgrims’ souls?'. Gheorghe Ciobanu believes
that several factors have contributed and continue to contribute to the evolution
of the creation of folk music: contact with the music of other peoples; contact
with cultured music; the interweaving of different regional styles; variation;
contamination??. All these factors influence to a greater or lesser extent the
creation of pilgrimage songs.

20 Djoudjeff Stojan, Rythme et mesure dans la musique populaire bulgare, Paris, Ancienne
Champion, 1931, p. 9

21 Gheorghe Ciobanu, ,Stratificari in muzica populara romaneasca” (Stratifications in Romanian
popular music), in: Studii de Etnomuzicologie si Bizantinologie, vol. 2, Editura Muzicala,
Bucuresti, 1979, p. 27.

22 Gheorghe Ciobanu, ,Stratificari in muzica populara romaneasca” (Stratifications in Romanian
popular music), p. 27.
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As for the origin of pilgrimage songs, specialists?® believe that they
are reminiscent of the melodic patterns of those old religious songs present
in the anthologies circulating in Europe from the 17th century onwards?*.

Marian-themed religious songs are known as “Marienlied” or pilgrimage
songs?°. Marian poetry flourished in medieval literature from the 12th century
onwards. Works such as Frauenlobs Marienleich?®, Grazer Marienleben?” and
Bordesholmer Marienklage?® bear witness to the growing interest of poets in
the figure of the Virgin Mary. Transmitted orally or in manuscripts, these songs
were later set to music by composers such as Oswald von Wolkenstein?® ,
helping to spread them throughout Europe.

Although initially outside the liturgical sphere, Marian songs were often
inspired by Latin texts and integrated into the religious practices of the faithful.

23 Gheorghe Ciobanu, ,|zvoare ale muzicii romanesti” (Sources of Romanian music), in: Studii de
etnomuzicologie si bizantinologie, vol 1., Editura Muzicala, Bucuresti, 1976, p. 9; Vasile Stanciu,
Muzica bisericeascé ortodoxa din Transilvania (Orthodox church music in Transylvania), Editura
Presa Universitara, Cluj-Napoca, 1996, p. 26; Constanta Cristescu, ,Pelerinajul si cantecul de
pelerinaj...”, p. 67

24 The Liber Usualis, Desclee & Co., Tournai, 1956. In 1570, a Little Book of Songs in Romanian

was printed for the Calvinized Romanians, in Latin letters, translated from the Hungarian

book of Szegedi Gergely. This work would later be completed and translated by loan Viski
under a different title, Psalms and Church Songs, for the Calvinized Romanians of the Heteg

Country. The pastor loan Viski also compiled the book Psaltirea calvino-roméana versificata,

which includes in addition to the psalms versified by the author, songs, carols for Christmas,

New Year, Easter, Easter, Easter and Pentecost. Cf. Nicolae Albu, Istoria invatdmantului

romanesc din Transilvania pana la 1800 (History of Romanian education in Transylvania until

1800), Tipografia Lumina, Blaj, 1944, p. 24; 109. Papp, Géza, XVIl szazad énekelt dallamai,

Academiai Kiado, Budapest, 1970.

Thomas A. Thompson, ,The Virgin Mary in the Hymns of the Catholic Church”, in: The Oxford

Handbook of Mary, Edited by Chris Maunder, Oxford University Press, 2019, p. 247-265.

Marian hymns flourished in the Middle Ages, but after the Council of Trent (1545-1563), the

Catholic missal contained, with a few exceptions, only the scriptural and euhological texts

in Latin. The Marian devotional hymns of non-Liturgical origin succeeded in creating a particular

Marian devotion. After the Second Vatican Council, the Virgin Mary was integrated into the

"Mystery of Christ", being celebrated within the Mass, but at the same time creating a

scriptural and ecclesial image of the Virgin Mary. For a more in-depth examination of the

reception and role of the Virgin Mary in Christianity see: The Oxford Handbook of Mary,

Edited by Chris Maunder, Oxford University Press, 2019.

26 Ludwig Pfannmidiller: Frauenlobs Marienleich. In: A. Brandl, E. Schroder, F. Schulz (eds.):
Sources and research on the linguistic and cultural history of the Germanic peoples. Issue 120.
Karl J. Trubner, Strassburg 1913.

27 Werner Fechter : Grazer Marienleben . In: German Literature of the Middle Ages. Authors’
Dictionary. 2nd, completely revised edition. Edited by Kurt Ruh (et al.), vol. 3. Berlin, New York:
de Gruyter 1981, col. 229f; Alfred Kracher: Medieval literature and poetry in Styria . State
exhibition 1976. Graz 1976.

28 Horst Appuhn: The Bordesholmer Altar, 2nd edition, Kénigstein i. Ts. 1987.

2% The songs of Oswald von Wolkenstein (= Old German Text Library. Volume 55). Edited
by Karl Kurt Klein . 4th, fundamentally revised edition by Burghart Wachinger . De Gruyter,
Berlin 2015.
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They played an important role in popular devotion, being sung during
pilgrimages and in local communities. Collections such as the Goldener
Himmelsschliissel have collected these songs, providing the faithful with a
rich repertoire of prayers and hymns<.

These songs penetrated Transylvania through book sources3!, but
also through the religious propaganda of the Catholic, Lutheran and Protestant
cults. The musicologist Romeo Ghircoiasu affirms, in this regard, the fact that
“the musical current implanted by the reformers among the Romanians of
Transylvania was able to stimulate the development of a musical-literary-
cultic tradition not specific to Orthodoxy, of the so-called “priceasna”, of
popular, but also Protestant influence, as a way of expressing a truth of faith, a
tradition that is still practiced today in many Orthodox churches in Transylvania
and, more particularly, in the bosom of the Oastei Domnului’®2. Performed in
the Christian space of different confessions in Transylvania, the pilgrimage
songs in honor of the Virgin Mary can be confessionally confiscated. Each
Christian cult has assimilated, disseminated and performed them according
to its own specificity. In the Orthodox area, they came from the Catholic and
Greek-Catholic tradition and were later adapted to the Orthodox ethos of
Transylvanian Christians.

Spread in the Transylvanian area through different confessional
channels, the pilgrimage songs dedicated to the Mother of God were subject
to processes of adaptation and transformation, according to the specificity of
each cult. Thus, within the Orthodox Church, these songs have been integrated
into the liturgical repertoire and have been adapted to the cultural and
religious context of the Orthodox communities in Transylvania.

Oral transmission has led to a gradual unification of melodic elements
common to religious and processional songs, contributing to the formation of a
specific musical identity within Orthodox communities. These melodic patterns,

30 D.V. Huebner: Vokalmusik. In: Remigius Baumer, Leo Scheffczyk
(ed.): Marienlexikon. Volume 6 (Scherer-Zyprese / Addendums). Eos, St. Ottilien 1994, pp.
651-663; The greatest Marian prayers: their history, meaning, and usage by Anthony M.
Buono 1999.

31 At the same time, spiritual songs also penetrated Transylvania through the schools that
were established by the Catholic Church in Oradea, Alba lulia. Also the schools established
by the Lutheran and Calvinist denominations in Sighisoara, Caransebes, Heteg, Turda. For
more information see: Istoria invatamantului din Roménia (History of education in
Romania), Editura Didactica si Pedagogica, Bucuresti, 1971, p. 35. Paul Brusanowski,
Invétamantul confsional ortodox romén din Transilvania intre anii 1848-1918. Intre
exigentele statului centralist si principiile autonomiei bisericesti (Romanian Orthodox
confessional education in Transylvania between 1848-1918. Between the demands of the
centralist state and the principles of ecclesiastical autonomy), Editura Presa Universitara
Clujeana, Cluj-Napoca, 2010.

32 Romeo Ghircoiasu, Contributii la istoria muzicii roménesti (Contributions to the history of
Romanian music), vol |., Editura Muzicala, Bucuresti, 1963, p. 100.
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subject to constant change, reflect the evolution of religious experience and
cultural context. Consequently, Orthodox pilgrimage songs have developed
a distinct musical identity, specific to the liturgical-processional space of
Transylvania®3. Today, by functionality, thematic and music we are dealing with
a unitary background that constitutes a distinct species of folk music. This
new style of music is also called pilgrimage songs, monastery songs, Marian
songs, St. Mary’s songs, songs of St. Mary, songs in honor of the Virgin Mary34.

If in the beginning these ceremonial religious songs were strictly
related to the event being celebrated, pilgrimages on feasts in honor of the
Virgin Mary, and to certain geographical areas, especially the Transylvanian
area, today we can observe an interesting phenomenon. By means of social
networks: Facebook, Instagram and online video platforms: YouTube, Spotify,
we are witnessing the spread of this new species throughout the country. What
was once performed only in a well-determined ceremonial setting is now
being propagated in new non-ritual contexts. Pilgrimage songs have moved
from the repertoire of communities into the musical repertoire of popular
music performers, who sing them on various occasions: church services,
popular music performances; concerts, festivals.

In this context, it is very difficult today to talk about their range. It has
evolved from a local musical phenomenon, linked to a cultic ceremony, into
a national musical phenomenon, propagated by folk singers and church
singers. Some pilgrimage songs have broken down the musical barriers that
characterize regional musical styles. An important point to note is that these
popular pilgrimage songs exist and are propagated mainly in the ecclesiastical
environment. They are songs that have managed to penetrate almost all
Orthodox parish communities, being particularly linked to the devotion that
Christians have to the Mother of God.

Functional particularities

From a poetic-musical point of view, the pilgrimage song belongs to the
category of lyrical-epic creations. Unlike the other creations, it is characterized
by its theme, musical structure, occasion and mode of performance?®.

There are only 2 measures of verse in Romanian folk song: tetrapodic
acatalectic verse of 8 syllables and tripodic acatalectic verse of 6 syllables.
The 5 and 7 catalectic verses are only variants of the 6 and 8 syllables ones.

33 Constanta Cristescu, ,Pelerinajul si cantecul de pelerinaj...” (Pilgrimage and pilgrimage
song), p. 67.

34 Daniel Mocanu, ,Religious chants ”, p. 201.

3% Constanta Cristescu, ,Pelerinajul si cantecul de pelerinaj...” (Pilgrimage and pilgrimage
song) , in: Crdmpeie din cronologia unei deveniri, vol. 1, Editura Muzicala, Bucuresti, 2004,
p. 55-69 (56).
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Both octosyllabic and hexasyllabic verses are metrically divided into 2-syllable
feet, the first of which is stressed and the second unstressed. Hexasyllabic
verses have a tripodic structure, and octosyllabic verses have a tetrapodic
structure, both of trochaic type?¢. The oral tradition has preserved Romanian
folk verse in a binary metrical form, with emphasis on the first syllable of each
stem. However, the flexibility of musical interpretation has allowed for the
development of varied rhythmic structures, adapted to the specifics of each
region and each performer. These rhythmic variations reflect the richness
and diversity of Romanian folk culture. Thus, we also find rhythmic structures
such as iamb and spondee.

In addition to tetrapodic and tripodic metrical structures, in the
analyzed songs we often find 13 syllables supernumerary verse structures,
as well as 6, 7, 8 syllables mixed verses.

Metrical accents are consonant with melodic accents, and the starting
point of any vocal song is the word: Est etiam in dicendo quidam quidam
cantus obscurior (Cicero); Accentus seminarium musices (Martianus Capella).
In Romanian, the accent is a dynamic one of intensity; the accent is usually
done by pitch and intensity. There are two types of accents in the category
of pilgrimage song texts. The syllabic accent, in which the verse is based on
a stable number of syllables and on the inner stress which is marked by the
ending of a lexical unit, and which returns after the same number of syllables.
And the accent of the dynamic type with 2 to a maximum of 4 syllables that
move freely - especially on the inner verses - with the number of atonic
syllables between 2 stressed syllables varying from 1 to 7°.

The lyrics of these songs are creations of cultured or semi-cult origin,
belonging to the community, the deacons, the priests.

The theme of these texts is centered around the cult of the Virgin
Mary. We find texts with a doxological character, invoking divine help, texts
describing events in the life of the Virgin, texts in the form of versified prayers.
The central idea of these semi-cultic creations is often determined by the
time at which they are sung. Christian ceremonial folk songs can be divided
into songs for going to the Monastery, songs to be sung at the Monastery
while going around the wooden Church or waiting for the worship of the Holy
Icon, and songs for returning from the Monastery. Depending on their place
in the ceremonial, the theme of the song’s changes, emphasizing: the longing
to go to the Monastery, the sacrifice of the journey, the joy of reunion with
the Blessed Virgin, thanksgiving for all the gifts received, prayer for loved

36 Gheorghe Ciobanu ,Raportul structural dintre vers si melodie in cantecul popular romanesc”, in:
Studii de etnomuzicologie si bizantinologie, Editura Muzicala a Uniunii Compozitorilor,
Bucuresti, 1974, 14-34, p. 16.

37 Gheorghe Ciobanu ,Raportul structural...” (Structural Report), p. 22.
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ones, blessing for the return home, the joy of participating in the pilgrimage
and the promise of seeing again.

The theme of the procession texts is also largely conditioned by the
ceremonial moments. When the pilgrims set out from the locality to the
Monastery, they sing: “Come, souls, set out/ And prepare for the journey”;
“With songs of greatness/ We set out today for the Monastery”. Along the
way: “Mary, Holy Virgin/ My thoughts fly to you”; “Come all you Christians/
Young and old”; “The day of judgment/ When it shall be given to us”; “Let all
the Christian heart/ Come to the Monastery”. In the monastery courtyard:
“Great tears run down my face with sorrow/ | am angry in life, evil to God”;
“Rejoice, Holy Mother, Mother of God/ For all the angels sing to thee, Mother
of God”; “O Holy Mother/ With all we have come”; “Heavenly Empress/ Divine
wonder”; “Mary, heavenly flower/ You are all enchanting”; “We have come,
Mother Mary/ To sing to you”; “To Nicula, up on the hill/ In our beautiful
Ardeal”; “From the edges, O apostles”; “O Holy Mother/ We pray to you with
fervent fervor”. Departure from the Monastery: “Mother, you have helped us/
To do what we were given”38.

Pilgrimage songs also have refrains. In terms of content, they have
in their thematic structure an invocation addressed to the Virgin Mary. The
refrains are used in several ways: as an initial verse as a direct address to
the Virgin Mary; the refrain takes the place of a verse, but through repetition,
it is transformed again into a refrain; refrains that take the form of a dialog;
and refrains that are attached to verses as a supporting function.

The two arts, music and poetry, come together in Romanian folk songs
to express more fully the same content, without one being subordinate to the
other. The text and melody of folk songs do not constitute an inseparable
whole3°,

Structurally, there is a very close link between the text and the melody,
they merge and condition each other?. One argument in this sense is that
pilgrims cannot offer the text dissociated from the melody and conversely, in
their subconscious, the two elements constitute a unitary whole. Another

38 Cantece de procesiune” (Processional songs), in: Vieata cresting, nr. 11-12, 1946, p. 6;
Cinstind Adormirea Maicii Domnului: prohodul Adormirii Maicii Domnului i pricesne de
procesiune inchinate Maicii Domnului (Celebrating the Assumption of the Assumption of
the Blessed Virgin Mary: the Prood of the Assumption of the Blessed Virgin Mary and
processional songs dedicated to the Blessed Virgin Mary), Cluj-Napoca, Editura
Renasterea, 2014.

39 Gheorghe Ciobanu, Raportul structural...” (Structural Report), p. 14; B. Bartok, Cantece
populare roméanesti din Comitatul Bihor (Romanian folk songs from Bihor County), Bucuresti,
1913, p. VII; XIV. Bella Bartok, Volksmusik der Rumanen von Maramures, Munchen, Drei
Masken Verlag, 1923, p. XIX.

40 Gh. Ciobanu, Raportul structural...” (Structural Report), p. 48-49; Constantin Brailoiu, ,Le giustos
syllabique bichrone. Un systeme rythmique propre a la musique Populaire roumaine”, in
Polyphonie, 2 Paris, Edit. Richard Maase, 1948, p. 21..
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argument would be the reciprocal conditioning verse-melody, which occurs
in all cases of adaptation of verse to acatalectic or catalectic forms*'.

Songs in this style are composed in the form of romances, proper
songs, couplets, but also have their own melodies.

Own melodies are those that belong to the moment of the pilgrimage
ceremonial, are performed collectively and have a specific textual theme.
The rhythm of these melodies is syllabic in a structured form of 6 or 8
syllables, or several syllables, rhythmic beats for each melodic line. In
general, the rhythm belongs to the divisional and the giusto-syllabic system,
except for the arrival and departure songs, which are played on the pulse of
the steps, in ceremonial rhythm, falling within the “vocal rhythm accommodated
to the steps of the ceremonial walk”42.

The melodies of the chanting of the hymns, sung at different set
moments during the pilgrimage, are used as community-building tools. They
punctuate the cadence of the steps, being accommodated to the rhythm of
walking, focus attention on the event to be celebrated, arouse the emotional
state of the participants, in a word, articulate spiritual experiences and
beliefs, personal motivations and devotional gestures into a unified whole.
“Music is related to forms of natural energy, to the kinetics of movement, and
human bodies that come to master certain musical parameters execute
specific, common movements, the tempo of the music and the style of music
playing a decisive role in creating emotional states”®. In this sense, the
anthropologist Dupront states that “hearing has the property of inscribing the
religious extraordinary and converting it into the sensory nourishment of
popular religions, giving rise in some cases to a culture of pilgrimage*4.

Rhythm occupies a privileged place in the system of popular musical
language. The varied nature and form of the unfolding are the first criteria for
systematizing rhythm. The ceremonial march is generally slower and usually
uniform. The ceremonial rhythm is illustrated in Romanian folklore by the
classical form of several vocal species integrated into customs: the song of
the harvest wedding, the ceremonial song of recruitment, some ritual wedding
and funeral songs, partly in carols. Species that in their concrete and authentic
manifestation are performed in groups and only during ritual-ceremonial
journeyss. In addition to these musical species, pilgrimage songs can be

41 lleana Szenik; loan Bocsa, ,Studiu introductiv”, p. 20. 23-33.

42 Traian Marza, ,Ritmul vocal acomodat pasilor din mersul ceremonios, un tip distinct al ritmicii
populare roménesti” (The vocal rhythm accommodated to the steps of the ceremonial walk,
a distinct type of Romanian folk rhythm), in: Lucrari de muzicologie, vol. 10-11, Cluj-Napoca,
1979, p. 245-257.

43 Tia de Nora, Music in Everyday Life, Cambridge: Cambridge University Press, 2001, p. 87.

44 Alphonse Dupront, Du Sacré. Croisades et pélerinages. Images et langages, Gallimard,
1987, p. 357.

45 Traian Méarza, ,Ritmul vocal...” (The vocal rhythm), p. 247.
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unequivocally included in the structure of melodies accommodated to the
ceremonial steps.

Starting from the characteristics described by Traian Marza for the
songs specific to the vocal rhythm accommodated to the steps of the ceremonial
march, we can establish a series of specific features for the Christian popular
ceremonial songs. A syncretism that unites the versified word, the melody
and the ceremonial march, which is different from the syncretism of other
vocal categories (ballad, doina, the main song). A performance in a tempo
proper to the ceremonial walk, slower and relatively the same throughout the
song, a performance different from that of songs with parlando rhythm as
well as from the varied performance of dance. The rhythmic pulses have
conventional values of fourths, twelfths at times even higher, rarely lower.
They have a structured rhythm together with their verse, an aspect seen in
the numerical equality of the rhythmic pulsations in any series, corresponding
to a melodic line and the sung syllables as in the cells and rhythmic formulas
superimposed on the pair of syllables in the verse and the hemistich. The
number of beats in each rhythmic series is constant“6.

Given the considerable amount of musical material collected during
the research, the present analysis will focus on a selected corpus of pilgrimage
songs, representative of the repertoire performed during the pilgrimage to
Nicula Monastery. This selection is based on the criteria of frequency of
performance and their relevance within the pilgrims’ musical tradition.

As a result of direct observations, we have found a Niculan musical
style, which has imposed itself in the repertoire of pilgrim groups, beyond
their specific melodies. We can speak of a Niculan style that was formed over
time through the interference of several factors.

The first factor would be the exchange of songs between the different
groups of pilgrims who come to the monastery. During the 2-3 days of
pilgrimage, the pilgrims have moments when, between the Masses celebrated
on the stage in front of the church, they sing different songs in honour of the
Virgin Mary. In this context, the flow of songs among the thousands of pilgrims
is dynamic and enriching.

Then the next factor is determined by the imposition of a musical
canon by means of books of pricesne, printed under the authority of the Church.
Some of these also contain melodic versions of the pilgrimage songs, which
give a well-defined musical style.

Finally, we consider that the most important factor in the normalization
of the Niculan style is the chanting of the priceasna, which are sung in choir
during church services. From the stage situated in front of thousands of pilgrims,
at specific moments, a set of songs in honor of the Virgin Mary is performed.

46 Traian Méarza, ,Ritmul vocal...” (The vocal rhythm), p. 249-249.
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The climax of the whole procession is the procession with the icon of the
Virgin Mary, when all the pilgrims sing: “Great tears are streaming down my

”, W [

face”; “Receive us, Mother, again to your bosom”; “Mother of Heaven, hope
of the people”; “Help us, Mother/ To pray always”; “Mary, Mary, Mary, your
mercy”; “O Holy Mother, we have come with love, to Nicula in the grove”; “We
have come, Mother, to see you again”. These Marian songs have become
normative for the pilgrimage to Nicula. Sung year after year several times
during the three days of celebration, they have entered the pilgrims’ mentality,
becoming a musical trademark for the Nicula style.

Next, we will analyze the pilgrimage songs, which form the core of
the entire musical canon of Nicula Monastery.

The architectural structure of these pilgrimage songs has a strophic
aspect. The verse is usually made up of 2, 3 or 4 melodic lines, with two
phrase-like segments of two lines each and a refrain.

Types of architectural format:
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Cu céantare de marire, (With songs of greatness), Constanta Cristescu
Collection, “Pilgrimage and pilgrimage song...” p. 62.
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E.g. 2
Maica Cerului
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Maica Cerului (Mother of Heaven), Vasile Stanciu collection, Céntati
Domnului tot tot paméntul, p. 226.

E.g.3
Lacrimi mari imi curg pe fata
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Lacrimi mari imi curg pe fata (Big tears streaming down my face), collection
Vasile Stanciu, Céntati Domnului tot paméanténtul, p. 219.
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E.g. 4
La Nicula, sus in deal
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The Eugenia Marinescu collection La Nicula, sus in deal
(At Nicula, up in the hills).
E.g. 5
Am venit, Maicuta
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Am venit, Maicuta (Here | am, Mother), collection Vasile Stanciu,
Céntati Domnului tot tot paméntul, p. 232.
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E.g. 6
Ajuta-ne, Maicuta
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Ajuta-ne, Maicuta (Help us, Mother), Vasile Stanciu collection,
Sing to the Lord all the earth, p. 225.

E.g.7
O, Maicuté sfanta
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O, Maicuta sfanta (O, holy Mother), Vasile Stanciu collection,
Sing to the Lord all the earth, p. 221.

The melodic structure of the songs presented above usually uses a
major hexachord, sometimes amplified with a supporting lower fourth. Even
though some pilgrimage songs take place within an octave, however, the
melodic skeleton rests on only a few major steps. The melodic contour starts
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from the tonic, then the melody gradually ascends to the beginning of the
2nd hemistich after which the melody gradually descends again to the starting
sound, where it cadences prolonged cadences. The second segment, B,
usually begins on the mode chord, and consists of a distinct melodic line, or
a sequencing of the melodic lines in segment A.

The melodic formulas are distinguished mainly by their vaulting
character, especially in the first segment.

As far as the compositional procedures are concerned, we notice the
use of several principles. Firstly, there is the process of repeating melodic
figures. The repeated melodic patterns denote a certain symmetry. This process
allows a given pilgrimage melody to change its literal text and to become a
model melody for many other songs. The repetition of certain melodic figures
can be strict or free, depending on the freedom of the performer.

Another compositional process we find in pilgrimage songs is the
variational one. It starts with a melodic figure, to which new forms are then added
by changing the direction of the line (ascending or descending), ornaments and
rhythmic patterns.

The Christian popular ceremonial songs or pilgrimage songs analyzed
in this study are the ones that define the melodic canon of the musical repertoire
of Nicula Monastery. The dynamics of the evolution of songs in Romanian
musical folklore, characterized by regional and individual adaptations, is also
evident in their case. They have undergone changes over time, reflecting the
specifics of the performer, the community and the cultural context. “A particular
style lives in its fullness only in the bosom of the mass that gave birth to it"4".
The musical style of Niculan music, shaped over time by the decantation of
several popular Christian ceremonial songs, has become a defining element
in the shaping of a musical repertoire for the feast of the Assumption of the
Virgin Mary.

Starting from the premises stated for the first time by the
ethnomusicologist Constanta Cristescu, through the musical examples
analyzed, we reinforce the idea that we are dealing with a new musical genre,
which deserves all the attention of musicologists.

Conclusions

Pilgrimage songs fall into the category of Romanian folklore, being
closely related to religious practices and ceremonial events. They represent
a complex form of cultural expression, situated at the intersection between

47 Gheorghe Ciobanu, ,Stratificari in muzica populara romaneasca” (Stratifications in Romanian
popular music), p. 43.
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the sacred and the profane, between tradition and innovation. They combine
elements of oral culture with influences from written culture, reflecting a
syncretism specific to the religious and social context in which they emerged.

In addition to their primary function of honoring the Virgin Mary,
pilgrimage songs fulfil other important roles in the community, contributing to
strengthening social cohesion, protection, transmission of moral values and
the experience of the sacred.

The musical structure of pilgrimage songs is closely linked to the
ceremonial character of the pilgrimage act, being adapted to the processional
walk. Pilgrimage songs have a specific musical structure adapted to their
ritual context and social function. The close link between text, melody and
rhythm helps to create a strong aesthetic experience and to facilitate the
memorization and transmission of the songs.

Syncretism is a defining feature of these songs, which combine
elements of cult and popular music, reflecting the complexity of the processes
of creation and transmission of culture.

The rhythm and meter of these songs are closely linked to the poetic
text, creating an aesthetic unity and facilitating memorization and oral
transmission. The theme of the songs is centered around the cult of the Virgin
Mary, reflecting the religious beliefs and aspirations of the community.

Pilgrimage songs play an important role in transmitting cultural and
religious values down the generations. These songs help to strengthen the
identity of the community and strengthen the social bonds between its
members. Through pilgrimage songs, believers live an intense religious
experience marked by devotion and spiritual communion.

The functional, thematic and melodic particularities of Christian
ceremonial folk songs underline a dynamic process of affirmation of a specific
musical identity, in continuous evolution and adaptation to the socio-cultural
context.

Pilgrimage songs are a complex phenomenon at the intersection of
religion, art and society. They fulfil a multitude of functions, helping to strengthen
cultural identity and perpetuate religious traditions. Their musical structure,
adapted to the ceremonial context, and their deeply religious themes make
these songs an essential element of the Romanian musical cultural heritage.

Translated from Romanian by Angelica Marcu
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SUMMARY. Circulation of melodic types from one area to another is a
natural mechanism of oral transmission over time, by which variation occurs.
This is especially true in the old-style song genre, where performance is usually
individual; in such cases, transfer of “very popular’ melodies occurs fast, either,
in the past, by people moving from one area to another, or, more recently,
through the emergence of the mass media and various musical folklore festivals.
The field research carried out in the Padureni Land, Hunedoara, enabled us to
identify melodic types originating from other folkloric areas, though perfectly
“adapted” to the local style of interpretation. Even if the process depends mainly
on the performers’ interpretative qualities and on their capacity to create artistic
variation, our aim here is to show how a few extremely popular and well-known
melodies were absorbed and adopted, altered and/or adapted to the zonal
repertoire of the Padureni area.

Keywords: Padureni Land, Hunedoara, old-style song, extra-Carpathian
and Banat influences

The field research carried out by loan Bocsa and Alina Stan in the
Padureni Land (Hunedoara County) was finalized with the publication of the
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ALINA-LUCIA STAN

provided a vast documentary material for analysis and comparison. In this
collection, the non-occasional repertoire assumes a predominant position in
terms of quantity, totaling around 200 songs categorized under the genres of
the proper old-style song and the proper modern-style song. The pieces stem
from the field research campaign carried out by Rusalin Isfanoni in the 1980s
and from the recent field campaign carried out by loan Bocsa and Alina Stan
in 2017. Compared to the influences and transformations suffered by the
proper song in other ethnographic areas, the Padureni Land appears to be a
rather conservative area: even now, in the third millennium, the memory of
the elderly still preserves archaic productions. Proof of this is the fact that
only nine folkloric productions were identified and cataloged under the
category of modern-style songs, which includes melodies with structural
and stylistic features differing from those in the old-style song category. As a
rule, these are songs imported from other regions: extra-Carpathian, Banat,
Marginimea Sibiului, or songs showing intellectual influence. Generally
speaking, the factors contributing to such permutations, as well as to the
formation of a modern style, are economic (exchanges between neighboring
regions and between village and town), social (large population movements
from people fleeing from adverse historical conditions), cultural (influences
of the urban environment, of the folklore of the neighboring nationalities and,
last but not least, from the media — gramophone, radio, television, festivals)?.

Apart from the already mentioned melodies, which may be considered
as modern style precisely because of their origin from other folkloric areas,
we have identified within the old-style repertoire from Padureni several well-
represented melodic types, with a sizable number of variants, also originating
from other more or less neighboring areas.

The old-style songs in our collection have been grouped into 13 melodic
types, the main criteria for organizing the material being the general melodic
profile, determined by the placement of cadences and the relationships
between them, and then further criteria involving the architectural, sound and
rhythmic structure:

— linear melodic profile: melodic types 1 - 7;

— descending melodic profile: melodic types 8-11;

— vaulted melodic profile: melodic type 12;

— combined vaulted melodic profile: melodic type 13.

In the following, we will discuss five melodic types, respectively five
melodies, very well-known in their areas of origin, but which have been skillfully
taken over by the people of Padureni. This skill is reflected in the way in which

4 Emilia Comisel, Folclor muzical (Musical Folklore), Editura Didactica si Pedagogica, Bucharest,
1967, p. 335-336.
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the melodies were adopted, processed, adapted or transformed, aspects
which primarily involve architectural construction, rhythmic changes and, last
but not least, the specific ornamental and interpretive style specific to singers
of the Padureni area.

1. The first melodic type, with extra-Carpathian influences

The Padureni collection features a distinct melodic type with a linear
melodic profile (VII VII VII 1), supported by 14 melodic variants. Within the
musical typological classification of the repertoire of non-occasional songs,
this would be melodic type no. 3. Melodies in this category are characterized
by a build of four melodic lines (ABCD), constituted on the principle of chaining,
free rhythm (parlando-rubato) and an Aeolian sound structure with subfinal. The
special element here is the presence of the refrain Lino, Leano, draga mea,
placed on melodic lines 2 and 4, but with a different musical content. Compared
against the vast musical material in the collection, this regular tetrapodic
refrain has distinctive features, both musically and literally:

E.g. 1

Lunca Cernii, HD
J=52 Neidoni Mariana, 21

Li - no, Lea - no, dra - ga me!

PAD 468 | Cul. Isfanoni R., 1982, Tr: Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni Land,
Hunedoara, no. 394
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If we study the refrains in the 14 variants of this melodic type, we will
see that they are really pseudo-refrains, as some melodic variants only feature
chained verses. On this phenomenon of replacing verses with refrains or vice
versa, lleana Szenik stated: “when the number of syllables of the replacing
refrain is equal to that of the verse, the melodic line remains unchanged (of
course, changes may occur between variants, but not beyond the scope of
non-essential variation)”®.

In addition to this, the following synoptic table showing the variants
and their respective place of collection highlights the wide territorial spread
of the melody (10 villages), as well as its continuity over time, as variants
were recorded in both field research campaigns (Rusalin Isfanoni in the
1980s and loan Bocsa and Alina Stan in 2017):

Table 1
Song Title of melody Yearof | Place of Notes
number collection collection
no. 388 | Ce mi-i drag nu mi-i urat 1982 Batrédna, HD | songs with
no. 389 | Duce-m-as pén uneva 1984 | Socet, HD no refrain
no. 390 | Badeo, cand ii auzi 1983 Cerbal, HD
no. 391 | lo nu poci cénta ca cucu 2017 Poiana
Rachitelii, HD
no. 392 | Padure, draga padure 2017 Poiana
Rachitelii, HD
no. 393 | Pare-mi rdu c-am batranit 1986 Batréna, HD | the refrain is
no. 394 | Tindrd ma maritai 1982 Lunca Cernii, | on melodic
HD lines 2 and 4
no. 395 | Tindrd ma maritai 2017 Hasdau, HD
no. 396 | Tindrd ma maritai 2017 Hasdau, HD
no. 397 | Dac-as fi cantat ca cucu 2017 Ruda, HD songs with
no. 398 | Focu m-o pus sa ma-nsor 2017 Feregi, HD no refrain
no. 399 | Du-te, soare, la sfintit 2017 Cerisor,
Lelese, HD
no. 400 | Ce mai soacrd-mi capatai 1980 Dabéca, HD
no. 401 | Pe deal cata Magura 2017 Dabéaca, HD | the refrain is
on melodic
line 4
(Sai, lai la...)

Variants of melodic type no. 3 in the loan Bocsa, Alina Stan,
Traditional Vocal Music from the Padureni Land, Hunedoara collection

5 lleana Szenik, Amplificarea strofei melodice in unele tipuri ale cantecului propriu-zis (Amplification
of the melodic stanza in some types of the proper song), in Studii de Etnomuzicologie
(Ethomusicology Studies), vol. I, Editura MediaMusica, Cluj-Napoca, 2008, p. 63.
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Among the variants of this melodic type, one was interpreted in a more
cursive manner, with a precisely measured rhythm, respecting the elementary
rhythmic structure of 8 eighths, with only the final sounds being drawn out.
This may be due to the informant's advanced age, but the lack of rubatization
inside the verse gives us justification to see this variant as a form of transition
to the modern-style song. Discussing such rhythmic transformations in their
course on Romanian Musical Folklore, Gheorghe Oprea and Larisa Agapie
advance the following considerations: “Generally speaking, there is a tendency
towards measure, towards symmetry. This means that, in addition to the
parlando-rubato system, which was favored by the old style, the syllabic giusto
is gaining ground, and some songs can be described in terms of constant
measures. The mensural (Western) system emerges through the transformation
of the durations that characterized the traditional systems: for example, the two
basic units of the syllabic giusto and parlando-rubato systems, which were in
a ratio of 1/2 or 2/1 and indivisible (eighth-fourth), can change this way:
dotted fourth, eighth”®:
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str. 2 in cont.

PAD 153 | Cul Bocsa L, Stan A., 2017, 7r. Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni Land,
Hunedoara, no. 392

6 Gheorghe Oprea, Larisa Agapie, Folclor muzical roménesc (Romanian Musical Folklore),
Editura Didactica si Pedagogica, Bucharest, 1983, p. 340.
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Attempting to identify the origin of this refrain, very different from
those of other Padureni songs, we found a melody called Spune, afurisito,
spune, originally sung by the Gorj singer Maria Lataretu. Her piece, with the
same refrain (Leano, Leano, draga mea) and similar melodic features, was
included in the “Fonoteca de Aur” collection, probably a recording from the
inter-war period which was most certainly broadcast on the radio in the 60s:

Demaiai al -tu pe lu-me, Lea-no,Lea-no, Lea- no, dra-ga mea.

Spune, afurisito, spune (Maria Lataretu),
musical transcription Alina Stan

If we compare this piece coming from Gorj, which is given the character
of a dance melody (sérba), with the variants collected from Padureni, we may
find the similarities in the general melodic line (Aeolian sound structure, with
subfinal) and in the presence of the refrain (Leano, Leano, draga mea), which
stays the same in terms of both melodic profile and literary content. The
changes occurring in the Padureni variants target the rhythm and the build;
also, the song's literary text is totally different.

2. The second melodic type, with extra-Carpathian influences
The second old-style song with extra-Carpathian influences from

the Padureni collection corresponds to melodic type no. 10 and includes five
melodic variants. These melodies were recorded in both field research
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campaigns and from different communities, which comes to prove that such
“transformations” cannot be assigned to the intervention of a single informant,
nor can they be seen as an “invention” of one particular singer:

Table 2
Song Title of melody Year 9f Place .°f Notes
number collection | collection
no. 461 Péadure, draga padure 2017 Poienita songs with no
Voinii; HD refrain

no. 462 Cate pasari canta-n 2017 Vadu Dobrii,

codru HD
no. 463 De ce, mama, m-ai 2017 Ruda, HD

facut?
no. 464 Céand eram in vremea 1984 Socet, HD the refrain

me consisting of
no. 465 Apleaca-te, nana-n 2017 Cerbal, HD | interjections is

holda on melodic line

3

Variants of melodic type no. 10 in the loan Bocsa, Alina Stan,
Traditional Vocal Music from the Padureni Land, Hunedoara collection

This melodic type is characterized by a general melodic profile that is
either descending (3 VII VII I) or vaulted combined (7 VII 7 1), a build of four
melodic lines (ABCD) and an Aeolian sound structure. The distinctive element,
similar to the melodic type analyzed above, is the refrain, which in this case
is short and consists of an interjection only: Ai hai!” The rhythm specific of this
melodic type is free, parlando-rubato, but the variant that we selected for means
of comparison is a distinct one, with a syllabic giusto rhythm and elongated
values only at the end of the melodic lines:

7 This particular type of refrain was analyzed in the study Alina Stan, The Old-Style Song in the
Pdadureni Land, Hunedoara. A Melodic Type with Refrain Resulted from Melodic Interjections,
in “Studia Universitatis Babes-Bolyai. Musica”, no. 2, 2021, pp. 277-296.
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E.g. 4

Cerbal, HD
s~ 136 Costa Jenia, 64

=

Nu sta dreap - ta ca 0 jor - dal
PAD 130| Cul Bocsal., Stan A., 2017, . Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni
Land, Hunedoara, no. 465

This melody is, in fact, a variant of a widely circulating song (probably
also recorded in the inter-war period), Pe drumu Banatului, Maria Lataretu
from Gorj was singing it a dance song (sdrba). The same melody is even
better known as interpreted by Nineta Popa, a singer from the Lovistei Land
(Valcea County), who gives it a different character: she sings it much slower,
changing it from a dance melody, into a “listening” song:
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Pe drumul Banatului (Nineta Popa)
musical transcription by Alina Stan

Comparing the two musical examples, we can see that the melodic
line stays almost the same, the cadential profile and the structural
composition are almost identical, the only change being in the rhythm.
Regarding the short interjectional refrain, which is a characteristic feature of
the melody, lleana Szenik noted the following: “The variability of the metric
of the refrain does not throw the rhythmic and metrical-musical unity of the
stanza off balance, since in well-crystallized forms the overall duration of
each refrain corresponds to one of the formulas constituted on the measure
of the ordinary verse and which in most cases is present in the stanza”8.

In this example, too, the literary text of the song differs from that of
the original one.

8 lleana Szenik, Structura ritmica in cantecul propriu-zis de stil modern si nou (The Rhythmic
structure in the old style and modern style proper song), in Studii de Etnomuzicologie
(Ethomusicology Studies), vol. lll, Editura MediaMusica, Cluj-Napoca, 2008, p. 28.
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3. The third melodic type, with extra-Carpathian influences

The third old-style song with extra-Carpathian influences in the
Padureni collection is related to melodic type no. 11 due to its descending
melodic profile, but it is unique in that the cadences are placed in the
middle/high register (major hexachord with cadence on the first step). The
rhythm is quasi-measured, with a predominance of the elementary rhythmic
series, elongations occurring mainly at the end of the melodic lines:

E.g. 6
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PAD 091| Cul. Bocsal,, Stan A., 2017, Tr. Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni Land,
Hunedoara, no. 483

The interpretation belongs to the informant Cosana Vinca, from the
village of Cerisor, who received the distinction of Living Human Treasure in
2021. Even a non-knowledgeable listener listening to this recording would
have no troubles identifying the melody as belonging to the local repertoire,
thanks to the interpretation in style and to the guttural, chesty emission. In
reality, the melody is taken from the repertoire of a well-known singer from
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the Mehedinti area, Domnica Trop. M-a ménat mama la vie is a “listening”
song with a free vocal interpretation; the rhythm of the accompaniment is that
of the sérba dance:
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M-a manat mama la vie (Domnica Trop),
musical transcription Alina Stan

The two melodies are almost identical rhythmically and melodically,
except for the cadence of the second melodic line and the initial formula of
the fourth melodic line. The effect of Cosana Vinca’s "taking over" of this
melody consisting in bringing a new literary text and, as mentioned, singing
it in the particular style specific to the Padureni area.

4. The fourth melodic type, with Banat influences

The fourth old-style song in the Padureni repertoire analyzed herein
is a very popular one, supported by 11 melodic variants. In the collection, it
corresponds to melodic type no. 11, characterized by an overall descending
melodic profile, Aeolian sound structure with fluctuating C/C#, free rhythm
(parlando-rubato) and build of four melodic lines, made up either by repetition
(AABB) or by chaining (ABCD):
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E.g.8

Cerbal, HD
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str. 2 in cont.

PAD 423 | Cul. Isfanoni R., 1984, T Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni
Land, Hunedoara, no. 469

The identified melodic variants are sung on totally different literary
texts and were collected during the two previous mentioned campaigns
(Rusalin Isfanoni and loan Bocsa / Alina Stan), also collected from different
communities:
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Table 3
Song Title of melody Year 9f Place .°f Notes

number collection | collection
nr. 466 Cine-o facut drum pa | 2017 Batrana, HD | songs with no

munte refrain,
nr.467 | Co'pa Dealu Vadului | 2017 Poienita exception no.

Voinii, HD | 471

nr. 468 P& marginea Dunérii 2017 Cerigsor, HD
nr. 469 Nalt ii badea si subtire | 1984 Cerbal, HD
nr. 470 Deasupra capului meu | 2017 Cerigor, HD
nr. 471 De-ai fi, badeo, om | 2017 Cerigor, HD

viteaz
nr. 472 Arda-te focu de lume 1981 Lelese, HD
nr.473 Sa poci io céanta ca | 1981 Lelese, HD

cucu
nr. 474 Nu m& mai judece nime | 1983 Cerbal, HD
nr. 475 Lume, lume siiar lume | 1982- Lelese, HD

1983

nr. 476 Vina, badeo-n | 1981 Lelese, HD

sezatoare

Variants of melodic type no. 11 in the loan Bocsa, Alina Stan,

Traditional Vocal Music from the Padureni Land, Hunedoara collection

This melodic type also features one very interesting variant with
refrain on the third melodic line, AABrfC. Metrically, on the same melodic
profile, by cumulating the first two metrical feet, a regular tripodic refrain is

molded:
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PAD 093 | Cul Bocsal., Stan A., 2017, Tx Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni Land,
Hunedoara, no. 471

Originally, this melodic type is a more or less faithful rendition of a
famous melody from the Banat area, Deasupra de Resita, from the repertoire
of the singer Dumitru Constantin, song released on Electrecord in 1969. The
cadential profile and the melodic line are similar, the differences are only
noticeable in the internal rhythmic-melodic variations:
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E.g. 10
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Deasupra de Resita (Dumitru Constantin)
musical transcription Alina Stan

5. The fifth melodic type, with Banat influences

The last musical example to be analyzed is song no. 442, Drag mi-i
mie prim&vara, a unique variant in the collection. The melody is in major, with
a cadence on the second step, a typical Banat sonority, free rhythm
(parlando rubato) and a structural composition that is much enlarged due to
the repetition of its constituting elements: AAvBCBCBC.

The first aspect that draws our attention is the content of the literary
text, as for instance these verses:

Si vorbeste toatéa tara (And the whole country is talking)

Cé-i frumoasé Hunedoara! (That Hunedoara is beautiful!)

This laudatory text has most certainly emerged during the communist
era, due to village communities participating in the famous “Cantarea
Romaniei” (Praising Romania) festival:
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E.g. 11
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PAD 523| Cul. Herciu R., 1986, 7. Stan A.

loan Bocsa, Alina Stan, Traditional Vocal Music from the Padureni
Land, Hunedoara, 442

In reality, the melody is a variant of a well-known love song from
Banat, Deschide, mandra, fereastra, first sung by losif Puschita (TVR Archive
1973). The original version features short supporting refrains after the first
and third melodic lines, specific to the Banat area, an element that got lost in
the Padureni version. The architectural structure is much tighter (AAKBAK)
and there is a much richer ornamentation (melodic notes and multiple
appoggiaturas):
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Deschide, méndra, fereastra (losif Puschita)
musical transcription Alina Stan

Conclusions

The analytical presentation of these five melodic types circulating in
the Padureni Land highlights a “mechanism” of adopting and adapting songs
from other folkloric areas, showing how they have been changed to fit the
local style. Even in the absence of written information to document the age
of the original versions, the recordings on YouTube with the respective
singers — Maria Lataretu (Gorj), Nineta Popa (Vélcea), Domnica Trop
(Mehedinti), Dumitru Constantin and losif Puschita (Banat) prove that these
songs were performed and recorded in the inter-war period or in the following
decades, but certainly no later than the 1970s, in their areas of origin. Thus,
their Padureni counterparts stem either from the Rusalin Isfanoni campaign
in the 1980s or from the loan Bocsa/Alina Stan campaign in 2017; there were
no variants reported from earlier collecting campaigns (Emilia Comisel in the

73



ALINA-LUCIA STAN

1950s or Béla Bartok in the 1913). These melodies could have been easily
picked up through the media or through the quite frequent folk festivals of
those years.

In conclusion, the process of adopting and adapting these melodies
with different origins concerns the following aspects:

— the melodic line of the original version is largely preserved,;

— the refrain is retained as a distinctive element (where appropriate);

— the cadential system is preserved;

— for the variants with Banat influence, the free rhythm is preserved,;
dance melodies tend to be changed into slower, more lyrical
“listening” song (doina);

— changes only occur as rhythmic-melodic or architectural variations;

— all the adapted variants bring along an entirely different literary
content;

— the interpretation manner is unmistakably Padureni-style: singing in
a chesty, guttural voice, specific ornamentation, and, last but not
least, 'putting full voice and soul' into these songs, showing just how
much people enjoyed singing them.

Translated into English by Monica Hriscu
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CHOPINIAN PARTICULARITIES OF THE SONATA FOR
CELLO AND PIANO, OP. 65

LIOARA POPA

SUMMARY. In this article, emphasis is placed on the formal analysis of the
Sonata for Cello and Piano, Op. 65, as well as on the exposition of some of
Chopin’s stylistic principles. A comparison between the Sonata for Cello and
Piano, Op. 65 and the sonatas for piano solo composed previously by
Chopin, reveals similarities in structure. All four compositions present the
same quadruple arrangement, where the Allegro is followed either by a
Minuet (Sonata Op. 1) or a Scherzo (Sonata Op. 2 and 3). The third section
is a slow movement (Larghetto in Sonata No. 1, Marche funébre in Sonata
Op. 2, Largo in Sonata Op. 3), and the last movement consistently has a
rapid tempo, Presto (in Sonata Op. 65 — Allegro). Chopin configured for
himself a pattern of the genre for his sonatas, where he makes use of the
particularities partially exhibited in the miniature genres. The genre allowed
him to organize his musical thinking around some rigorous concepts,
imposed by practice and tradition, which provided him with a starting point
in the manifestation of his desire for innovation and the development of
romantic creative fantasy. Sonata for Cello and Piano Op.65 was a test for
his compositional skills in chamber music for two instruments. The choice of
cello as a partner for piano could be explained by its special timbral
expressivity, suitable for the themes characterized by warm melodicity and
vibrant tune.
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German influences.
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LIOARA POPA
1. Introductive Aspects

Although not seen as a major success from a compositional
perspective, The Sonata for Cello and Piano Op. 65 is noticeable due to the
melodic expressivity and cantability of themes, being chosen by musicians
around the world and included in the specialty repertoire of the
Conservatories. One of the basic thematic elements of Opuses 35 and 58 is
the semitone appoggiatura (or the semitone movement structure).?
and as Samson? notes for the Op. 65 Sonata, the motive of the ascending
and descending semitone becomes especially prominent.

In the main theme of The Cello Sonata, it is hard to fathom a wider
accent given by one short motif by ostentatious repetition. Even the tonal
scheme of the main section reflects this motif: G — A flat— C — D flat — C. This
motif is more clearly accentuated at the end of the phrases, including the
piano exposition. Throughout, the motif undergoes inversions, fragments,
and rhythmic diminishing. The result is remarkable and justifies Chopin’s
effort, even if the compositional style appears awkward at times.

In the motif's development, both instruments acquire equal roles, as
Chopin granted attention and sensibility to that particular context. There is a
wide variety of thematic exposition and timbral combination. For instance, in
part I, moments of piano solo can be identified in the presentation of the two
themes of the first group, moments of piano accompanied by cello (with the
piano as protagonist), moments of tutti, cello and piano at counter-subject or
counterpoint, including some quasi-canonic fragments. The second group
doesn’t lack structural minuteness. The debut is similar to a Gesangperiod,
where both instruments contribute to the thematic exposition, followed by a
variational writing with counterpoint emulation.

In what the inspiration source is concerned, a possible resemblance
with an early Romantic creation can be observed; an element which sets this
composition apart from other Sonatas of Chopin. The semitone motif is
identical to another important motif from Winterreise, from Schubert.# It
appears in the incipit song Gute Nacht and reappears throughout the whole
cycle. The example below describes some of the selected fragments:

2 Fratila, Lioara. Development of the Sonata genre in Frederic Chopin’s creation (Dezvoltarea
genului de sonata in creatia lui Frederic Chopin), Bulletin of the Transylvania University of
Brasov Series VIII: Performing Arts « Vol. 13 (62) No. 1 — 2020.

3 Samson, Jim. The Music of Chopin, Routledge & Kegan Paul, 1985, London, pp. 137-138.

4 Fratila, Lioara. Development of the Sonata genre in Frederic Chopin’s creation (Dezvoltarea
genului de sonata in creatia lui Frederic Chopin), Bulletin of theTransilvania University of
Brasov Series VIII: Performing Arts « Vol. 13 (62) No. 1 — 2020.
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Franz Schubert, Winterrreise, D. 911, op. 89, No. 1, Méssig, in gehender
Bewegung, Gute Nacht

To these examples may be easily added Rast, Friihlingstraum,
Eisamkeit, Die Krdhe and Das Wirtshaus, in which all the vocal parts start
with his motif.

Another frequently used motif in Winterreise is the ascension from the
fifth to the tonic. Sometimes, the two motifs described above are rendered
together, as in Mut (see e.g. 2), and this is precisely what happens in the first
bars of Op. 65.

E.g. 2
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Franz Schubert, Winterrreise, D. 911, op. 89, No. 2,
Ziemlich geschwind, kriéftig, Mut®

There is a similarity between Gute Nacht and the beginning of the
Sonata — Allegro moderato. This can hardly be a coincidence, if we consider
the subject of Winterreise (the disappointed girl despairingly leaves her lover)
and the circumstances of Chopin’s life from that period. A few years prior,
Schumann called into use Beethoven’s An die ferne Geliebte in Fantasy,

5 Samson, Jim. The Music of Chopin, Routledge & Kegan Paul, London, 1985, p. 49
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Op. 17, to express his wish to be reunited with Clara. Chopin’s attention went
to Winterreise during his painful split with George Sand, the French feminist
writer.

The basic motifs appear in all the other parts of the Sonata Op. 65:
dance as a Scherzo, the remarkable counterpointed Largo and the Allegro
finale. The motivic development is accompanied by a varied tonal plan: as,
for instance, in the exposition of part I, the secondary section has the
subdominant’s tonality, C minor, rather than the natural minor dominant. In
the reprise, on the other hand, the secondary theme appears in the minor
dominant, D minor, instead of the expected basic tonality. Through The
Sonata Op. 65, Chopin demonstrates his ability to develop new skills in the
last years of this short life. He also shows the skills already acquired in his
two maturity works: the piano sonatas.

E.g.3
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, fragments®

Formally, the first part goes a step forward in the direction of a more
integrated structure, organically growing from a small repertoire of motifs that
reciprocate with each other. Not even in the starting bars of Brahms'’s
Symphony No. 2 are the motifs so developed as in this Sonata. Example 3
above shows a few deviations and transformations of the exposition, where
(x) acquires special prominence at the cello’s first entrance, preceding the

6 Samson, Jim. The Music of Chopin, Routledge & Kegan Paul, London, 1985, p. 102
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presentation of the main theme as the motif saturation is extended. It can be
said that effectivity is the key to this technique.”

This form-generating motif (x), as can be observed, stands at the
foundation of the whole work. It initiates the scherzo — inspired by folk music —
as well as the delicate slow, romantic part and the final tarantella.

Even the trivial connection between the first and second themes of
the first group is later brought in the secondary group, both in the theme’s
opening, and reappearing in the development section. Similarly, the vaulted
trajectory motif from bars 5 to 8 (see e.g. 4), a familiar element of Opus 588,
recurs during part I. For instance, this is processed at the beginning of the
development, and returns in the reprise before the secondary subject,
emphasizing the (x) motif in both cases.

The beginning of the Sonata establishes the symmetrical periodicity
of the main theme, a group of four bars, comprising two balanced phrases.
But, as the cello processes the material, the four-bar phrase (which changes
constantly) is diffused and modifies the same basic forms. This type of
motivic development can also be met in the second section of the first
subject, where significant internal repetition in the cello’s melody is not
implied, resulting in an expressive sequential conduction of the voices.®

2. Analysis

The Sonata Op. 65 is made of four movements, largely following the
classical architectural pattern based on alternating movements and forms as
seen below:

> |. Allegro moderato — G minor — form of sonata

»1l. Scherzo — D minor (with D major Trio - Cantabile) — large three
stanzas

> ll. Largo — B flat major — small three stanzas

»>1V. Finale. Allegro — G minor (with G major closure) — atypical rondo.

7 Leiken, Anatoly, The Sonatas, The Cambridge Companion to Chopin, Ed. Samson, J.,
Cambridge University Press, Cambridge, 1992.

8 Fratila, Lioara. Chopinian Particularities in Piano's Sonata op.58, (Particularitati chopiniene
in Sonata pentru pian op.58), in Journal Bulletin of the Transylvania University of Brasov,
vol 13 (62) — 2020.

9 Gould, Peter. Concertos and Sonatas, in Frédéric Chopin: Profiles of the Man and the
Musician ed. Walker, A., Barrie & Rockcliff, London, 1966.
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2.1 Movement |

The first part of the composition, with indication of the Allegro
moderato tempo, is structured as a sonata which follows the pattern
established by the forerunners of musical Classicism. Jésef Chominski
observed that Chopin consciously did so with the four movements.°

Unlike anything else composed by Chopin, this piece has a unique
character. To generalize upon the whole creation of Chopin starting from The
Cello Sonata (as some critics did) would be a mistake, as Arthur Hedley says
in his work, The Master Musicians: Chopin.

The theme of the work is clearly outlined through autonomous
musical ideas, with a high potential for processing through intervallic
variation, multiple harmonization, segmentation, and insistence on musical
cells (for example, the segment with a marked beat in the main theme). From
a stylistic point of view, part | starts from the idea of a classical form,
respecting the framework elements of architectural development. But it has
Romantic musical characteristics, such as the introduction of a piano
cadenza right at the beginning of the exposition, modal chains (V-IV-V, within
the main theme, or V-Il, in moments during the work), very fast and
unexpected modulatory inflections (right in the middle of the themes), and
chromatic modulations. '?

2.2 The Exposition

The composition debuts with an expository moment of the main
theme, where the first 8 bars have more cadential character with the purpose
of creating a small piano introduction, preparing the entrance of the cello.
From a harmonic point of view, the fragment is structured in a classical
succession of main steps, ending with a dominant stop, which is needed to
achieve the cadential passage. The only elements that draw the attention are
the chord chains V-IV-V, then V7-IV6, which contain plagal cadences.

10 Chominsky, Josef. Fryderyk Chopin, Deutscher Verlag fiir Musik, 1980, p. 161.

" Hedley, Arthur. The Master Musicians: Chopin, revd. Maurice J.E. Brown, J.M. Dent & Sons
Ltd, London, 1974.

2 Samson, Jim, The Music of Chopin, Routledge & Kegan Paul, 1985, London.
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Fr. Chopin, Cello Sonata, Op. 65 part |, Allegro moderato, bars 1-4

The cello’s entrance, accompanied by a large pianistic respiration
(suggested by the crown near the two-beat pause), brings with it a different
harmonic succession even if the first three bars respect the chords and steps
of the piano entrance.
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 5-8
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In bars 12 to 15, there is an unusual cadence on step IV which
becomes prominent through repetition and generates a modulatory inflection
towards C minor through harmonic succession (I — IV — Il |b — V6 —I). This
has a sudden and dramatic effect on the main theme, quickly sliding into
fleeting modulations.
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 9-15

Over a total of twelve bars (9 to 20), the main theme (noted A) has a
slightly dancing, dramatic effect (due to the punctuated rhythmic cell,
alternating with quarters), which is also anxious due to harmonic instability
and sudden chromatic sliding.

E.g.7
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 9-15

The bridge is an ample section, structured in three evolutional phases
towards the secondary thematic group:
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 60-68

The secondary thematic group is brought forth through a tonal
instability, noted B. It has a mainly transitive character, as a string of diatonic
seventh to dominant chords, which are resolved then perpetuated. The
harmonic instability is finally solved by the relation Il — V — | inside the tonality
B flat major. There, the tonic chord states the entrance of the second
secondary theme, B2.

The B2 theme is initially given to the piano and has sequential
structure in three segments: B flat major, inflecting towards C minor, then D
minor. The last is incomplete, unlike the precedent, allowing the return to B
flat major by a diatonic relation (the fourth step of D minor becomes the first
in B flat major, immediately followed by the dominant chord).
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 69-74
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In bar 77, the theme is resumed by the cello with similar sequence
structure (varied B2), with arpeggiated piano accompaniment:

E.g. 10
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 77-80

The secondary thematic group ends with a conclusive musical idea,
brought in as an inner enlargement to prepare the cadence in a new tonality.
Contrary to the expectation of a classical tonal evolution, the composer leads
the harmonies from B flat major to a vague F major, suggested by the presence
of the dominant of the seventh, and resolved through lyrical cadence on step
VI (bars 86-87). The following new occurrence of the dominant seventh
completely deceives the sound expectation of chaining with a diminished
seventh as a necessary resolution.
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 84-88
The conclusion, formed from a repetitive motif, is varied in the last

bars and ends the exposition in a display of chords virtuosity following the D
minor cadence:
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars109-114

The development starts unexpectedly in G major, with a return of the
main theme, this time without anacrusis:
E.g. 13
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 115-119

The new tonality is but a passing; the discourse moving towards
another center, F major. The tonal trail of the development is meandering,
with many temporary stops at different centers.

Similarly to the exposition, the end of the secondary theme is given
by the same idea with double-function: conclusive and modulatory. The
expectation of a cadence in B flat major is annulled by the seventh
diminished chord leading the harmony towards G minor, the initial tonality of
the Sonata.
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The last section is a fairly ample Coda, where reminiscences of the
main theme can be met (rhythmic pulsation given by the beat of the anacrusis
motif). The discourse receives ample unfolding through dense and precipitated

chords which prepare the final cadence.
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Fr. Chopin, Cello Sonata, Op. 65, part |, Allegro moderato, bars 221-223
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Fr. Chopin, Cello Sonata, Op. 65, part I, Allegro moderato, bars 229-235

To synthesize all the architectural formal aspects of movement |, the

scheme below can be consulted:

EXPOSITION — (1-114) Secondary
Introd. Theme A bridge group

PhaseI Ph.II Ph.II B1 B2 Cadence Conclusion
1-8 9-20 21-35 3651 52-60 61-68 69-83 8491 92-114

g g - c-Ab-gt V#- Bb V-l (F)d d-—-
DEVELOPMENT — (115-179)
First stage Second stage Third stage
115-149 150-171 172-179
G-F-E-Db-D-E-g —-d—-g V-I-e—aV- a Vi
REPRISE
Secondary group Coda
Bl B2 Cadence 12 10 7
180-184 185-198 199-207 207-218 219-228  229-235
—eV | Bb—g g
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Movement Il

After an ample and tense Allegro moderato, the composer opted for
a contrasting movement according to his own musical thinking, not following
a classical pattern. Thus, instead of a slow movement, he introduced a
Scherzo: a vibrant and alert virtuosity section. The second part is shorter,
with accessible melodicity and no ample processing.

The Scherzo is written in % measure, typical to the dancing Minuet
genre (which evolved towards scherzo), in d minor tonality, transformed into
D major by homonym in the middle Trio section. The composer omitted any
agogic suggestion for the tempo notations, granting the interpreters the
liberty to follow the tempo of the Scherzo and the previous part.

From a formal perspective, the traditional patterns of the minuet and
the scherzo genres are respected, in the form of three large stanzas (ABA),
where A and B are small three stanzas.

From a stylistic perspective, correspondences with similar sections
and movements from the works of Beethoven or Schubert can be discerned;
where the Romantic character lies within the slightly dramatic melody, the
specific, simple rhythmic formulas, and especially in the discourse virtuosity,
with rapid tempo.

The first section starts with a theme of vigorous character, in an alert
movement, constructed as a double-square period (A A’), each delimited, in
its turn, in four phrases of four bars (a, b, ¢, d) + (av, bv, cv, dv). We recognize
in this structure the pattern of a classical quadrature.

Although they constitute a whole and a unique theme, the four
musical ideas have individual features (especially due to the pluri-vocal
writing):

a - cello melody with chordal accompaniment.

b - piano answering melody, accompanied by cello.

C - piano unison.

d -sequenced melody for cello, with pianistic chordal accompaniment,
preparing for the cadence and resuming of the first idea.

The first period, A, has a simple harmonic construction, based on the
succession of the main steps | and V. The theme is exposed by the cello in
the first bars, then resumed, as an inciting dialogue in the upper plan by the
piano.
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Fr. Chopin, Cello Sonata, Op. 65, part ll, Allegro con brio, bars 1-16

The second period (A’) picks up the same theme, this time presented
by the piano. The dialogic form of discourse is maintained with small
differences of distribution and harmonization of the musical phrases (thus
noted av, bv, cv, dv). The variations are inconsequential for the structure, but
dynamize the discourse, avoiding the monotony and stagnation of the
musical dramaturgy.

After the first thirty-two bars (a classical quadrature), an ampler
section follows, developing the sound material from the previous double
period. This new delimitation is noted as A1, with the observation that it is
not an autonomous section, with a stable tone or form. The only clear
moments in the harmonic evolution are the cadences in B major (bars 44-45)
and D flat major (bars 64=65). These moments of tonal clarification are
fleeting, as the music evolves constantly, resuming and processing the
phrases of the first section.
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Fr. Chopin, Cello Sonata, Op. 65, part Il, Allegro con brio, bars 64-70

The return to the initial key, D minor, occurs with the reprise of A, in
the same position as at the beginning. A slight difference appears after the
same number of 32 measures, where there is an extension of the second
period, in the form of an inner widening (based on the processing of the last
sentence, varied d). The role of this enlargement is to create a transition
towards the Trio, preparing the homonymous modulation to D major.
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Fr. Chopin, Cello Sonata, Op. 65, part ll, Allegro con brio, bars 123-132
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The trio is structured on the same tripartite principle of the
quadrupling of musical phrases. Like A, the first section is conceived as a
double period (B Bv), over 32 measures. From a tonal point of view, the first
period, B, is in D major, with a slight inflection at the end towards A major.
After which, it reaches E major by diatonic modulation (the tonic of A major
becomes subdominant for E major, followed by the dominant and perfect
cadence on the tonic of the new key), the tonality of varied B. During this
period, the harmony slides towards F major, after which, through a series of
chromatic relationships, it returns to D major.
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Fr. Chopin, Cello Sonata, Op. 65, part ll, Allegro con brio, bars 133-138

The middle section of the Trio (denoted B1) has a predominantly
transitive character, creating a bridge to the resumption of the initial B. From
a harmonic point of view, B1 is structured sequentially: the two musical
fragments having modulatory inflections towards C sharp major and B major,
respectively.
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Fr. Chopin, Cello Sonata, Op. 65, part ll, Allegro con brio, bars 155-163

The return to B is achieved by resuming the musical idea from the
beginning of the Trio (in D major) and the return of A is made by a bridge
where features from both A and B are included, balanced, and having the
purpose to make a smooth transition to the reprise of the initial section. From
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a melodic and structural perspective, there are no significant differences
between the A before the Trio and the one after. It has a similar 32 bars
structure, it follows the pattern of a double square period, in the same D minor
key.

The finale is based on the sound material of the last phrase, varied,
d, constructed on a simple harmonic structure, represented by a pedal in D
key, with chords where different bits are added.
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Fr. Chopin, Cello Sonata, Op. 65, part ll, Allegro con brio, bars 235-242

The last 6 bars contain motivic reminiscences of the theme from A,
ending the speech with a Picardian cadence, bringing back to the final chord
the sonority of D major:
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Final cadence in D major

Fr. Chopin, Cello Sonata, Op. 65, part ll, Allegro con brio, bars 243-248
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The form of Part Il is summarized below:

SCHERZQ (A) TRIO (B) SCHERZO (A)

AN Al AA° B Bv B1 B Retr. AN Ay final
1-32 33-88 N9-132 133-154 I1535-17th I71-186  I87-201 202-233 234-248
d- B Db-d DE -D-C#- B-D - | [——

The third movement of The Sonata for Cello and Piano also follows
the genre pattern established by Chopin in his previous creations (the piano
solo sonatas) ' where the second parts with energic movement, are followed
by slow and meditative movements. Here too the third part, bearing the
notation Largo, is a moment of calm, meditation, and recollection after the
previous two movements, which are dynamic and engaging in tempo.

Chopin puts on display his virtuosity in the miniature section of his
piano compositions, as the preludes and nocturnes. The oneiric style, the
mellifluousness, and fluency of his tunes, the graceful arpeggio
accompaniment are common fraits of nocturnes, therefore all the third parts
of his Sonatas are correlated with the interpretative style of the genre.

Even if it is a calm movement, it doesn’t completely lack tension. The
lent tempo requires often more sustained effort from the interpreter than the
virtuosity pieces. The flowing continuous melody, which does not allow for
interruptions, the % metre, and the harmony, rich in inner chains of
successive tension, also generate a state of emotional contraction (where
firm support is needed, together with carefully controlled moments of
relaxation leading to the next moment).

Formally, the division raises a few problems, preventing the attempt
to fracture the sound discourse. Beyond this, motifs and phrases that recur
can be discovered repeatedly during the movement, outlining a three stanzas
form.

The first stanza, A, is shaped into a symmetric double period (4+4).
The theme, presented by the cello in the first two bars, is given to the piano
afterward (in the upper plan) with a technique like the reversible counterpoint.

'3 Frétila, Lioara, Sonatas. Chopin. (Sonate, Chopin), Muzicald Publishing House, Bucuresti,
2020.
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Fr. Chopin, Cello Sonata, Op. 65, part lll, Largo, bars 1-4

The middle section, B continues the tonal path initiated in A,
resuming the B flat major, after which the discourse is "colored" with
alterations modulating towards E flat major, G minor (dominant chord). From
a melodic perspective, B does not have its own sound material, but is based
on elements taken from A, keeping the meditative character and the fluid
dialogue between the instruments without interruptions or ruptures of the
melodic flow.
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Fr. Chopin, Cello Sonata, Op. 65, part lll, Largo, bars 9-13

The A returns in a slightly modified position compared to the initial
one, but in the same key, B flat major. The theme is taken up again on the
piano, in the upper plan, this time in a different tonal context. The tonal path
undergoes more changes during the reprise, having a more sinuous
appearance, sliding towards A flat major, F minor, G minor, and finally
returning to B flat major, to complete the movement with a coda.
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E.g. 26
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Fr. Chopin, Cello Sonata, Op. 65, part lll, Largo, bars 14-17

The coda (bars 23-27) is built on a simple harmonic structure, with
fragmented sound material, taken from the previous sections:

E.g. 27
Fo e et
Q:thf feee? gi L 12 I'I'iTE £ie i P \-\J’ I
» ;
- ; I B e———| I N T e
g : ) 7 — ot ——— -
%} b 45 j :Iji, 4 z P Etrl/,. (3 St \J d%J_]__y . "
| e o P | o Lol |G L -
e 3 = =
Bb éim*' dSRREY [l..-——‘-‘f' —JJ‘ p i #

B 5% w4 =4 sd a9 B
Fr. Chopin, Cello Sonata, Op. 65, part lll, Largo, bars 23-27

The formal scheme of part Il is the following:

AN B Av(Ay1tA.z) Coda
4+4 5 4+5 5

1-8 9-13 14-22 23-27
Bb~C Bb ~ Eb~gV# Bb~Ab~F~G~Bb Bb

Movement IV

The last part, titled Finale, is a remarkable virtuosity movement for
both the cello and piano, unfolding in Allegro.

The writing for piano is dense (arpeggios, chords, key passages),
abounding in alterations (accidents in the chromatic parts and functional, with
modulating purpose), with numerous exceptional rhythm formulas for variation.
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Formally, part IV is conceived as an atypical rondo, made of three
basic stanzas, repeating in an unusual succession (ABC ABC A + coda). The
transitions vary in length, some unfolding in more stages, according to the
tonal route. About this aspect, it must be said that Chopin cleared his way for
harmonic phantasy, boldly using unexpected chordal and tonal connections,
without surpassing the tonal frame. To ease this sinuous route of modulating
possibilities, the composer uses strong chromatic passages, enharmonic
relations, modulating inflexions (sometimes unresolved in the expected
sound center, but only suggested by the chords inducing a de-tensioning
expectation).

Part IV starts directly with the exposition of the first theme by the
piano, in a fast tempo that underlines its brilliance and vigor. The theme is a
reminder of the dynamic folk dances based on varied rhythmic formulas with
asymmetric accents, perturbing the equilibrium indicated by the 2/2 tempo
(alla breve). It is then taken over by the cello, developing with the harmonic
support of the piano chords. The bar distribution is asymmetrical, the first
exposition consists of five bars, the second (the next seven bars), due to the
enlargement of the modulation towards A minor (the transition).
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 1-5
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 6-12
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The first transition is vast, comprising many evolutionary stages of the
tonal parcourse. The first stage is in A minor, with the motif of the first theme.
The second reiterates the first theme in an unusual tonal occurrence, located
at four descending fifths apart from A minor — A flat minor. The theme is not
faithfully reproduced, but rather a variation in the processing of the sound in
a transition.
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, b;ars 19-23

The second theme appears as a new musical stanza, as a double
period, B— BV, starting with bar 35 (anacrusis in bar 34). Sung by the cello in
C minor, B is more dancing, as made obvious by the dotted rhythmic formula
inserted in the recurring motif which generates the musical idea. The piano
accompaniment is simple, consisting of counterpoint chords. The theme is
taken on by the piano, resulting in a unitary, dynamic dialogue.
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 34-43

The transition to the C stanza is acquired through two modulatory
segments, the first starting in C major with a D major authentic cadence (I —
V —1), the second carrying on in D major with the same type of cadence in E
major.
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 53-56

The C segment takes on the previous ternary pulsation, overlaying a
stroked rhythm. Of repeating notes. The theme here is dynamic, with light
melody and tonal stability (in C major). It starts on piano and is taken over by
cello.
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 57-64

The reprise of A is spectacular. The sonority having a vigorous
character, reinforced by a new element: the polyphonic exposition at an
interval of eight. The result is a tensed stretto in G minor, at a bar distance
between the cello (first entrance) and piano, enfolding on the harmonic
support of the low piano register.
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 73-81

The return of occurs in D minor (unlike the first occurrence in C
minor), in a similar dancing tempo and dialogue between the instruments.
The discourse is dynamized by the transfer of the theme from cello to piano,
with an added secondary and parallel voice of cello as an accompanying
instrument on an arpeggiated line with ternary pulsation, maintaining the
rhythm until the return to the C-transition sequences.

The stanza begins in D major this time, modulating toward F major in
a variation of the theme where the sounding plans are differently distributed.

The last return of the A stanza is in D minor, a key which is not long
held, rapidly modulating towards G minor, the initial tonal center of the
section. The discourse becomes more and more tense with amplified
harmony, denser chords and crowded piano sections (scalar and
arpeggiated).

Bar 165 of the coda has a final modulation to homonym (as shown by
the key alteration/signature), where the theme of C recurs. Also, segments,
motifs, and elements of rhythm from all the previous themes are processed
in the form of a synthesis of the sonorities employed in this part.
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Fr. Chopin, Cello Sonata, Op. 65, part IV, Allegro, bars 164-167

The architectural scheme presenting the above analysis is the
following:

A frans. B Bv trans.(sequences) C Cv retrans.

1-8 13-34 35-52 53-56 57-68  659-72

g -a a—-Ab—c -c -C-D-E c-B -~

Av (stretto) trans. B By  trans.(sequences) (C Cv A (developed) Coda
73-85 86-113 114-131 132-135 136-147 148-164 165-199
g - d a-e-Bb-c d - D-FE-F# - D-F-C-d—-g - G -

Conclusions

The musical criticism from the twentieth century to the present day
has highlighted, in relation to this Sonata, a certain orientation of the
composer towards less usual, modal harmonic relationships, as well as the
desire (present early in his creations) to overcome the rigidity of classical
forms to enlarge the space of tonal development, opening new directions in
musical thinking. 4

The opinions about The Sonata for Cello and Piano, Op. 65 state that
it lacks melodicity because of the attention placed on other language
parameters (the harmonic and structural innovation). This opinion is not the
view of this paper, as Chopin’s creations have a highly personal, intense and
masterly chiseled to the most detailed elements of musical language. The

4 Fratila, Lioara. Development of the Sonata genre in Frederic Chopin’s creation, Bulletin of
the Transylvania University of Brasov Series VIII: Performing Arts « Vol. 13 (62) No. 1 —
2020.
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chamber music, not so prominently represented, stands on the same level of
mastery as the other pieces, as an authentic proof of Chopin’s componistic
art.

Frédéric Chopin’s creation fascinates both the wide public and the
professional musician. He rejected the old meaning of the genre names, but
preserved many of the connotative values of those names. Again, this is with
the amendment that his is not a rejection, but an absorption of the
fundamental values, followed by their transformation in new genres.
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DER SCHWANENDREHER: PAUL HINDEMITH’S VIOLA
CONCERTO AND ITS EARLY MUSIC INFLUENCES

LEONA VARVARICHI'

SUMMARY. It is well known that much of Hindemith’s work is significantly
influenced by early music, and Hindemith’s compositional style is marked by
his use of fugue, ostinato, choral, canon, variations, and cantus firmus
techniques. Thus, Sonata No. 5 for viola from cycle op. 11 or the Sonata for
viola op. 31 No. 4, but also the Concerto for viola and small orchestra "Der
Schwanendreher" are eloquent examples. The first part of this study
highlights the musical personality of Paul Hindemith in the socio-political and
cultural context of the beginning of the 20" century along with some
particularities of his compositional style. | emphasize his interest in and
closeness to the music of the Medieval, Renaissance, and Baroque eras
and the influence that these particularities had on Hindemith’s musical
thinking and compositional style. The second part includes the analysis of
the Concerto for viola and small orchestra "Der Schwanendreher” in which
| have highlighted some of the elements taken from the style of the
aforementioned eras that inspired him to compose this work.

Keywords: Paul Hindemith, Der Schwanendreher, early music.

L Paul Hindemith and his music in the 20*" century

After Max Reger’s death in 1916 and the end of the First World War,
Hindemith became Germany’s most important avant-garde composer,
turning to post-Romantic elements in his early works and later to
expressionist modes of expression. He left the experimental style early on
and moved closer and closer to the neoclassical style, not in the manner of
Prokofiev and Stravinsky, but with contrapuntal writing closer to that of Bach
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and Reger. This style can be recognized in the series of chamber works
composed between 1922 and 1927, entitted Kammermusik. Each of these
works is dedicated to different ensembles, some even with an unusual
composition?. The 1930s brought a change in Hindemith’s vision, with him
composing less for chamber groups and more for large orchestral ensembles.
The opera Mathis der Maler? was preceded by a symphony of the same title
from which some passages appear in the opera either as instrumental
interludes or elaborately developed as vocal scenes.

An important aspect characterizing Hindemith’s musical thinking
materialized in the series of works inspired by the current Gebrauchsmusik?®.
The simplicity of this type of music can be found in the Renaissance or the
chamber genre of the Baroque. The term, however, is characteristic of the
20" century and illustrates a type of neoclassicism in which old forms and
genres are created using modern techniques®. The trend promoted by this
concept in post-war Germany aimed to simplify technique and style to the
point of making it accessible to non-professionals and to increase the degree
of culturalization of society. Thus, as the most important exponent of this genre,
Hindemith composed works for children, youth groups, novel instrumental
ensembles, instruments with modest literature, music for plays, radio, and
various other purposes. Examples are the music for Bertolt Brecht’s® cantata
Der Lindberghflug (The Lindbergh Flight - 1928)7, intended for radio broadcast
and composed in collaboration with Kurt Weill® or Trauermusik® - suite for solo
viola and string orchestra - composed by Hindemith for the funeral of King
George V of Great Britain.

2 Kammermusik No. 1, for example, is composed for flute, clarinet, bassoon, trumpet,
harmonium, piano, string quintet and percussion; the No. 6 is a concerto for viola d’amore
and chamber orchestra, viola d’amore - an instrument not used since the Baroque, but on
which Hindemith was a virtuoso performer.

3 Matbhis, the painter - composed between 1933 and 1935 and inspired by the life of the painter
Matthias Gruenewald.

4 Utilitarian music - a movement that emerged as a reaction against the complexity and intellectual
character of 19" and early 20 century music, which made it inaccessible to non-professionals.
On the other hand, it sought to endow culture in general with a utilitarian functionality.

5 https://www.britannica.com/art/Gebrauchsmusik [accessed on 23.08.2024]

6 Poet, theater man, promoter of the epic movement in theater.

71929, according to other sources:
https://www.kwf.org/media/drew%20writings/program%20proms%20700725%20web.pdf
[accessed on 23.08.2024]

8 Kurt Weill (1900-1950) - German composer, creator of social musical satire with Bertold
Brecht and advocate of the Gebrauchsmusik concept
https://www.britannica.com/biography/Kurt-Weill [accessed on 23.08.2024]

9 Trauermusik — the work consists of 4 movements among which the last is the most elaborate.
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DER SCHWANENDREHER: PAUL HINDEMITH'S VIOLA CONCERTO
AND ITS EARLY MUSIC INFLUENCES

Hindemith uses a unique system in his work, at once tonal and non-
diatonic. His music is centered on a tonic and migrates from one tonal center
to another freely using all 12 sounds of the chromatic scale. Based on this
system, Hindemith also classifies chords according to the degree of
dissonance, whether they suggest a tonality or not. Last but not least, it is
worth mentioning the aspect of his melodies that do not have a definite major
or minor character. As novel as this system invented and developed by
Hindemith may be, it retains a strongly classical characteristic, namely that
dissonances always resolve into consonances. Thus, most of his works
begin in the consonant field, evolve into a strong dissonance, and end in the
most consonant way possible’®. These are some of the elements that we will
find in the analysis of Der Schwanendreher.

At the same time, after the war, Hindemith’s interest in the violin
waned and he concentrated almost exclusively on the viola, both as a
performer and through compositions dedicated to the viola. Moreover, in
1922, he rediscovered the viola d’amore, very popular in the Baroque period,
an instrument that fascinated him'" and led to Hindemith’s interest in early
music increasing through his exploration and interpretation of the
repertoire’?. At the same time, Hindemith also devoted himself to the study
of old treatises to deepen this style'. Beginning in 1927, he gave a course
in performance practice on historical instruments using the instrument
collection of musicologist Curt Sachs, kept at the Berlin Academy of Music.
After settling in the United States in 1940, he continued his teaching at Yale
University and shortly afterward became director of the Collegium Musicum.
His connection with Emanuel Winternitz' allowed Hindemith and his students
to play on instruments in the Metropolitan Museum’s collection. The Collegium
Musicum under Paul Hindemith’s direction became an institution of significant
importance in the performance and promotion of early music.

0 Examples: Konzertmusik op. 48 for viola and chamber orchestra or Konzertmusik op. 49
for piano, brass and harp, Konzertmusik op. 50 for brass and string orchestra (this was also
the last work to receive an opus number).

" Winkler, Heinz-Jurgen. ‘Fascinated by Early Music: Paul Hindemith and Emanuel
Winternitz', Music in Art, vol. 29 no. 1/2, 2004, p. 16.

2 Heinz-Jurgen Winkler. “Fascinated by Early Music: Paul Hindemith and Emanuel
Winternitz”, Music in Art, vol. 29, no. 1/2, Research Center for Music Iconography, City
University of New York, 2004, p. 16 https://www.jstor.org/stable/41818748 [accessed on
29.08.2024; 5.09.2024]

13 Hindemith, Paul - Grove Music Online.

4 First curator of the musical instruments department at the Metropolitan Museum in New
York. He was appointed to this position in 1949. He designed and supervised the
construction of the AndreMertens Galleries for Musical Instruments, which opened in 1971,
and in 1973 was appointed curator emeritus.
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Influenced by the experience he gained, his creation confirms the
hypothesis that Hindemith regarded early music not only as an object of
study but as a source of inspiration and stimulation for the modern musician,
to whom he opened and broadened his perspectives. He said: "To the
performers, the immediate contingence with this music will open up new
horizons.""®

Hindemith’s interest in early music flourished in the new post-war
social context. The connection to the values of that period with which he was
deeply attracted was also to some extent due to his inner structure. Eckhart
Richter says: "It was the low-brow streak in Hindemith’s nature which partially
explains his affinity for early music. His simple nature allowed him to relate
to the light-hearted and improvisational style of early music, yet he had the
technique of a virtuoso and the training of an elite musician. There was
something minstrel-like in the characteristically casual pose which he
assumed when playing not only the vielle but also the violin and viola [...]
down-to-earth with improvisatory approach [...]""6.

In the same post-war period, Bach’s influence on musical thought
surpassed that of Beethoven, Bach once again becoming the symbol of
tradition in music: "Bach becomes a prototype for a general trend in 1920’s
aesthetics, one that has frequently been encapsulated in the slogan Back to
Bach"'”. Hindemith is linked to Bach not only through the influences we find
in his compositions but also through the repertoire he tackled in his solo
career. Often, both in his formative years and later as a professional
performer, Hindemith included works by Bach in his repertoire. Performing
them, however, required serious skills in studying and understanding the
language. His volume The Craft of Musical Composition’® contains many of
his analyses of Bach’s music. In his compositional work, Bach’s influence
can be seen strongly in the Kammermusik series, composed between 1924
and 1927 (Nos. 2-7), which bears similarities to the Brandenburg Concertos.
They are concertos for piano, cello, violin, viola, viola d’amore, organ, and
small instrumental ensemble, along the lines of Bach’s Brandenburg
Concertos. While in exile in the United States, Hindemith composed Ludus
Tonalis (The Tonal Game), a series of 12 fugues preceded by a Prelude and
followed by a Postlude. In Ludus Tonalis, each fugue is composed with one

5 Richter, Eckhart. “Paul Hindemith as Director of Yale Collegium Musicum”, in College Music
Symposium vol. 18, no. 1, 1978, p. 34.

6 Richter - p. 42.

7 Hinton, Stephen. "Hindemith, Bach and the Melancholy of Obligation", Bach Perspectives
vol. 3, University of Nebraska Press, 1998, p. 138.
https://books.google.ro/books?id=BKMx700Gty4C&printsec=frontcover&hl=ro#v=onepage
&qg&f=false

'8 First published in 1940, republished in 1984 by Schott.
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of the 12 sounds of the chromatic gamut as the tonal center, and the postlude
mirrors the prelude. The source of the work is also Bach, most frequently
associated with Das Wohltemperierte Klavier, but Steve Schwarz has
another opinion: "Hindemith composed the work as a kind of summa of his
theories of tonality and aesthetics. He very clearly wants us to consider the
score as a modern equivalent of Bach’s Art of the Fugue."'°
Over almost 20 years, between 1919 and 1937, Hindemith composed
his most important works for the viola repertoire, 4 concertos, 3 piano
sonatas, and 4 solo sonatas, as well as a concerto and 2 sonatas for viola
d’amore and piano. Many of these works integrate typical aspects of early
music, formal structures, contrapuntal techniques, or melodies from the
Medieval, Renaissance, or Baroque periods, confirming the influence that
the study and performance of that repertoire had on his compositional style
and musical thinking. The final movements of the Sonata for solo viola op.
11 no. 5 (Im Form und Zeitmal3 einer Passacaglia) and the Sonata for solo
viola op. 31. No. 4 (Tema mit Variationen) foreshadow this trend and illustrate
the composer’s preoccupation with the Baroque style. The closeness to this
style can also be seen in his stage appearances as a performer, with Bach’s
Ciacconna in D minor and works by Vitali, Biber, and Reger often being
included in concerto programs. Inspired by Bach’s works, Hindemith’'s aim
was not to copy structures or elements of Bach’s language, but to pay
homage to Bach’s genius and the masterpieces of his creation.
Fig. 1

It may be that Hindemith was an academician,
but that is not necessarlly a derogatory word.
Bach, for. instance, ‘was an academlclan., And
while it is, of course, fruitless ‘to compare the
two men, there was somethmg of Bachi:in Hinde-
mith, . For Hindemith-. composed prohflcally in:
all. forms, was a.:technical- ‘master, an: expert
instrumentalist; a: ‘teacher and an all-around mu-
sician, And, like: Baeh Hmdemlth ‘had a ut111-
tanan, nonromantic: v1ew about music.’

Excerpt from Paul Hindemith, New York Times, Dec 30, 1963, p. 20,
author unknown?’

19 Schwartz, Steve - preface to the CD Paul Hindemith - Piano Music; Ludus Tonalis/Suite
"1922", John McCabe, Hyperion CDA 66824 60:13
http://www.classical.net/music/recs/reviews/h/hyp66824a.php [accessed on 25.08.2024]

20 https://briannar.medium.com/what-struck-me-about-this-excerpt-was-aaron-coplands-
connection-between-composers-paul-hindemith-ce8ff1355¢52 [accessed on 24.08.2024]
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Taking into account what Paul Bekker?' said in 1921, namely "the
young composers should not simply resurrect the «old polyphonic art» but
should consider «a new, elementary breakthrough of the polyphonic musical
concept»"??, Hindemith combines the old forms with elements of modern
language in a manner that quickly established him as a leader of the modern
German school of composition?®. His music is sober, and balanced, fitting
into the neoclassicism of the first half of the 20" century. A polyphonist par
excellence, an anti-romantic, and a follower of the "back to Bach" conception,
Hindemith, through his immense activity, contributed to the development of
music, bringing his name among the great representatives of 20"-century art.
However, Hindemith’s style should not be assessed univocally as neoclassical,
but rather as a style of synthesis essentially generated by his anti-romantic
convictions.

Il. Der Schwanendreher - Concerto for viola and small orchestra

The beginning of the 20" century finds the viola still in the shadow of
many other instruments in terms of qualities as a solo instrument. Viola
literature, consequently, is still rather poor. Hindemith’s desire to enrich the
concerto repertoire for this instrument materializes in the composition and
performance of his own works to promote the instrument’s qualities. The
installation of the Nazi regime in Germany after 1930 and the attacks that
targeted him led to a decline in his commitments and forced him to move his
musical activities abroad?*. Thus, the premiere of Der Schwanendreher,
composed in 1935, a concerto for viola and small orchestra, was scheduled
for January 22, 1935, in London. The death of King George V canceled the
premiere. In place of the viola concerto, Hindemith performed, as a tribute to
the King, Trauermusik for viola and orchestra?® featuring motifs from the Mathis,
the Painter symphony?%, as well as from the concerto Der Schwanendreher?”.

21 Paul Bekker (1882 - 1937) - one of the most influential music critics of the 20™ century.

22 Johann Buis. “Early music and Paul Hindemith in the United States: A Centenary
Evaluation”, College Music Symposium 36, 1996, p. 29
https://symposium.music.org/36/item/2122-early-music-and-paul-hindemith-1895-1963-in-

the-united-states-a-centenary-evaluation.html [accessed on 24.08.2024; 30.08.2024]

23 Browne, Arthur G. “Paul Hindemith and the Neo-Classic Music”’, Music and Letters 13, no.
1, 1932, p. 47. http://www.jstor.org/stable/726549 [accessed on 28.08.2024]

24 Schubert, Giselher. The preface to the score of Der Schwanendreher Concerto for viola and
small orchestra, Ernst Eulenburg edition, London; B. Schott's S6hne, Mainz, 1985.

25 |t was composed in a few hours, especially for the occasion.

26 Composed in 1934,

27 Steinberg, Michael. The concerto: A Listener’s guide, Oxford University Press, USA, 1998.
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Postponed for several months, the first public performance of the concerto
took place in Amsterdam on November 14, 1935, under the baton of Willem
Mengelberg?s.

Hindemith composed this work for solo viola and an orchestra in a
small and unusual composition: two flutes, an oboe, two clarinets, a bassoon,
three horns, a trumpet, a trombone, timpani, harp, and a string section of four
violins and three double basses. The reason for not including violins and
violas in the string section was to emphasize the sound of the solo viola so
that it could be heard clearly and loudly enough. Comparison with Bach’s
Brandenburg Concerto No. 6 is immediately obvious, given the influence
Bach’s work had on Hindemith’s compositional style. Also, the structure of
the instrumental apparatus paired with the 2 solo violas in this 6"
Brandenburg concerto, namely 2 viola da gamba, cello, violone, and
harpsichord, excluding the high register instruments, provided a solution
whereby the viola, a middle register instrument, could be emphasized. Last
but not least, the reduced size of the orchestra shows similarities with the
ensembles of the Renaissance and Baroque eras, allowing for an
atmosphere of closer, freer, and perhaps even less formal collaboration.

Fig. 2

The most important element of early music
inspiration in this concerto is the four old German
folk songs that Hindemith used as sources. The
title of the concerto is chosen after the one that
appears in the 3@ movement: Seid ihr nicht der
Schwanendreher??® Der Schwanendreher translated
means The Swan Spinner, a meaning supported
by a drawing made by the composer himself and
referring to medieval cooks who left it to their helpers
to spin roast poultry on a skewer.

Der Schwanendreher - drawing by Paul Hindemith?°

28 Paulding, James E. Paul Hindemith: A Study of His Life and Work, Ph.D. thesis, University
of lowa, 1974, p. 217.

2% Aren’t you the swan spinner? or Are you not the organ grinder?

30 https://www.hindemith.info/en/life-work/biography/1933-1939/work/orchestral-works/
[accessed on 13.08.2024]
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On the other hand, if we consider the note at the beginning of the
score, a note that also belongs to the composer, the title can be figuratively
translated as The organ grinder3': "A minstrel joins a happy gathering and
displays what he has brought from distant lands: serious and joyful songs
closing with dance. By his inspiration and skill, he extends and decorates the
melodies like a regular minstrel, experimenting and improvising. This
medieval picture was the basis for the composition"32. Both the meanings
attributed to the title and the melodies and texts of the songs underlying the
three movements place the concerto in the inspirational area of the medieval
period and, in addition, illustrate the programmatic character of each
movement and the concerto as a whole.

The 4 songs are taken in this concerto from Franz Magnus Béhme’s33
Altdeutsches Liederbuch?®*. The volume contains over 660 old popular songs
and texts dating from the medieval period, accompanied by explanations and
commentaries by the author. The four songs that Hindemith used in the
concerto are: Zwischen Berg und tiefem Tal, a song reworked in the first
movement; Nun laube, Lindlein, laube and Der Gutzgauch auf dem Zaune
sass, both used in the second movement and Seid ihr nicht der
Schwanendreher in the third, which also gives the concerto its title.

The first song Zwischen Berg und tiefem Tal has its origins in the early
16t century. According to Bohme’s commentary on this song, the text dates
from around 1500, and the melody seems to belong to a certain Oeglin and
was composed in 151235, Bohme also points out that there is no firm evidence
that the melody and text are thought to be thought of together, a common
practice in medieval repertoire being to associate several texts to the same
melody. The melody of the second song, also dating from the 16™ century,

31 Andries, Vladimir. “Concertul pentru viola si orchestrd Der Schwanendreher de P.
Hindemith: Particularitati compozitionale” (“Der Schwanendreher concerto for viola and
orchestra by P. Hindemith: compositional particularities”), Scientific Yearbook: music,
theater, fine arts, no. 1-2 (8-9), 2009, ISSN 1857-2251, p.15.
(https://revista.amtap.md/wpcontent/files_mf/15629230112_Andries_Concertulpentruviola
siorchestraDerSchwanendreherdeP_Hindemith_particularitaticompozitionale.pdf)
(accessed on 20.08.2024)

32 Paul Hindemith - Der Schwanendreher (Konzert nach altes Volksliedern fiir Bratsche und
kleines Oechester), B. Schott’'s S6hne, Mainz, 1936

33 Franz Magnus Béhme (1827 - 1898) - German teacher, composer and folklorist.

34 Bohme, Franz Magnus. Altdeutsches Liederbuch: Volkslieder der Deutschen nach Wort
und Weise aus dem 12. bis zum 17. Jahrhundert (Collection of old German songs with texts
and melodies from the 12" to the 17" century), Breitkopf und Hartel, Leipzig 1877
(https://books.google.en/books?redir_esc=y&hl=ro&id=rgY JAQAAMAAJ&qg=zwischen+ber
g+und+tiefen+tal+#v=snippet&qg=zwischen%20berg%20und%20tiefen%20tal&f=false)
[ccessed on 13.08.2024, 22.08.2024]

35 Bohme - Altdeutsches Liederbuch, p. 256-257.
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appears in several collections of songs3¢ with an anonymous author. The third
song deals with a theme frequently used by the German poets of the Middle
Ages, namely birds®”. The fourth song, Seid ihr nicht der Schwanendreher,
seems to have challenged Hindemith the most, inspiring him to compose the
last movement of the concerto and ultimately giving the concerto its title. In
his collection, Bohme places the origin of this song in the 17 century and
describes it as dance music® or a musical joke®®. The dance character of
this song inspired Hindemith to adopt the theme with variations form in this
final movement of the concerto.

The melodies are used either as quotations*® throughout the work
that become constituent parts or as paraphrases, extended developments
through different ways of using pre-existing music. The first movement of the
concerto is structured based on three segments: an improvisatory introduction,
the actual body of the movement organized in sonata form, and the Coda in
which the material of the introduction is varied. The outline of the form is as
follows:

Table 1
Introduction Sonata form Coda
Bar 1-34 35-184 185 - 215
Motifs |a b ¢ bvar. | d(T1) e(T2) flep) d e a [ d+te
Bar 1 11 20 29 35 62 88 125 152 | 185 194 208

The outline of the form

The movement emphasizes different types of melodic material, from
improvisatory to cantabile and concertante notated in small, italicized font.
Thus, the improvisatory character is found in motives a and ¢ and occurs in
the solo part reflecting the main character, the musician, who narrates the
events of his journey. The cantabile one, b, is inspired by the folk song
Zwischen Berg und tiefem Tal (Between mountains and deep valleys) and is

36 One of them is Musae Sioniae by Michael Pretorius, the song is mentioned in volume 7, cf.
Lee Soomi - Musical borrowing in four works for viola from the 20" century repertoire, PhD
thesis, University of Cincinnati, 2010, p. 23.

37 In this case, the cuckoo is discredited for its habit of laying its eggs in another bird’s nest
(Béhme. p. 259)

38 |n all likelihood, the dance-like character of this song inspired Hindemith to adopt the form
of the theme with variations in this last movement of the concerto.

39 Bohme - p. 396-397.

40 |n the sense that the composer treats them as ready-made themes and not as a source of
inspiration to generate his own themes.
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usually played on wind instruments, while the concertante-like ones, d, e,
and f, depict the heroes the musician meets on his journey.

At the beginning of the movement, we already h the first element of
baroque inspiration. The improvisatory solo segment introduces the
audience in the story of the concerto, and its placement at the beginning,
before the actual discourse of the movement, may be an allusion to the
Adagio preceding the Fugue in Bach’s Sonata | for solo violin. We find the
same melodic material as a cadenza at the end of the movement, before the
Coda, in a more restricted development. The segment is built of chords and
double notes on the tonic and 6565ujdominant pillars, predominantly dotted
rhythm and /lamento-like intonations#’ emphasizing the dramatic character.

E.g. 1
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Intro viola at the beginning of the first movement (Paul Hindemith - Viola
Concerto Der Schwanendreher, mvt.l, bars 1-10)*2

The introduction unfolds on the trajectory of an arc that prepares the
entrance of the orchestra with the enunciation of the folk song used in the
first movement and intoned by the wind instruments. The melody of the folk
song is inserted into the melodic-harmonic texture throughout measures 11
(letter A) to 33 (sonata-like middle section) being placed in the middle

41 Andries - p. 16.
42 The musical examples in this study are taken from B. Schott’s Sohne edition, 1936, piano

reduction.
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register. In this orchestral context the English horn and the trombone take
the place of the tenor voice and is emphasized by its longer durations.

Fig. 3
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Zwischen Berg und tiefem Tal*3

Hindemith invests this folk song with the qualities of a cantus firmus
which will form the basis of the polyphonic elaboration and succeeds not only
in realizing the idea of separating the melody from the rest but also in
suggesting the image of traveling "between a mountain and a deep valley".
The theme of the folk song used as a source appears fragmented in the flute,
oboe, and clarinet in the development at measure 96 (letter K), where the
viola provides a discrete accompaniment with a melodic wavy line in pp, and
at measure 109 (letter L) in the trombone line, accompanied by the viola in
pizzicato chords. In the Coda, at measure 194 where the viola again
accompanies with an obbligato-like line, the folk song is retuned entirely
by oboe and clarinet. Unusually, Hindemith does not directly involve the viola
in the enunciation of this theme, but only in supporting it with the
accompaniment.

The sonata-structured middle segment begins at measure 35 with an
energetic and vigorous first theme, characters suggested both by the tempo
indication, M&Rig bewegt, mit Kraft (Allegro moderato, con forza), and by the
writing itself. This theme retains the punctuated rhythm of the introductory
segment and adds to the tense character.

43 Bohme - Altdeutsches Liederbuch: song no. 163, p. 257.

113



LEONA VARVARICHI

MaBig bewegt, mit Kraft(d=100)
I.g wegt, mit Ara | S~ 2er); de t ot be ,
1 ST T e et PP e e
e S22 === =
3 2
. 7
* 4 & 79 S 2
' - e et et ey 5 o
‘= ;.: (%] . r-N F ‘} = S
i ! 9
. 2 S be
T A A
& v i £ - S——— & & 7
EEETaS S R e "
b¥ 2 F 12 = T 9 b

Theme | in sonata segment (Paul Hindemith — Viola Concerto Der
Schwanendreher, mvt. |, bars 34-37)

The bridge does not bring its thematic material, but it will create a
dense melodic-harmonic fabric from which the dialog between the viola and
the orchestra will emerge, the latter using mainly the melodic motif of the
main theme stated in different keys.

The second theme (measure 62/letter F) has a lyrical and whimsical
character in stark contrast to the previous discourse. In the exposition, the
second theme undergoes a tonal treatment in contrast to the reprise where
it will be enunciated only once and only by the viola. To this theme is added
a rhythmic-melodic figure with the appearance of a motif and signal-like
character. This motif will be present at the end of the movement, retaining
the signal character.

E.g.3

Leitmotif with signal character (Paul Hindemith, Viola Concerto Der
Schwanendreher, mvt. |, bars 86-87)

The development begins with a rhythmic segment in which the
pulsation of the triplets in ascending and sequential motion produces an
accumulation of tension. Surprisingly this will not culminate in force, as it is
conducted, but with the calm and serene emergence of the folk melody that
gives the title to the first movement of the concerto.
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Accumulation of tension that generates the melody of the folk song in
trombone part (Paul Hindemith — Viola Concerto Der Schwanendreher,
mvt. |, bars 90-98)

The theme of the folk song is vividly explored, to penetrate the
listener’'s memory, on different groups of wind instruments and in different
keys, while the viola superimposes a contrasting melodic counterpoint line.
In measure 108, the melodic counterpoint changes to a chordal counterpoint,
and later (measure 119) the viola returns to a new melodic counterpoint from
the main group theme, anticipating the reprise. It should be noted that
Hindemith does not elaborate on a broad development, but instead combines
the tonal development of the folk song theme with the contrapuntal one.

The reprise does not bring essential changes of content concerning
the exposition, but only in the order of enunciation. Thus, the first theme
appears first in the orchestra with a preview-like appearance, preparing the
viola. The second theme will also be enunciated in reverse order to the
exposition and will not even generate the dialog of motif. Instead, there is a
developmental character to this section that compensates for the minimized
dimensions of the sonata form development section. The processing of the
melodic motives belonging to both themes creats a conflictual atmosphere
that will only be defused by the appearance of the introductory segment
having the same improvisatory-cadential character. Note that each theme or
thematic motif is treated and developed through contrapuntal techniques.
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The Coda brings to the foreground excerpts from the thematic material of the
two themes together with the leitmotif figure, over which the viola intones a
new discrete contrapuntal line.

The slow movement of the concerto borrows two medieval folk songs:
Nun laube, Lindlein, laube! (Bend now, little linden, bend!). In other sources,
the following translation appears: "Turn green, little linden, turn green!"#4 and
Der Gutzgauch auf dem Zaune sass (The cuckoo sits on the fence). The form
adopted is A - B - A, and the borrowed songs serve as thematic material
corresponding to each section. The outline of the form looks like this:

Table 2
Section A B C
Melodic motif a b c b var avar
Content prelude songl song |l song |l prelude
Bar 1 35 72 194 217

The outline of the form

The discourse opens with an original theme, intoned by the viola and
subtly accompanied by the harp. This timbral and orchestral arrangement
emphasizes the expressive character of the prelude. The contrast with the
tense and dramatic finale of the first movement is sharply delineated, and the
punctuated, typically Sicilian rhythm adds a discreetly dance-like touch.

E.g.5
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Sicilian-looking theme (Paul Hindemith — Viola Concerto Der
Schwanendreher, mvt. Il, bars 1-6)

il

The tempo changes at measure 35 (Langsam) sets the stage for the
introduction of the folk melody. Hindemith configures this folk melody (e.g. 8)
in a chorale-like manner in the orchestral compartment.

44 Andries - pp. 18-19.
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Fig. 4
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Nun laube, Lindlein, laube! *°

Viola inserts melodic motifs from the initial theme between the choral
phrases, creating the impression of comments (e.g. 9). Thus, the two
themes, Hindemith’'s and the borrowed one unfold in a kind of alternation of
two superimposed planes of sound. On the reprise of section A, these two
melodic motifs will overlap concomitantly, Hindemith using the folk melody
as a cantus firmus over which he counterpoints with his theme.

E.g. 6
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The orchestral chorale in dialog with solo viola comments (Paul Hindemith —
Viola Concerto Der Schwanendreher, mvt. I, bars 35-52)

Note that this segment has a polymetric structure: the orchestral part
is written in 2/4 and the viola part in 6/8.

45 Béhme - Altdeutsches Liederbuch, song no. 175, p. 265.
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The B section of the movement is constructed in a fugato manner, as
indicated by the composer. The energetic theme quotes the folk song
Cuckoo sits on the fence, exposed in turn by all the woodwind instruments,
and is accompanied by the same counter-subject throughout. The subject and
counter subject are presented in different tonal and timbral juxtapositions.
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The theme of the fugato section is taken identically from the folk song (Paul
Hindemith — Viola Concerto Der Schwanendreher, mvt. ll, bars 73-86)

Several aspects characterizing this fugato are noteworthy. Thus, the
theme gradually diminishes in the number of measures, a procedure
frequently encountered in Hindemith’s compositions of this kind. Then, the

46 Bohme - Altdeutsches Liederbuch, song no. 167, p. 259.
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alternation of major and minor modes, is unusual for Hindemith, given that
his system does not emphasize any outlined modal tendencies*’.

The reprise of section A begins with a segment in which the folk
melody is present in choral writing, followed by a segment in which the lyrical
theme is superimposed. This type of writing emphasizes the cyclical
character of the part, and the procedures Hindemith used are eloquent
examples of the influence of early music in a modern style of writing.

The last movement of the concerto is in the form of a theme with
variations, a form with ancient traditions that have been found in music since
the Baroque period. The chosen theme has a dance character - the folk song
Seid ihr nicht der Schwanendreher? (Are you not the organ grinder?).

Fig. 6
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There are, however, several different opinions regarding the formal
structure of this part. Thus, Abraham Veinus*® considers that the theme
develops 7 variations followed by a Coda, David Ewen®® delineates only 5
variations, while other sources®' reflect 12 variations elaborated on the
principle of the rondo form by alternating orchestral variations fulfilling the
chorus function with those of the solo part acting as episodes. At the same
time, the grouping of the variations shows some similarities with the sonata

47 The subjects appear in alternating major and minor keys, the modes being extremely
strongly outlined. The first exposition of the subject is in F major, followed by C major, then
G minor and F major again.

48 Bohme - Altdeutsches Liederbuch, song no. 315, p. 396.

49 \einus, Abraham. Victor book of concertos, Simon and Schuster Publishers, New York,
1948, pp. 195 - 196.

50 Ewen, David. Music for the Millions - The Encyclopedia of Musical Masterpieces, Van Doren
Press, 2007, p. 286.

51 Hab8udova, Aneta. “Paul Hindemith’s viola concerto Der Schwanendreher”, dissertation
paper, Janacek Academy of Performing Arts, Brno, 2021, p.21 https://is.jamu.cz/th/le3k8/
Piny_text_prace.pdf [accessed on 31.08.2024] or as William E. Runyan wrote in 2017
https://www.runyanprogramnotes.com/paul-hindemith/der-schwanendreher [accessed on
31.08.2024].
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form. Thus, the lyrical middle section (Ruhig bewegt), framed by the opening
in M&Rig schnell and Zeitmass wie friiher, creates the image of a tripartite
discourse of this part, based on the fast-slow-fast succession. This type of
architecture is also found in other works, an example being Liszt's Sonata in
B minor. Variation IV also brings a different and well-defined thematic
element in the key of D major which can be considered as the second theme
of the bithematic sonata, especially since it is taken up again in variation XI
in the opening key of C major.

The formal scheme of the part revealed from both perspectives is as
follows:

Table 3
Section | Exposition Development Cadenza Reprise Coda
Content | theme+v.1-4 v. 5-6 v. 7 v. 8-11 v.12
bars 1-126 127 - 189 190-209 | 210-288 | 289

The formal scheme of the 3" movement (Tema con Variazioni)

The theme of the German folk song is partially enunciated by the
orchestra at the beginning of the part and then fully exposed by the solo viola
from the seventh measure on. The writing is dense in chords and double
chords, but very comfortable - demonstrating a very good knowledge of the
possibilities of the viola and instrumental technique.
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Theme taken from a folk song, partly for orchestra, entirely for solo viola
(Paul Hindemith — Viola Concerto Der Schwanendreher, mvt. lll, bars 1-12)

The first variation includes the typical processing of the theme in the
solo part while the orchestra schematically marks the harmonic skeleton.
Variations 2 and 3 entrust the theme to the orchestral section in an integral
enunciation, giving the viola a design based on arpeggios and complex
rhythm characterized by virtuosity. In these two variations, Hindemith
employs the play of timbres, registers, and tonalities as a variational
procedure, leaving the theme intact in the cello and double bass score in the
second variation and giving it to the woodwinds in the third.

The fourth variation, as | have already mentioned, brings a new, very
well-shaped sound material which, from the sonata form perspective, can be
considered as the secondary theme of the exposition.

E.g.9
Var. 4

New thematic material possibly corresponding to Theme Il in sonata form
(Paul Hndemith — Viola Concerto Der Schwanendreher, mvt. lll, bars 103-110)
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Of course, according to all the rules of sonata form, it should be found
in the section designated as development (variations 5 and 6), but here the
discourse keeps the variational elaboration so that it only works elements
from the folk song theme (e.g. 10) and elements related to the /eitmotif of the
second movement (e.g. 11).

E.g. 10
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The 5-note motif from the theme at Lebhafter (Paul Hindemith —
Viola Concerto Der Schwanendreher, mvt. lll, bars 154-157)
E.g. 11
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Varied leimotif from movement Il here in p (Paul Hindemith -
Viola Concerto Der Schwanendreher, mvt. lll, bar 164-166)

The seventh variation (4 m. before P - 4 m. before Q) is a cadential
moment of the movement due first of all to its virtuoso aspect, then to the fact
that the orchestra only emphasizes the initial motive of the theme, the rest of
the thematic material dissolving in the improvisation of the solo viola. The
following variations (8, 9, and 10) are typical variations that rework the
thematic material both in the orchestral score (the horn exposes the theme
in Bb major - variation 8, and the woodwinds take it in C major - variation 9)
and in the viola score (variation 10) which keeps the key of C major, but the
rhythm is enriched. The dialogue-like writing also makes this variation
reminiscent of concerto grosso with the alternation tutti - soli.
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The newly formed theme in the fourth variation is re-exposed in
C major - the basic key - in the eleventh, giving the sonata form that reprise
aspect, while the last is the most complex and elaborate. The compressed
elaboration of several melodic motifs of the theme through different procedures,
from explicit enunciation to subtle insertion into a dense rhythmic-melodic
and harmonic-modal fabric of the constituent sounds of the theme, reveals a
conclusive character of this variation that | have considered Coda regardless
of whether the form is a theme with variations or a sonata. The initial motif of
the theme consisting of the five sounds in descending motion is obsessively
insinuated into the fabric of the whole musical becoming a motif of the
variation and of the movement in permanent support of the memory of the
thematic material processed but at the same time in constant competition.
The concerto ends with this motif stated secco and unequivocally.

Hindemith employs a wide diversity of variational techniques including:
diversified meter, mode shifts, complicated rhythms, ornaments, double chords,
chords, scales, arpeggios, and thematic transformation procedures. Variations
are of several types: the typical ones, generated by the processing of thematic
elements (var. 1, 5, 6, 7, 8, 10), those in which the theme remains explicitly
expressed, in a quotation-like formulation, over which one or other of the
dialoguing voices superimposes new sound material (var. 2, 3, 8, 12) or
those in which the variational process itself generates new thematic material
(var. 4 and 10).

Conclusions

Despite the complex language and modern means of expression,
Hindemith succeeds in this concerto in creating evocative music, with
melodies both expressive and plastic, with harmonies both traditional and
novel, with a robust yet elastic rhythm. The presence of elements and
techniques specific to early music is evident and at the same time subtle in
every movement of the concerto. In the first, it is noticeable that the solo viola
score never once features the source song, but always presents contrasting
material each time the folk song melody is enunciated by the orchestra.
Under the composer’s note at the beginning and the text of the song, it is
obvious that the orchestra reproduces the image of mountains and valleys,
and the viola that of the character - the musician on his journey. In addition,
the free character of the viola’s score suggests the improvisatory manner of
the minstrels’ music of the old times. In the second movement, we find cantus
firmus-like melodic lines that integrate the source songs into themes if we
take as an example only the opening segment (Wie am Anfang). In the final
movement, Hindemith adopts different variational techniques specific to the
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Baroque and Classicism. One of them is the technique of motivic variation,
which in this final part of the concerto is reflected in the descending 5-sound
motif taken from the source song as the basis for the variational processing.
The motive frequently appears as ‘quoted’ in variations, in the original,
inverted, mirror, and different keys.

Der Schwanendreher concerto for viola and small orchestra has
become a landmark work in the viola repertoire and belongs to the triad of
great concertos alongside William Walton and Bela Bartok. The program
notes, the text of folk songs musically described by orchestration or the
deliberate use of early forms establish a significant link to the music of the
past throughout the work. What sets it apart, however, is how Hindemith has
managed to bring together compositional styles and techniques specific to
the Renaissance or Baroque with the musical expression of the 20t century.
Hindemith not only masked elements of early music under a complex
orchestration but succeeded in making them essential to the work as a
whole.
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SUMMARY. Guitar cycle of Heitor Villa-Lobos “Five Preludes” is researched
in terms of the national genre traditions of various etymologies — European,
African, Indian. At the level of musical language, the interaction of melodic
and metro-rythmic features, connection with Portuguese Modinha, Brazilian
Choro, Waltz-Choro, Afro-Brazilian Capoeira, Indian chants of the indigenous
people of the country are revealed. Adaptive mechanisms of mixing genre
elements on the scale of the entire cycle and each of the miniatures are
designated. The features of socio-cultural environment of origin, existence of
genres, as well as their participation in popular music of urban and rural life,
carnival processions and tribal rituals are taken into consideration. References
to Villa-Lobos'’s personal experience of amateur music-making in the street
Choro ensembles and ethnographic expeditions allowed correlating the timbre
sound of genres in authentic folk practices with solo guitar version of their
academic embodiment. Innovative technical methods of playing the guitar are
indicated: shift of the stable fingering configuration along the fingerboard,
introduced by the composer to modernize the language of music based on the
idiomatic of the instrument. Program dedications are revealed in connection of
targeted stylization of the sound atmosphere or the styles of European and
Brazilian composers.
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1. Introduction

The guitar legacy of Brazilian composer Heitor Villa-Lobos (1887—1959),
who became the symbol of the largest South American “musical continent”
and the main representative of its exotic sound landscape for the entire world,
is an unusually bright and significant segment of the contemporary performing
repertoire. In each of his works, Villa-Lobos recreated the artistic image of
“his Brazil’. The latest publications indicate that he rethought sounds “filtered
by traditional Brazilian sensibility in the mainstream of primitivism, present in
the public imagination as a stereotype; in other words, Villa-Lobos became an
icon of the representation of his country, its figurative and symbolic language,
embodied in his work the portrait of Brazilian through melodies and myths
imprinted in the collective consciousness, in the passion for nature, musical
narratives imbued with folkloric spirit”’?. Today, in musicology, in addition to
multiple reprints of authoritative monographs on his work3, publications have
appeared following the study of the archives of the Villa-Lobos Museum in
Rio de Janeiro, as well as private collections of manuscripts. As is known,
many of the original musical texts are still considered lost. This applies, in
particular, to the composer’s early guitar works. Such publications are
valuable for their findings for further disclosure of the author’s legacy in the
works of Brazilian scholars, for example, in the works of Humberto Amorim456,
Analytical essays by Fabio Zanon, Brazilian guitarist from the University of
S&o Paulo, professor at the Royal Academy of Music in London since 2008,
and the author of publications on the guitar work of Villa-Lobos, indicate

2 Mello, Ricardo C. Concerto for Guitar and Small Orchestra by Heitor Villa-Lobos: Critical
Commentary and Transcription for Two Guitars: DMA thesis. The University of Arizona,
2019. p. 205. Link: https://repository.arizona.edu/handle/10150/634370

8 Mariz, Vasco. Heitor Villa-Lobos, o Homem e a Obra: 12 ed. Rio de Janeiro, Edigao do
Museu Villa-Lobos, 2004.

4 Amorim, Humberto. Heitor Villa-Lobos: uma revis&o bibliogréfica e consideragées sobre a
producdo violonistica (Heitor Villa-Lobos: a bibliographical review and considerations on
guitar production). Universidade do rio de janeiro centro de letras e artes programa de
poés-graduagao em musica mestrado e doutorado em musica. Dissertagdo de Mestrado.
Rio de Janeiro, Universidade Federal do Estado do Rio de Janeiro (UNIRIO). Rio de
Janeiro, 2007, 256 p.

5 Amorim, Humberto. Heitor Villa-Lobos e o violdo. Rio de Janeiro, Academia Brasileira de
Musica, 2009.

6 Amorim, Humberto. Can¢do do Poeta do Século XVIll, de Heitor Villa-Lobos:
apresentacdo de um manuscrito para voz e violdo (Song of the 18th Century Poet, by
Heitor Villa-Lobos: presentation of a manuscript for voice and guitar), p. 116-144. Link:
https://www.amplificar.mus.br/data/referencias/ver/Cancao-do-Poeta-do-Seculo-XVIlI--de-
Heitor-Villa-Lobos--apresentacao-de-um-manuscrito-para-canto-e-violao
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that in this area “the number of repeated recordings of his works exceeds
the total number of almost all subsequent Brazilian composers”’. Among the
cyclical works, the following should be highlighted: “Brazilian Popular Suite”,
“Five Preludes”, “Twelve Etudes”, and Concerto for Guitar and Orchestra.
The aim of this article is to discover in Heitor Villa-Lobos’s guitar cycle
“Five Preludes” the genre traditions of Brazilian music in their relationship with
authentic models, stylistic allusions within the cycle and within each of the
miniatures. The chosen direction of research serves as a continuation of the

author’s previous publications?.

2. Preludes in the context of guitar creativity of Heitor Villa-
Lobos

The composer created “Preludes” for guitar in 1940, in the interval
between his major works: “Twelve Etudes” for guitar (1928) and Concerto
for guitar and orchestra (1951). Brazilian concert guitarist, researcher and
director of the Villa-Lobos Museum in Rio de Janeiro (since 1986) Turibio
Santos sees in these guitar miniatures “an endless range of deeply
Brazilian feelings that convey the local climate, national character, and
sound environment”. This statement is mentioned in the new anniversary
reissue of Vasco Mariz’'s monograph on the composer’s work®. It is assumed
that there were originally six Preludes: the last piece disappeared in the
residence of the Spanish virtuoso Andrés Segovia during the civil war. This
version, based on a statement by a famous Mexican musician, is also recalled
by Humberto Amorim. He writes: “Manuel Ponce said that in Montevideo the
composer presented Andrés Segovia with a complete version of the cycle,
which, together with the preceding 12 etudes, made up a collection of 18
works, but Prelude No. 6 disappeared from Segovia’'s apartment”'°. In the
mentioned works composer created “an innovative “speech of the instrument”,

7 Zanon, Fabio. Resenha: Humberto Amorim. Heitor Villa-Lobos e o Violdo. Rio de Janeiro:
Academia Brasileira de Musica, 2009. 183 p. Revista brasileira de musica. Rio de
Janeiro, 2011. v. 24 (jan./jun.), n. 1, p. 206.

8 Filatova, Tetiana. Baiao as a component of soundscapes of Brazil: guitar reconstructions
of the genre. Scientific herald of Tchaikovsky National Music Academy of Ukraine, vol.
139, 2024, pp. 112-133.

9 Mariz, Vasco. Heitor Villa-Lobos, o Homem e a Obra: 12 ed. Rio de Janeiro, Edigao do
Museu Villa-Lobos, 2004. p. 148.

10 Amorim, Humberto. Heitor Villa-Lobos: uma revisdo bibliogréafica e consideragdes sobre a
produgdo violonistica. Rio de Janeiro, Universidade Federal do Estado do Rio de Janeiro
(UNIRIO). Rio de Janeiro, 2007, p. 52-53.
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using idiom of the guitar at the peak of its polyphonic qualities and subtlety of
timbre”!'. At the same, all modernizations of the technical mastery of playing
the guitar organically coexisted in a typically Brazilian sound environment. Its
presence is evidenced by Villa-Lobos’s personal experience of improvisation
among the street musicians of Rio de Janeiro. Echoes of the local atmosphere
are clearly audible in the music of the cycle. According to Humberto Amorim,
its main bearers were “the bizarre syncopations of Choro, which influenced
Villa-Lobos during his fascination with the art of guitar improvisation of
Jodo Pernambuco (1883-1947), who played intuitively and, like other street
musicians, did not know written musical tradition”2.

The cycle of guitar preludes is dedicated to the composer’'s wife,
Arminda Neves de Almeida. The impetus for its creation was the author’s
meeting with Segovia in Montevideo (Uruguay, 1939). The composer
presented the manuscript of the First Prelude, along with the original
manuscripts of the first five etudes, to the Uruguayan guitarist Abel Carlevaro,
one of the first performers of the pieces. In the second volume of his master
classes, Carlevaro acknowledged that in these works “the new guitar was
born, truly South American, not only because of use of harmonic, melodic
and rhythmic elements, but also because of the performance technique it
required”'3. Unlike “Twelve Etudes”, which were conceived from the outset
as the cyclical unity, the Preludes are the collection of individual miniatures
with personal thematic dedications: to urban or tribal local customs of Brazil,
its Indian or African (Angolan) traditions, the styles of masters of musical art
of the past and present. In the spirit of carnival scenes, the soundscapes of
one of the most adaptive South American cultures flash before the listeners.
They are filled with authentic sounds of the regions, voices of the peoples
inhabiting them and, thanks to the composer’s talent, to this day adorn the
palette of the guitar academic repertoire.

2.1. Prelude no. 1 “Homenagem ao sertanejo brasileiro —
Melodia Lirica”

Prelude Ne1 was created in the tradition of Modinha — vocal lyricism
that was popular in Portuguese salons of Lisbon, inspired by singing of
Italian arias accompanied by piano. Having exchanged aristocratic halls for
the spaces of evening city streets, Modinha became one of the sources of

" Ibid., p. 204.

12 bid.

13 Carlevaro, Abel. Technique, Analysis and Interpretation of the guitar works of Heitor Villa-
Lobos: 5 Preludes (1940), Choro No. 1 (vol ll). Atlanta: Chanterelle Verlag, 1988.
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Brazilian Choro — the popular dance melody accompanied by street musicians
of Rio de Janeiro. Due to the environment and new genre-communicative
situation, Modinha, instead of refined Iberian poetics, acquired folk-everyday,
although quite romantic tone of musical “statements”. The atmosphere of
Choro supported improvisational element of the performance: musicians
demonstrated virtuoso mastery of spontaneous improvisation on their
instruments. In the conditions of hybrid mixture of genre elements, the vocal
chant of Modinha, with relief, extended phraseology of musical speech, was
endowed with multi-tiered layer of rhythmically branched accompanying
voices ™.

Character of the Prelude corresponds to the author's comment: “A
lyrical melody dedicated to the inhabitants of the Brazilian sertdos”. The
music recreates the sound atmosphere of inhabitants of those places where
nature of the environment is associated with a slow pace of life, the tiring
life of arid rural provinces. This is reflected in the states of melancholy, the
expectation of sorrows and losses, in the sentimental shades of expression
of feelings inherent in the Brazilian model of Modinha. Intonations form the
series of melodic ascents and descents, create feeling of sadness, a slow
descent: after a short burst of emotion - rapid ascent and again the protracted
descent, with pauses in breathing. Each new long phrase has its own melodic
peak, higher than the previous one, after which the phase of dramatically
excited emotional intensity unfolds. Intonations of grief, sighs penetrate the
echoes of the accompaniment. The focus of attention is the melody of
Modinha, extended and quite dramatic. The accompaniment fixes the ideal
sound background for the solo pattern, enhancing the expressiveness of the
melodic “gestures”, ascending exclamations, gradually fading into drawn-out
descending lines:

E.g. 1

Andantino espressivo

4 Link to Prelude Ne 1 of Heitor Villa-Lobos performed by Polish guitarist Marcin Dylla:
https://www.youtube.com/watch?v=Pmry5uquwDlI
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e e e

H. Villa-Lobos. “Five Preludes”, Prelude Neo1

The accompanying sound background emphasizes the melody with
pedals and ostinato rhythmic figures. The accompaniment introduces the
hemiole rhythm of simultaneous “swaying” of 3/4 and 6/8 pulses, characteristic
of the Iberian metric and entrenched in Creole Waltzes. The melody is
presented in the lower layers of the texture, in the “cello” register. Here, the
experience of playing the cello, which was especially useful to Villa-Lobos in
the previous decade, is clearly evident. Like Chopin’s Preludes, the composer
adds depth to the confessional, dramatic tone of the vocal intonations with
the low timbre of solo voice. The continuity of the chordal accompaniment
is achieved by the pulsation of the three upper open strings, with minimal
shifts necessary for creation of a neutral sound background, over which
melody reigns. Change of consonances is given in syntactically important
sections of the form.

Unlike the early song Modinha, subordinated to equal proportions of
motives and phrases, the concept of the lyrical, elegiac theme of the
Prelude focuses attention on the imitation of the vocal by the descending
contour of the movement of three disproportionately elongated periodic
structures. They are thematically derivative of each other and are built by three
phases of improvisation. The first takes 12 bars, the second - 16, the third -
23 bars. Almost a twofold increase in proportions is achieved by a steady
increase in expression. In the first case, the squareness of the structure is
destroyed by a short-term deviation from the sustained tonic pedal e-moll to
the subdominant sphere, which is dictated by the further need for return. In
the second case - by updating the phrases with the coloring of the Dorian
mode, but mainly, their lengthening due to the phonic tension of the
diminished seventh chords. They move in ascending sequences, without
resolution, following the few-thirds moves of the melody (bars 22—26) until it
returns to its initial phrase. This technique of chord shifts, parallel sliding along
semitones and thirds, is achieved by mechanically transferring the fixed
position of the left hand along the frets, along the guitar fingerboard, which
is a favorite performance technique and, at the same time, the author’s
individual technique of composition. It was this technique that Villa-Lobos
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developed in his cycle “Twelve Etudes” for solo guitar (1929). Along with
the use of open strings and harmonics, this technique became the source
of improvisational renewal in the third performance of Modinha, which is
twice as long as the first (bars 29-51). At the end of the section (bars 33-38)
the zone of sequences against the background of the ostinato of the open
second string is stretched thanks to the chromatic links of descending
semitone steps. This creates tension in the high tessitura and causes wave of
culmination, the heavier dissonance, slowdown with an emphasized attention
to the “shimmer” of modal colours. The Phrygian shade is mixed with the
Dorian shade, which is often found in Brazilian music.

The contrasting middle (bars 52—-77, Piu mosso, E—dur) embodies
the instrumental nature of the dance genre beginning. This is evidenced by
the motorics of the wide takeoffs of the passages, similar to virtuoso flute solos
in choro ensembles, interrupted by sharp, articulated chords on arpeggiato.
There is no extended cantilena in the melody: the playing is done with short
chants, dance motifs, melismas, major-minor chords, and changes in time
signatures 2/4, 3/4, 3/8 in almost every measure:
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H. Villa-Lobos. “Five Preludes”, Prelude Ne1 (bars 51-56)

The sound is reminiscent of country music, playing of the Brazilian
ten-string guitar altocaipira with five paired rows of strings in the rural areas
of the state of Sdo Paulo. There, the instrument is idiomatic for Musicacaipira,
Musicasertaneja — sertaneja music, the most popular tradition of the
southern regions of Brazil (the sound is also characteristic of the genres of
Choro, Samba, Maxixe). The author of the prelude considered this fragment a
personal contribution, “a tribute to Brazilian country music”, a true reflection
of the local “country atmosphere”, with a euphoric, “devilish” crescendo®.

5 Amorim, Humberto. Heitor Villa-Lobos: uma revisdo bibliogréafica e consideragdes sobre a
produgéo violonistica. Rio de Janeiro, Universidade Federal do Estado do Rio de Janeiro
(UNIRIO). Rio de Janeiro, 2007, p. 202.
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The Prelude ends with a reprise of Da capo, in which one can distantly hear
allusions to the poetics of the preludes of F. Chopin, the French elegies of
G. Fauré, J. Massenet, the Italian and Portuguese Modinha. These echoes
are immersed in the soundscape of Brazil's southeastern provinces.

2.2. Prelude no. 2 «<Homenagem ao Malandro Carioca -
Melodia Capadécia —Melodia Capoeira»

Prelude Ne2 was created in the tradition of Choro — popular Brazilian
music, the name of which simultaneously implies the genre, the ensemble
of instruments (guitar, cavaquinho, flute, drums), the genre-communicative
situation and the place of sound. The prelude is dedicated to the image of
street vagabonds (Malandro Carioca) from Rio and Afro-Brazilian traditions
of Capoeira. The rhythmic energy of choro is used for sound associations
with the first picture — evening pubs for entertainment, dancing, fun of the
strolling residents of Rio de Janeiro. It is charged with motor skills, freedom
of play, easy recognition of motives mastered in folk and everyday
practices and festive rituals. In choro ensembles, the solo instrument (flute)
plays the fast melody from the continuous stream of sixteenths in a duple
time of 2/4; two guitars support the bass framework of the ostinato
percussion and the steady rhythm of the continuo in a dense chordal
thickening; the cavaquinho pulsates at one pitch, masterfully varying the
syncopating figures. The ensemble functions are precisely distributed and
coordinated. The motor rhythm of the melody is close to the composer not
only due to his personal experience of playing choro, which he mastered
perfectly in the environment of street artists in Rio de Janeiro. In addition,
the author of the music also often appealed to the baroque traditions of the
rapid alternation of uniform small durations in the instrumental texture of the
compositions of old European masters. The figurative type of the prelude’s
thematics fits into each of these strategies. And yet, here the correspondence
of the music to the initially announced reference to the local ethnocultural
space is obvious. It is generated by the rapid development of the rhythmic
contour of the melody, rich in elements of hidden polyphony and the
interweaving of rhythmic accents. As a rule, in the autochthonous setting of
ensemble play of street musicians (shoroens) there are characteristic role
interactions of rhythms. In practice, they may look like this:
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Scheme 1
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In the above ensemble scheme, the shoro rhythmic configurations
are merged into a flow of Brazilian rhythms: with traces of Spanish (as
Europeans believe) or Afro-Cuban, Afro-Brazilian (as Brazilians believe)
habanera, African lundu, Czech polka, Brazilian samba. Rhythmic cells
usually pulsate in all layers and voices of the texture. In Villa-Lobos’
Prelude No. 2 for solo guitar, they are given “half-hint”, in the dispersed
form and not in their entirety.

The exposition section (ABA) recalls Choro with its ceaseless
motoric arpeggios, easily soaring along the contour of chords. The general
lyrically relaxed tone is emphasized by appoggiaturas on the weak beats of
each odd measure and the subsequent expressive slowing down at the end
of the ascending passage (ritenuto). These chromatic appoggiaturas serve
not only as an element of the non-chord ornament. Thanks to the ligature,
it is connected with the next sound and is isolated from the general
motor context by slowing down, “hanging”, stopping. Such effect gives
spontaneous lightness to improvisation and vaguely recalls the rhythmic
syncopations within and between measures in Choro playing. In addition,
the “shaking” of the elastic rhythm of the lines is intensified by frequent
deviations from the main tempo: slowing down, speeding up (accelerando)
and the appearance of sharp dotted lines in the connections between
sections:
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H. Villa-Lobos. “Five Preludes”, Prelude Ne2 (bars 1-8)

Another association can be discerned in bars 23-26. Its stylistic
features are not connected either with the contour two-part Choro in the
spirit of Baroque figurations or with the authentic improvisation of Choro.
Here the influence of French music is felt — the imprint of Villa-Lobos’s stay
in Paris, where he became interested in Impressionistic harmonies. Hence
the appearance of a chain of modulating sequences down the tones from
the main key to distant ones with a subsequent return: [E]-C—F—-B—Es—As—
Des—Fis—H—[E]. Each of the four links consists of a major triad and a
secondary dominant seventh. Their effective combination is a continuation
of the aesthetics of coloristic hearing of harmonic colors, attention to the
phonic factors of sound (bars 23-27):

O @gr 5| 'yr

H. Villa-Lobos. “Five Preludes”, Prelude Ne2 (bars 19-25)
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Unlike the exposition of the prelude, which contains a mixture of
Brazilian folk improvisation of street musicians choro, European elegant
plasticity of lines and French sophistication of harmonies, the middle section of
the form opens up another sound reality. It is connected with the Angolan
and Afro-Brazilian energy of Capoeira:

E.g.5

Piil mosso @& i

H. Villa-Lobos. “Five Preludes”, Prelude Ne2 (bars 35—45)

The tradition of Capoeira, which originally involved a power struggle
and competition of Angolan warriors, is now known to the world as musical,
dance, acrobatic and martial Brazilian art. Here it acquired the specificity
of musical phenomenon, in which the powerful primeval energy of African
rhythms, percussion timbres is combined with the customs of ritual singing
during the sparring of dancers in the center of the circle (Roda).'. The key
role of the musical component of this action belongs to the timbre of
berimbau. According to its organological characteristics, it is considered a
single-stringed percussion Brazilian instrument of African origin in the form
of a wooden bow with an attached gourd, which acts as resonator. The sound
is produced by striking the string with a stick with the right hand; The pitch is
changed by pressing a coin or stone to the string with the left hand (with a
slight pressure — a rustling sound; the stronger the pressure, the higher the
sound), and is also supplemented by the rustling sound of shaking a wicker
basket in the right hand. The pitch depends on the tension and length of the
string, the size of the instrument, the volume of the resonator box (low, medium,

16 Link to the ritual performance of the dance in the modern Brazil:
https://www.youtube.com/watch?v=0xrCUquzhWc
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high tone). When playing, articulation of two adjacent tones is preferable.
Playing on two berimbaus creates movements in parallel fifths, characteristic
of the African culture of polyphony. The rhythmic basis is maintained by the
dense low sound of the elongated large drum of African shamans, atabake,
accompanied by the ringing of pandeiro tambourine and metal agogo.

In the middle of the prelude, the arpeggiated guitar texture contains
two elements characteristic of the art of Capoeira. The lower layer of the
texture imitates the sound of berimbau with semitone shifts of parallel fifths.
The effect of the ringing of the bells of the agogo and pandeiro is achieved
with the modulations of the upper open strings. Both layers are united by
the technique characteristic of Villa-Lobos of sliding along the fingerboard of a
fixed fingering configuration. The four lower strings form an expanded major
triad. The two upper open strings, as they slide together along the hyphae,
enter into consonant or dissonant relationships with them. The general wave-
like movement of semitone swaying is interspersed with ascending expressive
jerks. As a result, bright, impressive phonic contrasts of major colors of triads
and seventh chords arise, familiar to Villa-Lobos from the style of Claude
Debussy. But usually the French luxury of harmonic verticals arose from the
polyphonic orchestral and piano “colors” of ninth chords, which did not always
turn into consonances, but shifted in continuous streams in the thickness of the
mixed major-minor environment or were replaced by “wandering” augmented
triads. For Villa-Lobos, the source of renewal of harmonic processes was the
idiomatics of guitar playing. The technique of shifting the fingers of the left hand
along the fretboard in a chosen position, with its unchanging configuration on
different frets, became for the composer not only a personal performing find.
In fact, it opened up an individual stylistic dimension for Villa-Lobos, serving
as a personal “entrance” to the exploratory world of modernist sounds. Let
us recall that before his trip to Paris, several years earlier, the composer
visited the festival “Week of Modern Art” in Sao Paulo (1922). There, in the
modernist environment of artists, writers, composers, he received impulses
for innovation, ideas about possible vectors of linguistic renewal of art and
began to search for his own path in it. The guitar became his main guide in this
search: parallel shifts of positions along the fingerboard gave spectacular
and unexpected sounding “ribbons” of chords on the four lower strings, while
the two upper open strings (h, e) were fixed for a long time in spontaneous
strumming and vibrated from the touch of the fingers. Thus, chord pedals of
great length were born in his music, inside which rich phonic colors were
formed. They cumulatively merged into authentic fields of sounds and their
overtones, giving rise to the effect of stable resonance. As a result,
unexpected interactions arose between impressionistic harmonic effects
and new guitar playing techniques. Finally, it was a virtuosic and impressive
picture of phonic phenomena.
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Here it is necessary to articulate one important detail, which escapes
the attention of researchers. In the association created by the composer
with the atmosphere of Capoeira - the ensemble play of all its participants,
masterfully conveyed in the middle of the prelude by the solo guitar, there is
another modal-tonal component. It has Moorish, Afro-Arabic origin, but has
long been rooted in the depths of Iberian art in the form of the Spanish,
Andalusian mode of the hemiole nature. Signs of this derivative modal
formation are obvious not in the melody, but in the system of alternation of
all chords. Let us pay attention to the fact that the key signs of the H-dur
key, indicated in the musical text, are not provided with the corresponding
centralization. In the position of supporting harmonies, the complex of
consonances of dominant modes appears. There are two of them: the primary
variant of the scale “fis-g-a-(ais)-h-cis-d-e-(eis)-fis”, derived from “h”, and
the secondary, transposed variant “a-b-c-(cis)-d-e-f-g-(gis)-a”, derived from
“d”. Both appear in turn, each allowing for the possibility of forming major
colors from any of the above-mentioned degrees together with other sounds of
the Andalusian mode. This clarifies the nature of the functioning of the
chords within the system - in modes that are significant for Spanish culture,
with the constant gravitation of dominants embedded in them. Due to their
strong tendency towards the center (with its weak sound implementation), a
feeling of an ardent, passionate, hot “emotional climate” appears, as in many
examples of flamenco culture. Of course, Villa-Lobos, being the heir of a
large Spanish family, could use them unconsciously, instinctively. However,
this arsenal became important among other sources of the formation of
original pitch structures. But still, the fundamental idea and generalizing
principle of the modernization of the harmonic thinking of Heitor Villa-Lobos
remains the technical method of playing the guitar discovered by him, and
the consequence - all the modernist sound effects caused by it.

The reprise of the prelude Da capo literally returns the material of
the exposition. The listener is again immersed in the atmosphere of street
traditions of Choro. On the stage of the academic concert hall, the sharp
contrast between the sections of the Prelude can be interpreted in different
ways: guitarist prefers to enhance the romantic, sentimental track of the image
or, on the contrary, to emphasize the primordial nature of the national
Brazilian genre sources.

2.3. Prelude no. 3 «<Homenagem a Bach»

Prelude Ne 3, unlike the first two miniatures of the cycle, does not
contain Brazilian genre and style references. On the contrary, it has a precise,
targeted dedication to J.S. Bach, the author of brilliant pages of the European
Baroque heritage. The assimilation of the academic experience of the old
masters served as a priority creative strategy for Brazilian composers. Adaptive
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mechanisms were aesthetically welcomed and declared by a range of
neoclassical technical devices: quotation, stylization, allusion. The processes
of recreating the linguistic paradigms of European music of the past in the
conditions of such an adaptive culture as the Brazilian one were accompanied
by vivid contrasts. This prelude by Villa-Lobos, obeying the European
improvisational organics of the genre, presents it in the form of a stylized
dialogue of two musical languages: impressionistic French sound painting
and baroque harmony, plasticity, diatonic sequential unfolding of the fabric.

This sharp stylistic contrast is the basis of the composition. In the
scale of the two-part form ||: AB :||, the most common in pre-classical music, it
marks the boundaries of the sections. At first, echoes of the preludes of C.
Debussy are heard, then - the preludes of J.-S. Bach'”. The initial section of
the composition opens with an introductory two-part passage. In its upper
layer, the intonations of minor seconds recall the rhetorical figures of sighs
(suspiratio). They are connected with each other by tense tritone leaps of
exclamation figures (exclamatio), forming a line of appoggiaturas. The lower
voice builds the foundation of the sounds of open guitar strings:

E.g. 6

Andante rall. % A tempo

H. Villa-Lobos. “Five Preludes”, Prelude Ne3 (bars 1-10)

7 Link to the Prilude Ne3 performed by Montenegrin guitarist Goran Krivokapic:
https://www.youtube.com/watch?v=If81zZHTWQ-E
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The series of passages with fading on the expressive colours of
major triads, seventh chords, the ninth chords allows one to listen to the
beauty of their sound. The change of time signatures creates the effect of
fluidity, smoothness, unhurried improvisation. Consonances drift in a calm,
dreamy state of sporadic reflection. Hence the feeling of blurriness, uncertainty,
wandering, devoid of a specific goal; an increase in the value of colorful
phonic moments, and not the functional purposefulness of consonances.
Shifts in pitch give the ninth chords different vectors of gravity (a-moll, h-moll).
However, the avoidance of resolutions, the strengthening of the dissonant
properties of the chords due to their sliding in a single fingering configuration
(on the tonic bass of the open 5th string “a” or on the dominant organ point
on the open bass string “E”) brings this sound atmosphere closer to the
chromatic space of the Preludes of C. Debussy (“The Sunken Cathedral”).

The second section of the form is devoted to the stylization of the
pages of Bach’'s work. It gives birth to gentle streams of descending diatonic
sequences. Here, as before, there is a high concentration of baroque
rhetorical figures. But their harmonic background is as close as possible to
the conditions of its era:

E.g.7

Molto adagio e dolorido
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H. Villa-Lobos. “Five Preludes”, Prelude Ne3 (bars 23-26)

The beauty of the melodic fabric is assembled from the stepped
descending figures of catabasis in the lower line of the hidden two-part
chord, as well as the following exclamations of exclamatio - an ascending
sixth leap against the background of soft minor seventh chords. This is a
stylization of Bach’s models of baroque writing, permeated with the movement
of diatonic “golden” sequences with a second descending step. They contain
characteristic signs of academic improvisation, especially widespread in the
conditions of prelude genres. Such stylization works with the historically
fixed collective memory of beauty as universal, going through the centuries
beyond the horizons of different continents.
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2.4. Prelude no. 4 «<Homenagem ao Indio Brasileiro»

Prelude Ne 4 conveys the impression of the music of the Brazilian
Indians. Unlike the first prelude, the melody here is laconic, like many
Brazilian melodies of the indigenous peoples. It consists of five tones, but
does not form an anhemitonic system, characteristic of most Indian chants.
The sad, lonely “flute solo” smoothly and melodiously (cantabile) glides
down the silhouette of the tonic triad E-moll, picking up the end of the
phrase with a dotted motif. The performer could use open strings in playing the
monophonic solo, but this reserve is saved for the development phase. Here,
the expressiveness of the Indian intonation is emphasized by the vibration of
the closed strings. The moment of the end of the phrase is associated with
a change in size from 3/4 to 4/4. Then this algorithm of metric pulse is
repeated until the end of the exposition section:
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H. Villa-Lobos. “Five Preludes”, Prelude Ne4 (bars 1-6)

In each even measure, long pauses on the supporting tone of the
melody (tonic, subdominant, “Neapolitan”) are accompanied by a quiet
bass syncopated resonance. The fullness of the texture is provided by
chords on open buzzing strings. They fill the seventh chords surrounding
the melody with soft colors. In turn, all chord combinations are generated
by the melodic pattern. If we try to collect the sounds of the melody in the
main key into a single structure, we get e7 and €9. Their sound absorbs minor
and major shades, on the phonic play of which the end of the prelude will be
built. Here, in the zone of exposition of the material, the source and resource
of its development is the variant principle: the rhythmic transformation of
motives, their transposition to a new height, the combinatorics of intervals
between sounds while maintaining the general line of the melodic pattern
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ensures the recognition of the melody when it is updated. Contrasting
changes in volume and regular metric fluctuations enhance the sensations
of spontaneous improvisation inherent in oral aboriginal cultures. The sound of
the beginning of the prelude creates the impression of the absence of bar
line. Together, these means form associations with the genuine archaism of
the authentic sound landscape®.

The ethnic origin of the melody is confirmed, in addition to the
author’s remark of dedication to the Brazilian Indians. Local researchers
testify that during the years of Villa-Lobos’s guitar preludes, Brazilian ethno
musicology was taking its first steps.

Artists and musicians were looking for modernist ways to renew the
language of art, emphasizing national traditions with non-standard silhouettes
and shades of lines, colors, sounds, which often contradicted the tastes of
the general public. At the same time, composers, borrowing one or another
example from the baggage of folk collective creativity, did not focus all their
attention on the original. They sought to capture and convey its essence in
the conditions of an assimilated cultural environment. The composer spent
the next two years traveling through the south of Brazil, and then through the
Amazon regions (Manaus). Nestor Guestrin confirms that “to study the music
of indigenous peoples, one of the constituent foundations of the musical
landscape of Brazil and South America, he went to the Amazon jungle”'°.
According to the composer’s confession, his “first book” was a map of Brazil
with personal marks of cities and states where he wandered, listened,
studied, and distinguished the musical voices of his land and the peoples
inhabiting it. His tribute to the native people Caboclo? Villa-Lobos expressed
through meditation state, atmosphere of deep tension and reflection, filled
with quiet, distant overtone echoes. The famous Uruguayan guitarist Abel
Carlevaro recalled that the melody of the first few bars of this prelude
reminded the author himself of the Amazon region?'. The Brazilian
researcher of the composer’s guitar work, Humberto Amorim, suggested that
“the melodic basis of the prelude could have served as the Indian folk song
Tutd Maramba (Que Caboc Cantador), recorded and published in one of

18 Link to the Prelude Ne 4 performed by German guitarist Peter Graneis:
https://www.youtube.com/watch?v=w2c8B_2eSC0

9 Guestrin, Nestor. La Guitarra en la Musica Sudamericana. 2011. p. 58. Link:
https://www.laguitarra-blog.com/wp-content/uploads/2011/11/
19627529-La-Guitarra-en-la-Musica-Sudamericana1.pdf

20 Caboclo — the large ethnic group of Tupi Indians from Amazonia (Portuguese caboclo —
“those who came from the forest”, Portuguese Indian mestizos.

21 Carlevaro, Abel. Technique, Analysis and Interpretation of the guitar works of Heitor Villa-
Lobos: 5 Preludes (1940), Choro No. 1 (vol ll). Atlanta: Chanterelle Verlag, 1988.
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the albums of the guitarist, teacher, professor of the Conservatory of Sao
Paulo Isaias Savio”?2.

In the middle section of Animato (bars.11-25) leisurely contemplation
gives way to a cascade of stormy ascending arpeggios. Two phases can be
distinguished in their alternation. The first of them is based on traditional
models of tonal-harmonic connections of chordal figurations within the links
of sequences. The second leaves the usual track of gravity and resolution due
to the composer’s traditional methods of transit of a stable chord structure.
When shifting, some of the sounds on the closed strings form identical
interval ratio, while the repeated sound of the open second string (h) each
time modifies the acoustic silhouette of the Chord.

The reprise returns the listener to the original material. The effect of
distant memories, ghostly echoes of the melody is achieved at the beginning
by the use of natural harmonics, and then by a literal repetition of the
exposition.

2.5. Prelude no. 5 <KHomenagem a Vida Social-Aos rapazinhos
e mocinhas fresquinhos que requentam os concertos os
teatros no Rio»

Prelude Ne 5 is dedicated to young concert and theater goers in Rio
de Janeiro and is the most accurate reflection of the typically Brazilian musical
every day and social atmosphere of the city. According to the compositional
parameters of the structure of the ABCA form, the prelude stands out from the
general outline of the cycle. The hidden factor of such a difference, according
to the Italian guitarist and editor of the preludes Frederic Zigante, is the
discrepancy between the early manuscript and the later published versions.
In the comments to the Milan edition?3, he links the original form of the rondo
ABACA for the author’s urtext with similar structures in the “Popular Brazilian
Dances” (1908/1923), in particular, in the “Waltz Choro”. Subsequently, the
central repetition of the refrain in the prelude was omitted and its composition
lost the organic nature of the rondo-like circular trajectory.

The Prelude opens with the sounds of an intimate, lyrical Brazilian
Waltz in D major. Harmonies traditional for the everyday musical atmosphere,
accepted in the playing of popular music on the city streets, accompany the
extended, light, thoughtful melody with the intonations of a sigh. Its solo

22 Amorim, Humberto. Heitor Villa-Lobos: uma revis&o bibliogréfica e consideragées sobre a
produgdo violonistica. Rio de Janeiro, Universidade Federal do Estado do Rio de Janeiro
(UNIRIO). Rio de Janeiro, 2007, p. 209.

23 Villa-Lobos, Heitor. Cing Preludes / nouvelle edition revue et corrigee par Frederic Zigante.
Milano, ESCHIG, 2007. 24 p.
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phrases are imitated in the bass line and echo each other. Non-chord
sounds in the accompaniment skillfully decorate the fabric with expressive,
gentle backing vocals. Syncopated soft pedals emphasize the second beat
in each measure. This gives the music a feminine touch and reminds us of
its Brazilian Topos. The genre is based on the Waltz, but in 6/4 time, with
hemiolas from duple and triple pulses and syncopated chord figures of the
accompaniment?*:

Poco animato
Vi v ®

H. Villa-Lobos. “Five Preludes”, Prelude Ne5 (bars 1-6)

The next section B is even more refined, nostalgic and sentimental.
These sensual shades are expressed by the sound environment of the
parallel key (B minor). The textural palette is colored by the play of highlights
of light and shadow, the colors of major and minor. Intonationally, it is close
to the previous melody, but now its descending phrases are twice as short,
and the subsequent motives are syntactically organized according to the
principle of dividing the initial two bars into half bars. The changes in the tempo
gradation are also noticeable: the initial accelerations (Poco animato) now
slow down considerably (Meno mosso). Dynamic excitement arises closer
to the climax. The melody reveals singsong vocal origin and is reminiscent in
character of a sad confession sung in a low female voice — the Portuguese
Modinha. The guitar accompaniment, in the traditions of this genre, leads the
bass line with support on the strong beats, and with its chord layer prolongs
the syncopations on the light beats of the measure:

24 Link to the Prelude Ne 5 performed by Spanish guitarist Anabel Montesinos:
https://www.youtube.com/watch?v=g5FyuZxr3eQ
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H. Villa-Lobos. “Five Preludes”, Prelude Ne5 (bars 17-20)

Section C (bars 33—41, A maijor) is a fast waltz, which contrasts
most with the general context of the prelude in its tempo, rhythm, and
dance genre basis. The nature of the motor movement is accompanied by
contrasts between pairs of adjacent bars. In one bar, segments of syntactic
and rhythmic couplings of two chords in a triple periodicity of quarter notes
(bar 33) prevail. In the adjacent bar, on the contrary, a fast virtuoso
passage of an ascending arpeggio intensifies the metric of a two-part
division. Hemiolas are formed, characteristic of Iberian Brazilian rhythms.
The order of their alternation is constantly changing. This achieves a carnival
effect, characteristic not so much of an academic social environment and the
atmosphere in a concert hall, but of a lively city party:

E.g. 11
Pid mosso VI 1 v i
IDEETEY S A T

e

BEEE

H. Villa-Lobos. “Five Preludes”, Prelude Ne5 (bars 33-38)
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Humberto Amorim clarifies the specific nature of dedication of the
Prelude, finding links with the music of the Brazilian composer Joao
Pernambuco: specifically, with his Waltz “Sonhode Magia”?® (1920). Turibio
Santos also sees parallels with the Waltz Choro from the earlier “Popular
Brazilian Suite”. He associates this prelude with “return to a well-mannered,
peaceful, bourgeois melody; if it were not for its second part, where the
melody is sung by voice of the cello, this prelude would be natural within
the framework of the early suite”?.

3. Conclusions

The guitar music of Heitor Villa-Lobos is an integral part of
contemporary academic Brazilian art, fully reflecting its specific features,
genre traditions, as well as various elements of the motley picture of the
folk and everyday sound landscape. The flexibility and high adaptability of
the national culture played a key role in the formation of the latter. It ensured
the interaction and interweaving of genres of different ethnic etymology -
European, African, Indian origin. All these features can be traced in the
musical thinking of the composer. Numerous ethnographic expeditions,
assimilation of the creative experience of European musicians of the past
and present influenced the compositional style of Villa-Lobos, significantly
enriching it with various genre-style mixtures. The cycle “Five Preludes” for
solo guitar serves as a vivid confirmation of this. It echoes the drawn-out
melodies of the Portuguese Modinha (Preludes 1, 5), Brazilian Choro
(Prelude 2), Waltz Choro (Prelude 5), Angolan Capoeira (Prelude 2), and the
motifs of Indian chants (Prelude 4). In his lexicology, the author embodies the
models of Baroque rhetorical figures, inherits the stylistic allusions of Bach'’s
writing (Prelude 3), Chopin’s poetics (Prelude 1), impressionistic sound
painting (Preludes 3, 4), and modernist textural colours of the musical fabric.
The guitar cycle reflects the author’s original style and represents the special
Brazilian aesthetics - a kind of concatenation of various genres and styles.
Today, the Five Preludes are recognized as classics of academic guitar art
and are undoubted highlight of the concert repertoire for almost every
virtuoso.

25 Amorim, Humberto. Heitor Villa-Lobos: uma reviséo bibliogréfica e consideragées sobre a
produgdo violonistica. Rio de Janeiro, Universidade Federal do Estado do Rio de Janeiro
(UNIRIO). Rio de Janeiro, 2007, p. 211.

26 Santos, Turibio. Heitor Villa-Lobos e o violdo. Rio de Janeiro, MEC/DAC/Museu Villa-
Lobos, 1975, p. 28.
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SAXOPHONE, STYLISTIC ORIENTATIONS AND DIRECTIONS IN
TABLEAUX DE PROVENCE - J. M. PAULE MAURICE
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SUMMARY. Considered a reference work in the musical literature dedicated
to the saxophone, the Tableaux de Provence suite for saxophone and orchestra
was composed between 1954 — 1959 with dedication to a saxophonist virtuoso,
but also family friend — Marcel Mule®. The programmatic vision is evident from
the suggestive titles, suitable for each image. The contrast is a specific feature
of the suite genre, being approached by composers at the thematic level as
well as developed in all language elements. The purpose of this article is to
decipher the interpretative stylistic — features of the Tableaux de Provence
suite, which will lead to a better understanding of the style proposed by J. M. P.
Maurice’s.

Keywords: saxophone, Paris, contrast, suite, elements.

Introduction

The French music of the 20" century presents itself in a varied way,
the process of diversification reaching maximum levels. It is the moment
when the “impressionism proposed by Debussy proves to be also exhausting
its resources, the advance on these ways being no longer possible without
the risk of falling into pastiche or mannerism, imposing as necessary the new
openings. Openings to the future, to authentic, renewing and lasting art™.
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The French composer of the 20" century, Paule Charlotte Marie
Jeanne Maurice (29.09.1910-18.08.1967) attended the National Superior
Conservatory of Music in Paris, where she had Jean Gallon as mentor in
harmony, Noél Gallon_on the counterpoint and the fugue and Henri Blsser
on composition. From 1933-1947, Maurice was assistant to the Jean Gallon
harmony class, and in 1965 she became professor of harmonic analysis at
the Ecole Normale de Musique.

Together with Pierre Lantier, she wrote a treaty of harmony, entitled
Complement du Traite d’Harmonie de Reber, which became a landmark
work both in France and abroad.

Her most important work is Tableaux de Provence for saxophone and
orchestra written between 1948 and 1955 and dedicated to the saxophonist
Marcel Mule. It premiered on December 09, 1958, in Jean-Marie Londeix’ s
performance with Orchestra Symphonique Brestois, directed by her husband
Pierre Lantier.

2. Tableaux de Provence — Paule Maurice
(1) Farandoulo di chatouno®

This first articulation in the cycle of five musical "tableaux" is inspired
by the imaginative projection of the happiness and candor of young girls
dancing a traditional folk dance known in France as the farandoll®.

The lied type structure is a visible feature in this context, but also in
the following “paintings”. Given that it is a homogeneous form, it gives the
entire suite a classic-romantic view, but at the same time it can include a
freedom of exposure not framed by a strict pattern, which means that it could
undergo some changes at the thematic level, language, transformations that
have the same context, but are surprising and effective — requirements
necessary to the music of the 20" century’.

The modal factor is evident even from the introduction, by the
overlapping of two linear meanings: the main melodic path is exposed on a
Lydian mode on C, and the atmosphere context (the left hand) is oscillating
on the mobile stage B — Bflat, which leads to a modal bipolar.

6 Grove Music Online. Oxford Music Online. Oxford University Press. Web. 26, nov. 2012
http://www.oxfordmusiconline.com/subscriber/article/grove/music/09298.
7 https://thekeep.eiu.edu/cgi/viewcontent.cgi?article=1039&context=honors_theses
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Paule Maurice, ,,Tableaux de Provence”, m. 1-8, tempo Allegrissimo

From the previous example, we can also see the binary metric overlay —
ternary 6/8 with 2/4, which can alter, due to the lack of experience of the performer,
the smoothness necessary for an ensemble, be it even by two instruments.

The main reason has no deviations from the sphere of the lidian mode
on C. Of course, another basic element would be its melodicity, given by the
scalar structures, but also by the technical indication legato:

E.g. 2
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Paule Maurice, ,,Tableaux de Provence”, m. 17-20, tempo Allegrissimo

In order to avoid fragmentation of the phrase in measures 55-58, it is
good for the performer to play the note A sharp with position 5 or 4, depending
on how he or she considers best, thus, the legato indicated by the composers
can be made perfectly, giving the necessary cursivity to the melodic content.
For the same reasons, we can also assign to the note C the same passage
TA position to the detriment of the “classic” 8.

The last sentence of this musical articulation breaks the monotony
created by the small intensities, the exposure being integral in the forte.
Characterized in this way, the musical idea can be interpreted as a real release,
which will highlight among others the performer’s sound qualities.

8 https://www.saxontheweb.net/search/768521/?q=tableaux+de+Provence&o=relevance
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The middle section (B) starts with a melodic structure (upper embroidery)
followed by an action based on opposite jumps, which will generate a continuous
movement through sequential treatment, here being superimposed on a
descending chromatic route®.
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Paule Maurice, ,,Tableaux de Provence”, m.79-82, tempo Allegrissimo

In order to avoid the moving of the registers, but also for an easy
fingering, it is necessary to use a technical artifice, in the sense that the note
D79 encountered in the first passage of section B (m. 81 and 85) will be
assigned to C,. This will fully support the flow of the song, bringing a benefit
to the clarity of the ensemble exhibited in pianisimo way.

So as to emphasize the expressiveness, but also the imposed style,
the notes with a high rhythmic duration must be executed in a vibrato manner
by the saxophonist, even if this is not written in the score (see m. 90,98,104).
Thus, the performer will generate with this effect an extra sensitivity and a
special color, marking in a personal way the climax of musical phrases™.

Measures 114 and 119 impose the following interpretative peculiarities,
coming to support the artistic act of the soloist: the note A sharp is good to
be played without raising the G sharp position, and then with C,, after which,
the attack of the phrase is also made by fingers, thus avoiding the possibility
of a “kix” or an unsafe sound to the maximum. Also, the generated articulations
in this part have as main feature the equality and the sound accuracy of each
note. From an auditory point of view, a pure, clear, crystalline sound must be
traced by removing the “jamming” given by an uncertain or uneven movement
of the tongue2.

9 https://thekeep.eiu.edu/cgilviewcontent.cgi?article=1039&context=honors_theses

10 The saxophone score is written a minor third lower than the piano score, which is presented
here

" Bartolozzi, B., New sounds for woodwinds, Oxford University Press, 1963.

12 https://lwww.saxontheweb.net/search/768521/?q=tableaux+de+Provence&o=relevance
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The solo passage exposed in the beginning of the re-transition (m.
129-135) denotes an accumulation of tension that passes through all the
nuances. Both the rhythm and the articulations are uniform, the latter allowing
a small accent. In this way, the saxophonist will delineate and develop 12
intensity steps, arranged symmetrically.

Paule Maurice, ,,Tableaux de Provence”, m. 129-134, tempo Allegrissimo

The reprise is static, following the pattern of the three reference
segments (a a1 a2) benefiting from an inner widening.
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Paule Maurice, ,,Tableaux de Provence”, m. 165-169, tempo Allegrissimo

The Coda (m. 170-184) revives the main motif a valorized by its
repetition, but also by variation based on arpeggiated figurations exposed in
rhythmic complementarity soloist - accompaniment.

The general interpretive difficulty of this part lies in the fact that it can
easily be considered as a whole passage of virtuosity, which abounds in
intervals, articulations in various forms, and in difficult links and positions,
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given by the range in which it is written B major but also by the moving tempo.
In addition, the breathing technique of the performer must be impeccable,
because a large air intake is required that must be appropriated in short
breaks. Getting it right requires a well-organized and lengthy study.

() Cansoun per ma mio™

The second part of the suite is strongly contrasted to the previous
one, characterized by sensitivity and emotion, a composition with a strong
sense of romance.

The formal structure is proper to the small tristrophic pattern (a b a).

The element with the most variations is the lower embroidery, which
undergoes various transformations: into upper embroidery, then undergoing
the process of value compression.

—

e I I t = . N

@?B'-""'v'tl*;. S R > a—eae ,c!r |

(g : g = — = = //- e /,/r //.r//fj

o S P 3 T - be - !
'g d %_j\!r | =£— %J # %J ) Jd

T ] ’f 1 . 1 Ed i iy i

g = =3 7 = = L - - > =

Paule Maurice, ,,Tableaux de Provence”, m. 7-11, tempo Largo

Of course, the accompaniment has the role of supporting this
romanticized peculiarity through arpeggio figurations, which place attention
on the processes of thematic development through the descending chromatic
walk in latent form (see the previous example).

The median segment (b) surprises through the contrast of character
conferred by the accompaniment, which is imposed by the arpeggiato pianistic
process and by the two contrary planes: the ascending scale in parallel
quarts and octaves, and, respectively, the melodic route based on opposite
walking.

'3 https://en.wikipedia.org/wiki/Tableaux_de_ Provence
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Paule Maurice, ,,Tableaux de Provence”, m. 13-14, tempo Largo

The reprise is static and keeps the tooth ratio thematic and emotional.

Interpretatively speaking, the whole part is characterized by a
continuous support from the soloist in which the vibrato effect is dominant. In
order to achieve it, as well as the nuances and the flow of the song in general,
the air column must be conducted impeccably, according to the function of
intervals, but also by the rhythmic formulas. (see m.11,12,15,16).

In the second half of the part, there are several rhythmic formulas
based on sixteenths (m. 13, 14, 15, 16) which intervene under the impetus
of the measure of 6/8, but also because of the rare tempo, they tend to
destabilize the pulse.

(i) La Boumiano™

The next articulation is dominated by rhythm, highlighting the dancing
character, with a formal structure of lied, tripartite type (A B A).

Being framed in an alert tempo, the composer creates a programmatic
image by approaching an introduction with the ostinato base.

The accompaniment is divided into two planes of exposure: the left
hand with a static representation on tonic and dominant, with equal rhythm
ostinate, and the right-hand oscillating melodically on the interval of the major
sixth.

The score of the median stanza brings a contrast at the tonal level,
through the motivational exposure in the dominant sphere — G minor.
Together with the tonal contrast, a new motif appears B, based on
sequentially treated scalar melodic structures, followed by a syncope on the
same sixth jump.

4 https://en.wikipedia.org/wiki/Tableaux_de_ Provence
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Paule Maurice, ,,Tableaux de Provence”, m. 26-31, tempo Allegro

The reprise (A) contains various new forms of the original motif, such
as:

- recurring melodic structures (vs si va), with the same constant jump
of the perfect quart solved contrary.

- variational exposure (vs) based on the principle of ornamentation,
with notes of passage and embroidery, the initial motivational elements being
included in the melodic unfolding.

The sparkling, ever-optimistic spirit is musically surprised in the final
cadence.

E.g.9
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Paule Maurice, ,,Tableaux de Provence”, m. 59- 60, tempo Allegro

The sound colour of this musical articulation is a very strong one,
which highlights the interpretative qualities of the soloist. From the first
measures we feel the strong contrast to the previous part (Chanson per ma
mio), through an imposed tempo allegro, but also through nuances, all these
unfolding with one exception (m. 71) in area mf — ff.

The Ambitus in which the musical phrases are carried out is not very
extensive, but nevertheless there are problematic places such as those in
measures 35 — 38, where words and sixths pose problems about sound
equality between registers and correct intonation of intervals.
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We can also say that the interpretation is enriched soundly by the echo
effect, created by the composers in the middle area of the part (m. 42 — 48),
meeting here the only deviation from the forte nuance which was mentioned
earlier. Immediately after this, the performer may resort to a technical subterfuge
in order not to fragment the piece. It consists in the fact that for the notes C
and B from the measure 56, the position will be the ,complete”, with the
maintenance of the octave flap, and the D from the next measure will be his
priority C, position, to the detriment of the classical one’®.

(IV) Dis alyscamps I’amo souspire’®

Sadness and lamentation are the experiences that dominate this
musical articulation, the death of a family friend, his complaint at the
Alyscamps cemetery from the province, inducing the composer’s memory
and emotions, what will be transposed into a tender score and at the same
time with a certain note of the macabre.

Formally, the articulation has a structural appearance of lied (A B A),
each strophe having two distinct phrases.

The two introduction measures create a sound uncertainty, having a
cluster substrate, amplified and increased second created in poor time (m. 2).

E.g. 10

Andante
4

T

Paule Maurice, ,,Tableaux de Provence”, m. 1-2

The entire musical development is based on the two x and y generating
cells, from which the further thematic development will start (x; y7). Aconcern
for the rhythmic side of these cells can be noted, the first x; by the value
augmentation (in triplet — resulting in a binary-ternal overlap), and the second
y1 also by augmentation, but thought ternary, by means of syncopated
rhythmic sequences.

5 https://www.saxontheweb.net/search/768521/?q=tableaux+de+Provence&o=relevance
16 https://en.wikipedia.org/wiki/Tableaux_de Provence
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Paule Maurice, ,,Tableaux de Provence”, m. 3-8, tempo Andante

The round (A) has a static aspect, but it also contains an exception
by the various resumption of the motif § (a1v), which will have an improvising
aspect, implicitly, of soloistic virtuosity (m. 56-63b).

Coda contains the melodic substrate of the two generating cells, with
their results: x y x1 y2 y» x on the final E.
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Paule Maurice, ,,Tableaux de Provence”, m. 64-70, tempo Andante

The lyrical and internalized character is also surprised by the complex
and the novel rhythmic formulas that, thanks to the tight digitization, induce
small passages which are difficult to achieve from a technical point of view.
In the study phase they can subdivide to be appropriated clearly and
correctly, and then be perfectly integrated into the musical context (m. 25,
33, 58, 61, 62).
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The dynamics of the part is built from phrases that gradually
accumulate tension, but also from moments that have as subito indication
(m. 23-24. 33. We can say that these dynamic fluctuations can slightly offset
the pulsation, which is accepted especially when the musical phrase reaches
its peak (m. 33, 34, 58, 61, 62, 63).

(V) Lou cabridan™

The term “cabridan ,has a visual and auditory symbolism, being the
name of a massive and noisy insect, native, as location, to the region
Provence from France. The transposition into music of this phenomenon
highlights the agility of the saxophone, and of course the performer, the
instrument being honorably adapted to the agitation of this musical
articulation®.

The formal structure is proper to the large tristrophic form of lied — A
B A, this happens at the macro level, because the first segment (A) has a
similar composition at the microstructural level (A A1 A), and in the median
segment (B) a bistrophic composition (B B4), is approached, with phrases
ramifications.

The perpetual movement that characterizes this musical articulation
is interrupted by a cadence of virtuosity, followed by an inning (A), with onset
in the canon, which, besides the element of surprise given by its appearance
itself, has the sonority and significance of the disappearance of the rapid
sneaking of the insect, from the landscape of the province, which concludes
with a general diminuendo.

The passage at the beginning of this musical articulation, in addition
to the sound and rhythmic equality, imposes support problems related to the
flow of the melody and the articulations. The latter must be equal, short and
clear, the allegro tempo making these things even more difficult.

7 https://en.wikipedia.org/wiki/Tableaux_de_Provence
'8 Nicola Prost, Saxophone & la francaise, (Franch saxophone), Ed. Sax c’est I'air, Paris 2008
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Paule Maurice, ,,Tableaux de Provence”, m. 1-11, tempo Allegro

The above-mentioned interpretative peculiarities, the passage, but
also the whole part in general, impress through the technical difficulty and
the extent of the musical phrases that do not avoid any register and pass
through all the nuances, from piano to fortissimo, in a well-organized and
logical manner, in relation to the melodic line. Thus, besides the technical
mastery of the instrument, the player must also have a very high resistance,
doubled by an impeccable breath.

The retransition provides the listener with the exposure of arpeggiated
and scalar figures in the soloistic and accompaniment plan, with ornamental
elements that mimic a strong movement and agitation (of the descriptive
element - cabridan) (m. 47-62).

A passage that brings special problems from a technical point of view
is the one from measures 49 - 52 which, through the intervals included, as
well as through the /egato formula of three in three sixteenths with joints that
come unnatural in a binary meter, develops very heavy positions. In order for
the sounds from different registers to have the same intensity, but especially
colour, the saxophonist will have to perfectly dose the air column and the
manner of study. Thus, it will be possible to understand that the note mi from
the super-acute register at the beginning of the first passage (m.49) can be
executed only by holding the position C,, without pressing C+. This will come

160



SAXOPHONE, STYLISTIC ORIENTATIONS AND DIRECTIONS IN TABLEAUX DE PROVENCE
—J. M. PAULE MAURICE

as a relief for the soloist instrumentalist, regardless of his level, with a
substantial qualitative contribution to the entire musical discourse®.

The return segment of the main motive (A) contains the same
elements of melodic construction, with some insertions, such as the latent
march in rhythmic-melodic sequences, typical of the previous section. The
finale is provided by a large trill, in two and a half beats, in an impressive
crescendo that stops abruptly.

A new tonal dimension is imposed along with the median section B
situated in the sphere of the tonality E flat Major with certain modulatory
inflections towards the dominance area (B flat Major) but also in other distant
dimensions — C sharp minor. The formal bistrophic framing (b b’ — double
period and b1) subjects the melodic elements that give the sonority a modal
influence, with high intensity chromatic aspects. Thus, we encounter the
color formula combined with the descending scalar-ornamental figuration, in
a sequential sequence.

- - - -

Paule Maurice, ,,Tableaux de Provence”, m. 95-98, tempo Allegro

The soloistic cadenza capitalizes on the technical and interpretative
properties of the instrumentalist, focusing on the melodic side that abounds
in chromatic, scalar and arpeggios figurations, but also on the rhythmic
aspect, which presents numerous elements of exceptional division, that will
be interpreted with a certain freedom in exposure. The ambience of cadenza
unfolding is very high, so that the intervals that build the melodic line, the
alternative nuances, but also the generous legato, call at maximum the
intonational technique and the sound equality.

9 Adler, Samuel. The study of orchestration, Third edition, London, 2002
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The reprise of this articulation, which can also be considered a Coda,
imposes the initial tonality. The composer compresses certain elements,
such as: the canonical entries of the two planes and the sequences created
later, which can create the false impression of a gap between the soloist and
the piano accompanist.

Paule Maurice, ,,Tableaux de Provence”, m. 170-179, tempo Allegro

These elements lead to a gradual action with explosion of intensity in
the latest systems (m. 202-207), concluding with the element of surprise
imposed by the programmatic of the work — diminuendo general.

Paule Maurice, ,,Tableaux de Provence”, m. 207-210, tempo Allegro
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Looking at this last part of the Tableaux de Provence suite as a whole,
we can say that the musical phrases that make up the melodic speech are
built from ranges and arpeggios throughout the saxophone, which bring to
light the virtuosity and the bright character, the interpreter being given the
task — of easy place — to interpret under the auspices of lightness and
equality.

In conclusion, this work is a reference in the repertoire for saxophone,
with a valuable melodic potential and difficult to interpret.

3. Conclusions

The work of Paule Maurice, Tableaux de Provence, supports another
face of the sound, characterized by sensuality, warmth, with a velvety, slightly
blurred approach.

The musical score is made up of two aspects, both of which are
included in the personality of the performer today. The first is related to the
material-objective reality and involves technical virtuosity, and the second
aspect (the most important one) belongs to the subjective reality and
highlights the expressive capacity.

The approach and the promotion through interpretation and analysis
of this paper represent the plus of knowledge offered by the thesis we
elaborate. Thus, the desire to find a common denominator regarding the
avant-garde and notoriety of this work can give rise to notable ideas of
evolution.

The didactic purpose of knowing the Tableaux de Provence suite for
saxophone is also outlined in this paper. Taking into account the degree of
difficulty, it is addressed to the students, but also to the teachers who work in
vocational education institutions, helping in this respect the development of
the saxophone school.
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SUMMARY. Through making a major contribution to the evolution in
contemporary music, Gyorgy Ligeti has become recognized as one of the
most innovative composers of the twentieth century. Ligeti, whose work is
renowned for his uncompromising examination of new textures and sound
forms, became accomplished at pushing the boundaries of traditional
composition through the inclusion of techniques such as micropolyphony
and structured rhythms that made music more intricate. Ligeti explored
dense layers of sound in his songs, which culminated in works of music that
comes extremely close to being a tactile listening experience. Throughout
the time that Ligeti looked for fresh sources of inspiration and unconventional
timbres, he contributed to the discovery of the harpsichord during this time.
Composing works such as “Continuum,” in which the harpsichord is used to
generate the sensation of continuous motion and musical infinity, he was
fascinated by the instrument’s capacity to produce a variety of sound colors
via clear and repetitive attacking techniques. Due to this, Ligeti managed to
not only revive interests in the harpsichord in modern music but also
showcase how a standard instrument can be converted into a vehicle to
express the avant-garde in the realm of music.
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DIANA ICHIM, STELA DRAGULIN

Introduction

This article aims to investigate and improve our comprehension of
Gyorgy Ligeti’s distinctive composing style, emphasizing its importance
under the framework of 20th-century music. Ligeti, distinguished for his
groundbreaking discoveries in sound texture and polyphony, had significantly
influenced the evolution of contemporary music and the rediscovery and
reimagining of early instruments like the harpsichord. The inclusion of the
harpsichord in his latest compositions demonstrates an appealing resurrection
of Baroque artistic ideas, merging classical components within a contemporary
and avant-garde musical framework. The article will elucidate the significance
and complexity of Ligeti's style and its influence on the interplay between
tradition and innovation in contemporary music through a comprehensive
analysis of his harpsichord work, Continuum.

Gyorgy Ligeti’s compositional style evolved in the 1960s to reflect
developments in the current music landscape, adopting an experimental and
systematic approach to sound exploration similar to that of contemporary
composers such as Xenakis, Penderecki, and Stockhausen. Ligeti’'s works
throughout the 1980s and 1990s became more approachable, approaching
tonality or a ‘non-atonal’ style3. This follows a broader tendency in contemporary
music in recent decades of moving away from modernist aesthetics and
toward a postmodernist approach that returns to tonality without inhibitions.

Béla Bartok influenced Ligeti, particularly between the 1950s and
1980s, with his use of Hungarian rhythms and melodic inflections. However, his
music from the 1960s is defined by geometric fragmentation, the abandonment
of harmony and melody in favor of texture and timbre, and dense polyphonic
structure. During this time, Ligeti totally abandons traditional composing
methods, as evidenced by the work Atmosphéres for orchestra, in which
harmony is built on semitone agglomerations, erasing any discernable
melodic line. This style of writing introduces a sort of polyphony known as
micropolyphony, which is distinguished by dense canonical lines that move
in various rhythms, resulting in intricate sound clusters.

Throughout the 1960s, Ligeti perfected the concept of micropolyphony,
employing it as a versatile and delicate compositional tool similar to Steve
Reich’s methods. The compositions Lontano (1967) and Lux Aeterna (1966)
demonstrate this method, which relies less on broad textures and more on
arrhythmic canons that progressively generate clusters of tones and semitones.
In Lux Aeterna Ligeti generates sonic intensity by altering the dynamics of

3 Searby, Mike. “Ligeti the Postmodernist?” In Tempo, New Series, 199, 1997, pp. 9-14, p.
15.
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voice sources, resulting in complex discordant effects. The sound clusters
contain more than just overlapping half steps; they also include minor tones
and thirds, producing a sense of harmony, but not in the typical sense.

In his instrumental compositions a shift from largely harmonic to
predominantly melodic writing is evident. In these compositions, Ligeti uses
rhythmic and dynamic changes to highlight the lyricism and originality of
melodic lines. He refers to the restoration of melody as a rediscovery of the
“forbidden fruit” of modern music*. This rediscovery of classical elements -
harmony, melody, and rhythm - was more than just a return to the past; it was
a re-evaluation of these principles through the lens of his previous explorations.
In later works Ligeti broadens the harmonic palette by employing microtonality
and odd tunings, resulting in a more expressive musical language. Furthermore,
the use of more clearly defined structures and early music forms, like as the
passacaglia, demonstrates the progression of his compositional style,
emphasizing a balance of invention and tradition.

Fundamental principles of composition in the music of Gyorgy
Ligeti
Sound mass composition

The concept of sound mass is designed to capitalize on the limitations
of sound perception by facilitating the excessive agglomeration of sound
across musical time and sound frequencies. Through representative works
that delineate the theoretical foundation of this concept, composers like
Karlheinz Stockhausen have made a significant contribution to the theoretical
and aesthetic definition of the term “sound mass.” These compositions also
underscore the concept’s application in the works of composers such as
Ligeti, Xenakis, and Penderecki®.

The sound mass can be achieved through a variety of compositional
techniques, such as clusters, stochastic procedures, micropolyphony, extended
instrumental techniques, or orchestration: “... Sound mass exists when the
individual identities of multiple sound events or components are attenuated
and subsumed into a perceptual whole that nevertheless retains an impression
of multiplicity”®.

4 Ligeti, Gyorgy, Varnai, Péter, Hausler, Joseph. Ligeti in Conversation. Ed. Eulenburg Books,
London, 1983, p. 137.

5 Stockhausen, Karlheinz; Maconie, Robin. Stockhausen on Music: lectures and interviews,
Ed. Marion Boyars Publishers Ltd., London, 1989.

6 Chelsea, Douglas; Noble, Jason; McAdams, Stephen. “Auditory Scene Analysis and the
Perception of Sound Mass in Ligeti’s Continuum” In Music Perception, 33, 3, 2015, pp. 287-
305.
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In addition, the authors underscore that the complexity of sound
organization, which encompasses the rhythmic, melodic, and spectral
parameters of a composition, is a component of sound mass. The concept of
sound mass will be a central focus of the analysis of the selected work, as
Gyorgy Ligeti’s compositional methods are closely linked to it.

The micropolyphony

Ligeti’s contrapuntal technique may be analyzed using this distinction
as a valuable starting point; however, it is oversimplified. Ligeti has
consistently demonstrated his appreciation for contrapuntal practices and
early music and believes that these influences have had a significant impact
on his career as a composer. It is incorrect to infer that Ligeti’'s mature music
should be interpreted in tonal or modal terms. However, it is logical to
consider that the conception and listening of Ligeti’s micropolyphonic music
may be influenced by the restrictions and conditions of early music
counterpoint, particularly imitative counterpoint.

Gyorgy Ligeti’s early works are replete with micropolyphony. This
method entails the layering of numerous melodic lines that move at varying
speeds and rhythms, resulting in a dense and intricate texture. In his 1961
work Atmosphéres, Ligeti forsakes conventional harmonies in favor of a
dense network of sounds that are generated by the interaction of multiple
voices. Each instrument in the orchestra contributes individual sections,
which typically consist of long sustained notes or slowly changing groups of
notes, which combine to form an ever-evolving soundscape.

Other works, such as Lux Aeterna, are among the numerous works
in which Ligeti incorporates micropolyphony, which became a fundamental
aspect of his style. Ligeti employs micropolyphony to generate music that is
both eccentric and captivating, thereby investigating the expressive potential
of dense and intricate textures in these compositions. A distinguishing
characteristic of Ligeti’'s micropolyphony is the utilization of cluster chords,
which involve the simultaneous playing of adjacent notes, resulting in a
dense yet dissonant harmony. Ligeti frequently employs techniques such as
gradual changes in dynamics and timbre to underscore the sense of
movement and transformation in his music. In general, Ligeti’'s unique sound
universe is fundamentally characterized by micropolyphony, which enables
him to compose music of unparalleled complexity and profundity.
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Meccanico pattern

Gyorgy Ligeti has frequently discussed his passion for automobiles
and how this passion is reflected in his music. He asserts that the ticking and
clicking of the pieces he refers to as meccanico are the result of a fascination
that has existed since his infancy. Ligeti employs the Italian term meccanico
in a general sense, referring to sections of any of his compositions that evoke
machinery that has gone awry, rather than those that employ a specific
compositional technique.

In an interview with Péter Varnai, Ligeti shares a childhood memory
that is connected to his love of mechanical sounds:

I was approximately five years old when | accidentally received a
book of short stories by Gyula Krady, which was not suitable for
children.” | recall feeling unusually melancholy during the summer,
possibly due to the humidity or the fact that | was reading Krudy’s
stories in solitude in the attic. One of the narratives revolved around
a widow who resided in a residence that was replete with ticking
timepieces. The mechanical pattern in music is truly the result of
reading that narrative on a hot summer afternoon when | was five
years old. Subsequently, additional everyday experiences have
contributed to the memory of a house filled with ticking clocks, such
as the images of buttons we press, cars that either start or fail to start,
elevators that occasionally operate or stop on the incorrect floor, and
Chaplin’s “Modern Times,” one of the most memorable cinematic
experiences of my childhood. | have always been captivated by
recalcitrant machinery and unmanageable automata.”

Ligeti’'s fascination with malfunctioning machinery is expressed
musically in his 1962 experimental composition, Poeme Symphonique,
which is composed for one hundred metronomes. This work, which was a
narrative with instructions rather than a score, was never published®. Until
they all cease, the metronomes tick mechanically at varying velocities, each
slowing down in its own time. Their interaction generates rhythmic patterns
that undergo a continuous process of evolution and reduction in complexity
as the metronomes cease to function one by one. Nevertheless, upon
listening to the metronome work in the context of the pizzicato movement in

7 Ligeti, Gyorgy, Varnai, Péter, Hausler, Joseph. Ligeti in Conversation. Ed. Eulenburg Books,
London, 1983, p. 14.

8 Piper, Clendinning, Jane. “The Pattern-Meccanico Compositions of Gyodrgy Ligeti” In
Perspectivse of New Music, 31, 1, 1993, pp. 192-234.
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the String Quartet, for example, or the harpsichord work, Continuum, it
becomes apparent that the metronome piece served as a preparatory stage
for the pizzicato movement?®.

The meccanico sections are distinguished by a sequence of melodic
lines that overlap, each of which is composed of small groups of swiftly
mechanically repeated sounds that undergo gradual changes in melodic
content. The notes are arranged in a specific order, and the overall order of
the units remains consistent, even if the pitches of some of the units change
during iteration. The melodic lines undergo a rapid change in pitch as a result
of the short duration of the sounds designated to the notes, which are eighth
notes or shorter, in conjunction with the fast tempos. A compound melody is
generated by the rapid repetition of the small units, which enables the pitches
to nearly coalesce into a chord. Each melodic line contains a lead voice that
connects adjacent harmonies.

Despite the fact that Ligeti incorporated meter and measure
indications into his mechanical compositions to facilitate the coordination of
components, he mentions that the works should not be performed with
metrical accents. In order to enable the performer to maintain their position
in the score, dotted lines are used to indicate the passage of each sixteenth-
note group in the keyboard pieces. Ligeti’'s compositions from this era are
characterized by this approach to metrical notation. In his interview with Peter
Varnai, he states, “... Of course, | continued to employ bars and conventional
musical notation in the majority of my compositions. In the music proper,
however, the dotted bars served solely as reference points to prevent the
four string players in a quartet from becoming disaffected. My music is a
continuous, uninterrupted stream of bars™.

Although not all compositions in the meccanico style are exclusively
constructed through pattern repetition techniques, a significant portion of the
work is. The meccanico activity in Continuum or Coulée lasts for approximately
three and a half to four minutes, from the opening notes of the work to the
final notes. The eighth piece of the Ten Pieces for Wind Quintet and the fifth part
of the Second String Quartet are two additional compositions in this group that
commence with a section of the meccanico pattern. This section is distinguished
from the contrasting material that follows by sustained notes. Ligeti integrates
his concept of modello meccanico with other compositional techniques,
including the microcanon and, in the case of Drei Phantasien, homophonic,
noncontrapunctuated writing, in a number of subsequent compositions,

9 Ligeti, Gyorgy, Varnai, Péter, Hausler, Joseph. Ligeti in Conversation. Ed. Eulenburg Books,
London, 1983, p. 34.

10 Ligeti, Gyorgy, Varnai, Péter, Hausler, Joseph. Ligeti in Conversation. Ed. Eulenburg Books,
London, 1983, p. 35.
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including Ramifications, the second part of Monument-Selbst-Selbstportrait-
Bewegung (1976), and Drei Phantasien (1982)'".

Continuum by Gyorgy Ligeti

Composed in 1968, Continuum for harpsichord is a unique genre in
Ligeti’'s mature works, in which sequences of pitches and intervals build
progressively against the background of an articulated structure, unfolding,
in the composer’s words, ‘... like a precise clockwork’ (Hicks 1). Using a very
fast and consistent note succession in tremolo figurations, Ligeti created this
kind of mechanical music, which at the end abruptly cease ‘as if they had
been ripped away’'2.

Early 1960s electronic music studios saw Ligeti listening to electronic
etudes created by Gottfried Michael Koenig, in which a sequence of various
tones loop, sounding at a pace of over twenty sounds per second. The
several tones are still heard, but it is impossible to separate the ordering: the
fast repeated sounds become a chord. Ligeti included these recurrent
sonorities in Continuum for harpsichord, his first published work in which he
fully developed the mechanical technique.

Based on my study of this work, | have not come across any clear
examination of the style applied; nonetheless, Ligeti’s remarks on continual
rhythmicity are echoed here: “...The beat you sense is not the one produced
by the note sequence your fingers follow. The piece’s actual rhythmis a pulse
resulting from note dispersion and note frequency of recurrence.”’s.
Unknown to his American counterparts Terry Riley and Reich, Ligeti used
quasi-minimalist methods in this work - although without tonal content and
without clear meter (the broken bar lines serve simply as orientation). Here,
though, as in Terry Riley’s In C (1964), the focus is on overlapping brief
sequences and, as in all of Steve Reich’s 1960s works, on sequence
alterations. In Ligeti's work, a sequence consists of patterns of 2-5 sounds
(one sound for each finger); overlapping and shifting happen by adding or
changing a sound. At least 14 sounds per second, the great speed produces
a whirl of strobe-like sound from continuously changing diatonic-chromatic
clusters. The leitmotif intervals that show at pivotal points in the work—the

" Piper, Clendinning, Jane. “The Pattern-Meccanico Compositions of Gyorgy Ligeti” In
Perspectives of New Music, 31, 1, 1993, pp. 192-234.

2 Hicks, Michael. “Interval and Form in Ligeti's Continuum and Coulée” In Perspectives of
New Music, 31, 1993, pp. 172-190.

13 Ligeti, Gyorgy, Varnai, Péter, Hausler, Joseph. Ligeti in Conversation. Ed. Eulenburg Books,
London, 1983, p. 61.
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Bb-G third at the opening, the Bb-Fb Sharp fifth just before the midpoint, the
F Sharp-Bb at the end—allow one to sense the structure.

Of course, the main and most significant impression is that of an
unbroken soundtrack - from one of the instruments with the quickest sound
decay time of all. Among other things, we perceive in Continuum the pretense
of a stationary sound and the so-called intrinsic patterns (we hear not the
several tone shifts, but those resulting from the superposition of several
intervals).

Although Ligeti makes it clear that in his works, he does not want a
sectionalization of the general form, the first section is nevertheless clearly
visible and can be understood as an introduction. The work opens with a
minor third, G-B Flat, the first symmetrical interval. This section holds 9
‘measures”. The example above shows that the number eight at the
beginning of the work is not the transposition to octave, but the number of
seconds.

E.g. 1

Prestissimo
S o B P 5 S O O A

G. Ligeti, Continuum, the beginning of the first section

The first noticeable change occurs in “measure” 10, where the F is
introduced, thus changing the interval from a minor third to a perfect fourth.
After 27 repetitions of the F note, another note is introduced, this time in the
left hand, A Flat. After a few repetitions of this sound, in measure 18 an Ain
the right hand appears, creating an unregulated pulsation, blurring the
musical text even more.

E.g. 2

1 t I
o T e P e T I L R

G. Ligeti, Continuum, the A in the right hand

Next, the B is added to the left hand above the top note (B Flat),
extending the total range to a tritone. Finally, F Sharp is added, filling the
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entire chromatic space in this tritone interval. Within seconds, the texture has
transformed from a static pulse into a blurred mess.

The unstable “blurriness” is highlighted when the pitches organize
themselves almost organically into symmetric ascending and descending
shapes that appear quite clearly as very low-frequency sine waves (mm. 28-
29). For a few fleeting measures, we perceive a pulsation as a cascade

formed by pentachords.
E.g.3

———
T P 1
prallt et o gev g
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G. Ligeti, Continuum, mm. 28-31

The symmetrical pattern gradually fades again as the pulsations
become more irregular. There is a sense of acceleration as the repetitions
are organized into smaller and therefore shorter units, first chaotically, then
approaching order again.

The pace seems even faster as the sound pattern thins out, becoming
just three notes spanning a minor third (F Sharp/G/G Sharp/A). The opening
notes are now a minor half step away, but the method of gradual
transformation makes the listener unaware of this movement. In less than a
minute, we're back in a familiar place. Eventually, the A sound is dropped,
and we are back again to a “static” state based on the F Sharp/G Sharp
semitone (or “interval signal”). Here the moment signals the end of the first
section.

G. Ligeti, Continuum, the end of the first section

Section Il shows a similar process of fading the intervallic signal and
then forming them into extended symmetrical units, but here the interval is
extended and the notes are presented in an almost diatonic manner.

With the addition of C Sharp under the main sound structure, the pattern
begins to sound like a Major triad on C Sharp that rises and falls rapidly.
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The next added note is a B Sharp, which extends the interval range
to its widest range yet, a Major seventh. In tonal conditions, the B Sharp
would act as the principal sound of the C Sharp major scale, but in this case,
the function is not so clear. One would at least expect the B Sharp to stand
out clearly, as the highest line normally does in a polyphonic texture, but the
harpsichord noise turns it into litle more than a faintly flickering pixel (this
observation is based on a subjective listening of harpsichordist Joyce Chen’s
recording of the work'). An E is added to the center of the sound pattern,
filling the chromatic space. Shortly thereafter, an A enters, emerging from the
texture much more clearly than the preceding B Sharp.

A T T AT 117 T T 117 T I T T T 17 |EEEE NN | | ||
r'l_!_gIII‘IIIlE[lI I}I‘I{}I'IT}IIT Il{l{'gl! B S — - 'E'Il'El'[}
FRASas o S e e i W e e W e g
| e -+ e -+ -
i 1 J
O T T 11 IIl.I!! T | I A I P I I | S I 1 O O O | |
1 g L L L L L L LES | 1 1 Tl T ol
S B EESEERTT -~ e e
B e P e R L e e B L S R A R e S S P L S
= oy mE= Haly FE= SEEE=—

G. Ligeti, Continuum, the climax of the second section

After a stirring and chromatic section, the musical discourse instantly
flattens from hexachord to bitony, characterized by the perfect fourth interval,
F Sharp-B.

E.g. 6
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G. Ligeti, Continuum, the beginning of the third section

This section alludes to tonality, its counterpoint made imperceptible
by the stuttered and overlapping forms. The tonal/diatonic feel of this section
is heightened by the satisfying arrival, at “measure” 87, of a major triad on B.

The third section of Continuum is both the most structurally unique
and the most climactic. In fact, it could be said that, from this point on, the piece
seems to be in a continual state of climax (quite astonishing, considering that
the piece is not even halfway through.) While the previous two sections appear
as a constant flow that stirs and then settles again, this section unfolds with

4 Gyorgy Ligeti: Continuum (1968) / Joyce Chen, harpsichord,
https://youtu.be/zRItK87Cn2s?si=qWT_iZ1heNMCCxgb (11.09.2024)
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a clear sense of direction (in terms of sonic material). This direction, however,
is split in two, as if magnets were placed both above and below the form.

After a few bars, the left-hand D Sharp is replaced by a D, transforming
the sonority into a B minor chord in a tight B minor position. It is also surprising
that the D Sharp and D here are the first pitches to be allowed to completely
unravel without being immediately interrupted by repetitions.

The first new interval added is a perfect fourth, A-D. This progression
is almost identical to the starting measures, where a F is introduced under
the interval G-B Flat, to create the same combination of intervals. The main
difference here is that the pulsation has accelerated.

1 1 1 !
A I T TTTITTITTITTITTTT TTTTTTTTITTITTTIT TTTTITTITTITTITTTT I I I A
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T O T I T - - I L7 - T I B I N A Y S I S
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TFTEW LR T T v v TEF IV TEY T P TV T IPTEEV,
o s m . pEp s e e pASS AR es aees A A eom . .,
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G. Ligeti, Continuum, the first bars of the third section

In the following few measures, four more notes are added to the texture,
in the following order: G (bottom), C Sharp (middle), Do Sharp (middle), F
(bottom). The texture now contains a range of eight sounds. From the bottom
up, these are: F, G, A, B, C Sharp, D, D Sharp, F Sharp. The middle semitone

group (C Sharp/D/D Sharp) gives it an unsettling quality, suggesting more
movement is imminent.

E.g. 8
—— A HH- Rt - l T
BT ARG e e AR AR e R e RS
. @ '@ Y Y Y ' . . "3 Y
e P T O P el e m P SR SrP SEr
f HH 1 A

G. Ligeti, Continuum, the four notes chromatic scale

After the scale of 8 sounds have been set, the whole texture sharply and
evenly splits in two directions, the left hand descending into the register, while
the right hand goes up. All notes pulse at the same rate, but Ligeti carefully
staggered the changes to give the sensation of smooth and accelerated motion.
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G. Ligeti, Continuum, the opposite movement in both hands

In “measure” 119, we reach another stability point, as the
displacement locks into another perfectly symmetrical sounding of major
third scale in opposite directions, separated in turn by the interval of a major
third (plus an octave). The right hand interprets a descending cascade of
chromatic tones from F Sharp to D, while the left hand interprets a perfectly
mirrored but slightly offset version, who climbs from a F Sharp to B Flat.
Surprisingly, this is the first occurrence of an octave and acts as a brief
prefiguration of the climax use of octaves to measure 126, when the outer
voices of each major third simultaneously step outward to form tritons,
dividing two octaves into two. The score indicates the change of the registers
and manuals of the harpsichord, the top keyboard to be drawn, further
emphasizing the climax power of these octaves. This transition from Section
lll to IV resembles the transition from Il to Ill, where the outer voices of a
stable, symmetrical pattern step sharply outward in opposite motion to form
a new interval (the B Major triad in this case).

E.g. 10

Sailsinai AildiidiNd i IiAidAIAA AN A AN R

G. Ligeti, Continuum, the climax of section 3

The fourth section of the Continuum is the shortest and minimal, but
also the most climactic. All the registers are drawn, everything sounds at the
upper octave, and the climax officially begins.
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E.g. 11
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G. Ligeti, Coninuum, the beginning of the fourth section

The octaves on the right hand climb four semitones, and the octaves
on the left descend equally, but in a desynchronized way. Quite an open
interval texture involves a modal movement. The end of this section is
currently stabilizing on a minor semitone (F Flat-E Flat), but there is no
harmonic movement before or after to suggest even the slightest identity as
a dominant agreement.

E.g. 12

L’?EEEI’EEEEEEEEBEEEEEEEE E&EEEEE&

G. Ligeti, Continuum, the final measures of this work

After this section follows an even more atypical one, hard to execute
for any musician; the F Flat repeated for twelve “measures” puts in difficulty
the harpsichordist, because it requires an extraordinary soft touch.

E.g. 13
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G. Ligeti, Continuum, the final measures

Despite some obvious “snaps” of tonality, Ligeti takes great care to
avoid any tonal involvement that does not immediately change or overlap
with another in a confusing way.
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Conclusions

Gyorgy Ligeti’'s Continuum is a seminal work that revolutionized the
musical language for the harpsichord, introducing technical and expressive
innovations that have profoundly influenced the interpretation of this instrument.
The unconventional exploration of extended registers has opened new
perspectives on the harpsichord’s capabilities, transforming it into an instrument
for modern and avant-garde exploration.

Although Ligeti approached the harpsichord from a contemporary
perspective, Continuum is notable for its return to Early music stylistic principles,
integrating traditional techniques and structures within an innovative context.
This blend of tradition and innovation has captured the imagination of
contemporary harpsichordists, who appreciate both the reverence for the
instrument’s history and its modern contributions.

The significance of Continuum is also reflected in the complexity and
textural variety it offers. Ligeti created a dense and dynamic musical texture
that challenges performers to explore a wide range of techniques and nuances,
providing listeners with a captivating and innovative auditory experience.

Continuum by Gyoérgy Ligeti will forever be a part of my harpsichord
repertoire because of the unusual texture and sound it possesses. An
exceptional technique is required from the performer in order to complete the
work. Relaxation is the most essential component of this work since it is the
only way that the fingers can move swiftly, and unique sounds may be
produced. In addition, tempo is an essential component in the performing of
this work. If you do not have a tempo that is sufficiently quick, you will not be
able to produce a sound that is continuous.

Ligeti has demonstrated remarkable originality in Continuum, offering
an innovative vision of a traditional musical form. This work is considered a
pioneering example in harpsichord music, reflecting Ligeti’'s desire to push
the boundaries of the instrument and explore new sonic dimensions.
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TIBERIU OLAH’S EVENIMENTE 1907 (EVENTS 1907).
MODERNISM DISGUISED IN A HISTORICAL MOVIE SCORE

OLGUTA LUPU'

SUMMARY. Tiberiu Olah’s Evenimente 1907 (Events 1907), originally the
music for the film Rascoala (The Uprising) after Liviu Rebreanu’s novel, can
be considered a work inspired by a page in Romanian national history involving
a large mass of people, and as such in tune with the themes pushed by the
Communist ideology. But this layer of meaning runs in parallel with another
one, indicative of the modern, elitist music from outside Romania, more
precisely of works by composers of the Second Viennese School. The two
layers, to all appearances completely contradictory, prove to be parts of a
single whole. By managing, like some Till Eulenspiegel (or his Romanian
relative Pacald), to dissimulate the nod to modernism in the clothes of the
music for a historical film, Olah offers a model both of pluristratification of
meaning and of harmonization of opposites.

Keywords: film music, Second Viennese School, Tiberiu Olah, modernism

One of Romania’s radical modernists, Tiberiu Olah is also a most
prolific and important composers of film music. Several of the movies which
he wrote the music for — Rascoala (The Uprising), Mihai Viteazul (Michael
the Brave), Pe aici nu se trece (No Trespassing) — are inspired by the history
of our country. The music of some was later turned into orchestral works, for
example the Mihai Viteazul suite after the film of the same name, or the
symphonic variations Evenimente 1907 after the film Réascoala.?
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