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MINIATURA PIANISTICA ROMANEASCA
IN A DOUA JUMATATE A SECOLULUI XX

- REZUMAT -

PARTEA I
REPERE ISTORICE, ESTETICE SI STILISTICE
N MINIATURA PIANISTICA ROMANEASCA DIN
SECOLELE XIX-XX

Capitolul I
Inceputuri, prefiguriri, deveniri

(a doua jumatate a secolului XIX si prima jumatate a secolului XX)

Momentul dintre cele doua veacuri reprezinta o faza decisiva pentru
afirmarea culturii muzicale romanesti, cu elemente de limbaj novator,
deschizatoare de noi directii stilistice.

Primele generatii de compozitori din secolul al XIX-lea (Alexandru
Flechtenmacher, Carol Mikuli, Eduard Caudella, Gheorghe Dima, George
Stephanescu, Gavriil Musicescu s.a.) au avut ca merit semnificativ trecerea de la
monodie la sintaxa omofono-armonicd, ce reprezintd, de altfel, o reusita
insemnata pentru muzica noastra culta.

Uniformizarea limbajului muzical european s-a produs dupa un prelungit
fenomen de influentare reciprocd a culturilor tarilor occidentale, existand
concomitent §i deosebiri ce tin de continutul emotional si ethosul fiecarui popor
in parte. Asadar, putem identifica diverse particularitati in creatia universala,
cum ar fi: stabilitatea si delicatetea muzicii franceze, echilibrul si rigurozitatea

lucrarilor germane, vigoarea si energia muzicii italiene, bogdtia de stari si



sentimente ce reies din zona creatiei slave, precum si intensitatea trairilor din
cantecele nordice.

Scoala roméneascda moderna a fost consolidatd prin implicarea
compozitorilor din cea de-a doua jumatate a secolului al XIX-lea, in frunte cu
George Enescu, care s-a aplecat cu desdvarsire asupra muzicii populare autentic
taranesti, oferind numeroase 6pus-uri memorabile.

Creatia muzicald din a doua jumatate a secolului al XIX-lea este mai
consistentd decat cea anterioard, atat prin continut, cat si prin forma. In acest
context, dezvoltarea genurilor si formelor destinate pianului a influentat,
intr-o mare masurd, modul de a gandi al compozitorilor din acea vreme, care au
dedicat acestui instrument un numar considerabil de piese.

Consolidarea muzicii roménesti consacrate pianului in secolele XIX-
XX s-a materializat prin abordarea a numeroase genuri, de la cele miniaturale,
pana la piese vaste concertante, de la formele libere, rapsodice, pana la suite,
teme cu variatiuni, sonate, remarcandu-se, totodatd, o dubla influenta, cea
apuseana si cea national-folclorica. De-a lungul perioadei mentionate, au existat
compozitori autohtoni (Ludovic Wist, Mihail Burada, losif Ivanovici, Teodor T.
Burada, Pietro Mezzetti, Eduard Caudella, George Stephanescu, Constantin
Dimitrescu, Ciprian Porumbescu, lacob Muresianu, George Fotino, Tudor
Flondor etc.) care au incercat sa imite atat limbajul, cat si stilul lucrarilor de
factura cultd specifice zonei apusene, ce constau atat in dansuri de epoca, dar si
in forme miniaturale sau mai complexe dedicate pianului.

Compozitorii din primele decenii ale secolului al XX-lea s-au aplecat cu
seriozitate asupra cercetdrii limbajelor muzicale ale predecesorilor, ce le-au
influentat categoric creatiile. Ei vor adauga directiei continuatoare metode
originale de exprimare muzicald, alaturi de diverse forme de valorificare a sursei
de inspiratie folclorica. Astfel, se constatd fie utilizarea de catre compozitori a
unor melodii pur populare in realizarea materialului tematic, fie prelucrarea sub

amprenta personald a unor elemente ritmico-melodice folclorice, in vederea



conceperii unor noi sisteme de organizare sonord novatoare pentru acea

perioada.

Capitolul 11
Racorduri, sincronii, individualizari

(Identitate si contextualitate in a doua jumatate a secolului XX)

Secolul XX reprezintd cea mai spectaculoasa si controversatd perioada din
evolutia omenirii, atat sub aspect constructiv, cat si destructiv. Progresul in
domeniul tehnologiei si descoperirile stiintifice, numeroasele informatii ce se
transmiteau prin intermediul telefonului, televizorului, calculatoruluir si
satelitului au constituit o parte din factorii care au influentat evolutia lumii si
comunicarea dintre oameni.

In secolul XX se constati coabitarea mai multor concepte stilistice,
inspirate fie din sfera muzicii culte de factura netonala — cum ar fi atonalismul,
serialismul dodecafonic, microtonalitatea, fie din zona modurilor populare, si
anume prin procesul de unificare a tehnicilor de prelucrare a modurilor, acestea
fiind coagulate si asimilate intr-o sinteza complexd, cu manifestare specifica in
creatia diferitilor compozitori.

In acest capitol am incercat si realizim o prezentare succinti a curentelor
si directiilor intilnite pe parcursul a aproximativ cinci decenii, incepand cu anul
1950.

Este imposibil sd realizam un studiu complet despre cultura muzicala
romaneasca din secolul XX. Fenomenul muzical din acesti ani ne ofera
numeroase evenimente si impliniri, precum si diverse orientdri estetice si
stilistice.

Secolul XX reprezintd un domeniu fascinant, un moment seducdtor prin

realizarile autentice, Innoirile surprinzatoare, sinteza originala a unor elemente



de gandire muzicald, tehnici de compozitie si preocupari de cercetare sau de arta
interpretativd de cea mai inaltd conditie artistica si stiintifica. Uneori, realizarile
si preocuparile par a fi de-a dreptul contradictorii si derutante.

Privind retrospectiv, scoala componistici romaneascd (o scoald fara
traditie semnificativa) ce apare in secolul XX a avut o nastere si 0 ascensiune cu
adevarat miraculoasa. Ea se va racorda treptat la avangarda Vestului, urmand ca
apoi sa se desprindd din contextul acesteia prin idei si realizari proprii, extrem

de originale.

PARTEA A II-A
MINIATURA PIANISTICA ROMANEASCA
iN CEA DE-A DOUA JUMATATE A SEC. XX

Capitolul IIT

Tipologii miniaturale

In cea de-a doua jumitate a secolului XX, creatia romaneasca dedicati
pianului s-a dezvoltat in stransd legdtura cu tendinta compozitorilor de a se
acestui instrument, dar si ca o consecintd a evolutiei formelor si genurilor
muzicale (ex. swuita, sonata, sonatina, miniatura, variatiunea, rondo-ul,
concertul, concertino-ul etc.). Acestea se regdsesc plenar in literatura pianistica
a compozitorilor romani, avand la baza un limbaj ce reflectd orientarile stilistice
generale ale vremii, Tmbinate cu tehnici de scriitura si interpretare ce se
adapteaza noilor cuceriri de limbaj.

In capitolul de fatd ne-am propus si realizim o clasificare a genului
miniatural din a doua jumatate a secolului XX, in urma careia sa putem

descoperi existenta unor tipologii. Acestea sunt extrem de diverse, de la cele de
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filiatie clasico-romanticd — ce manifestd un puternic si, deseori, nedisimulat apel
la traditie —, pana la cele care sunt legate de anumite orientdri muzicale

moderne, de avangarda, foarte aproape de contemporaneitate.
1. Miniaturi de filiatie neobaroca

In cadrul general componistic al orientirii neobaroce, atentia este
focalizata spre formele si genurile cristalizate inca din Barocul muzical, in care
prevaleaza tehnica polifonicd imitativd s1 modalitatile de scriiturd baroca,
realizandu-se, in acelasi timp, o contopire intre folclor si creatia academica.

In ceea ce priveste miniatura pianisticd din a doua jumitate a secolului
XX, distingem prezenta genurilor reprezentative de filiatie neobaroca, precum
toccata, toccatina, preludiul, fuga, interludiul, postludiul, passacaglia,

inventiunea, canonul etc.
2. Miniaturi de filiatie neoclasica

Orientarea neoclasici propune abordarea formelor si1 genurilor
traditionale, cu intentia de a stabili o corespondentd intre conceptul muzical
clasic si tratarea folclorului.

Amprenta stilisticd neoclasica este identificabila la numerosi compozitori
romani, printre care: Tiberiu Olah, Dan Constantinescu, Mihail Andricu, Sabin
Dragoi, Dan Buciu, Cornel Taranu s.a., iar in aceasta directie, o contributie
remarcabild o are George Enescu, prin lucrari ca Suita pentru pian op. 10,
Sonata pentru pian nr. 3, Preludiul din Suita I pentru orchestra. Genurile
miniaturale pianistice care se incadreaza orientdrii neoclasice sunt tema cu

variatiuni, variatiunea, rondo-ul, bagatela.
3. Miniaturi de filiatie neoromantica

Alaturi de recuperarea formelor si tehnicilor de compozitie clasice,
neoromantismul adaugd Opus-ului muzical, in general, expresia de factura

romantica, prin lirism, efervescentd, nostalgie, meditatie sau contemplare.
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In muzica romaneascd, compozitori precum Pascal Bentoiu, Tudor
Ciortea, Martian Negrea, Vasile Timis, Wilhelm Berger au oferit o serie de
lucriri ce se pliaza acestei directii. In ceea ce priveste formele mici dedicate
pianului de filiatie neoromantica, mentiondm nocturna, balada, scherzo-ul,
studiul.

Piesele pentru pian de facturd miniaturala isi gasesc un teren propice de
manifestare in creatia compozitorilor din cea de-a doua jumatate a secolului XX,
fiind una din categoriile cele mai cultivate. Ele vor fi prezente atat ca lucrari de
sine statdtoare, dar mai ales incorporate unor serii miniaturale, observandu-se o
preferintd pentru ciclurile programatice, semantica dezvaluitd de titlurile

sugestive fiind tratata de noi intr-un capitol separat.
4. Miniaturi de filiatie folclorica romineasca

Muzica romaneascd si-a pastrat prospetimea si vitalitatea datorita
inspiratiei compozitorilor din folclorul autentic, preocupare care s-a manifestat
in secolul XX prin mijloace de exprimare muzicald deosebite in comparatie cu
secolul anterior, intalnindu-se, astfel, sinteze atat intre creatii diferite, cat si n
creatia aceluiasi autor.

Valorificarea folclorulului autohton de catre compozitorii romani a
condus, printre altele, si la oglindirea unor specii folclorice (precum colindul,
bocetul, jocul, doina) in genul miniatural, muzica de traditie orald devenind o
sursd importantd pentru nasterea unor forme stilizate, precum: lied, rondo,
variatiuni etc.

5. Miniaturi cu caracter didactic

Miniaturile cu caracter didactic reprezinta lucrari ce trec de stadiul tehnic
(ideea studiului pianistic) si ajung pana la expresie, mesaj, fiind definite din
punct de vedere al tehnicii de scriitura si stilistic. Scopul principal, cel al initierii

tinerilor sau micilor interpreti in arta pianisticad, este, de cele mai multe ori,

secondat de intentia compozitorilor de a le crea acestora un spatiu sonor divers,
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prin maniere simple, totusi, care sd contind germenii tehnicilor de compozitie

complexe de mai tarziu.
6. Piese de caracter / de dans

Piesele de caracter, compozifii muzicale scurte instrumentale, isi
revendicd de cele mai multe ori structurarea interioara pornind chiar din titlu,
care poate sd contind o sugestie poetica sau de atmosferad. Denumirea in sine nu
fixeaza sau impune neaparat forma acestora, dar poate revela elementele de gen,
de nuanta expresiva, de contrast, care le sunt specifice. Ca o particularitate a lor,
piesele de dans sunt create in scop de divertisment. In aceastd categorie se
inscriu ostinato-ul, burlesca, melisma, noveleta, scherzo-ul, bagatela etc. —
tipologii miniaturale ce isi gasesc corespondentul muzical in lucrari precum
Burlesca pentru pian de Mircea Chiriac, Ostinato pentru pian de Nicolae
Brandus, Novelete pentru pian de Dumitru Bughici, Melisme pentru pian de
Irina Hasnas, Scherzo pentru pian de Dan Constantinescu, Vals de concert

pentru pian de Vasile Spatarelu etc.
7. Muzica conceptuala: grafism, text-compozitie, noua semiografie

Aleatorismul a reprezentat una din cele mai convingdtoare provocari
stilistice, indreptate spre traditia muzicald occidentald, ce acceptd justificarea
posibilitdtii de a oferi interpretului un rol important in realizarea formei finale a
unei compozitii.

Momentul culminant de implicare a aleatorismului a fost evocat prin doua
aspecte ale indetermindrii muzicale, si anume: opera deschisa si
conceptualismul.

Compozitorii romani au avut o contributie originala si in ceea ce s-a numit
in secolul XX conceptualismul grafic (grafismul), prin lucriri precum /n
noaptea timpurilor de Costin Miereanu sau Soliloquium x 11 de Alexandru

Hrisanide.
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Dupa aceasta incursiune detaliatd in tipologiile miniaturale romanesti din
a doua jumadtate a secolului XX, suntem in masura sa spunem cd sub cupola
diversitatii genurilor se intrezaresc anumite tendinte si predilectii la nivelul
utilizarii preponderente a unor genuri. O pondere clard o detin ciclurile de piese,
in raport cu miniaturile de sine statatoare, in cadrul acestora putand fi asociate
lucrari cu influente disparate — de la neobaroc la folcloric, de la neoromantic la

pur tehnic sau didactic.

Capitolul IV

Structura si limbayj

IV.1. Melodia
IV.1.1. Dimensiunea intonationala. Originea monodica

Sintaxele sonore — cunoscute si sub denumirea de structuri temporale —
reprezintd fenomene care pun in relatie evenimentele sonore, ordonandu-le in
conformitate cu anumite principii comune, dar pastrdnd caracteristicile
individuale, natura proprie a acestora.

Cele patru categorii sintaxice sunt identificabile de-a lungul timpului, atat
la nivel european, cat si extraeuropean, in muzicile de traditie culta si populara:
monodia, omofonia, polifonia si heterofonia.

Studierea acestor fenomene arhetipale a dus la o concluzie a exegetilor
legata de evolutia independentd a lor, legdtura regasindu-se la nivelul substituirii
reciproce si nu neaparat al coexistentei, cu atdt mai mult cu cat acestea nu au
aparut simultan.

In cadrul capitolului am analizat si dimensiunea orizontal-melodica,
care nu este o entitate melodica de sine statdtoare, ci o expresie scalara dintr-

un context armonico-polifonic.
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In a doua jumdtate a secolului XX, se constati permanente acumuliri si
transformari la nivel de limbaj muzical, cu orientari si directii ce vor avea
consecinte substantiale asupra parametrilor sonori. In acest context, miniatura
pentru pian detine un potential aparte de a infatisa numeroasele optiuni stilistice
moderne, ca urmare a schimbarilor de mentalitate si simt artistic, determinate,
totodata, de transformarile la nivel de morfologie si sintaxa.

Un prim aspect legat de melodia instrumentala, la care vom face referire,
este legat de dimensiunea intonationala, respectiv acele sisteme de organizare
sonord de tip modal, tonal, serial si, nu In ultimul rand, de sinteza (fuziune):
tonal-modal, serial-modal, ce vor fi inglobate in miniaturile pentru pian din
aceastd perioada.

In urma cercetirii unui numar consistent de piese miniaturale apartinand
ultimelor decenii ale secolul XX, am constatat ponderea definutd de vocabularul
modal, diatonic si cromatic.

Fenomenul bitonal-bimodal merita o atentic deosebitd, intrucat se
regaseste intr-un numar mare de miniaturi pentru pian, uneori mai discret, alteori
mai accentuat (de pilda, suprapunerile de tip major cu cele de tip minor sunt
relevante si oferd o sonoritate aparte).

Un alt tip de vocabular intalnit in miniatura pianisticd romaneasca din a
doua jumatate a secolului XX este cel tonal-functional, cu o pondere redusa
fata de cel modal.

Fuziunea tonal-modal se regdseste intr-un numar insemnat de miniaturi
pianistice, aceastd sinteza fiind manifesta atat in plan melodic, cat si ritmic,
armonic, prin relatiile autentice ce se stabilesc intre trepte/functii intr-un context
modal, prin tipurile de cadente ce survin la un moment dat in discursul muzical,
prin aparitia sensibilei, caracteristica proprie organizarii tonal-functionale etc.

Pentru a puncta, cu ajutorul exemplelor, aceastd problematica, am

considerat necesar sa mentiondm si cateva aspecte legate de cadente (interioare

15



sau finale), ce ofera o paletd diversa de inlantuiri, de la cele cu specific modal,
pana la cele proprii sistemului tonal-functional.

Tendinta de cromatizare a discursului muzical a caracterizat creatia
pianisticad a multor compozitori din ultimele cinci decenii ale veacului XX, iar
unii dintre ei si-au exprimat preferinta de a merge pe linia serialismului,

respectiv a fuziunii de tip serial-modal.

IV.1.2. Dimensiunea temporala (ritm-metru-tempo)

Triada ritm-metru-tempo reprezintd unul din aspectele esentiale care
trebuie tratate in orice demers analitic. In acest subcapitol am incercat si
prezentam cu exemple muzicale concludente situatiile in care sunt prezente:
operatia configurativd de sincopare, procedeul contratimparii, miscarea
alternativa de intregire prin alternanta de tipul sunet-pauza, alternanta de tip

fix-mobil, precum si masurile alternative (polimetria orizontala).

IV.2. Sintaxe verticale / tipuri de scriitura
IV.2.1. Omofonia

Stadiul de dezvoltare ulterior monodiei il reprezinta sintaxa omofona, ce
presupune implicarea evenimentelor sonore din punct de vedere temporal si sub
aspectul simultaneitatii, prin sincronizarea acestora in plan vertical. In prezentul
capitol am infatisat aspecte de sintezd in giandirea omofono-armonica a
compozitorilor romani din a doua jumatate a secolului XX, intalnite in creatia
planistica miniaturala.

Un rol important in dezvoltarea culturii muzicale din secolul XX a fost
redescoperirea, reconsiderarea si teoretizarea celor trei sisteme armonice —

gravitational, geometric (non-gravitational) si de sinteza.
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IV.2.1.1. Armonia gravitationala

Inlintuirile acordice de tip gravitational reprezinti un sistem de gandire
muzicala care guverneaza trei epoci stilistice de factura diferita, si anume
Barocul, Clasicismul vienez si Romantismul, fundamentate pe conceptul de
tonalitate. In muzica secolului XX, aceste structuri aveau la baza principii de

organizare modal-tonale.

IV.2.1.2 Armonia geometrica / non-gravitationala

Spre deosebire de sistemul tonal-functional, care avea ca material
fundamental acordul, bazat pe intervalul generator de terta (trisonul major,
minor, marit, micsorat; acordul cu septimd; acordul cu nona etc.), in gandirea
modala din secolul XX vor lua nastere noi tipuri de structuri acordice, care vor
conduce la crearea unui nou sistem armonic, si anume cel geometric sau non-
gravitational.

Acesta constituie o mare realizare pentru secolul XX si oferd noi
posibilitati, prin tendinta de simetrizare a structurilor acordice in jurul unei axe
(ce poate fi interval sau sunet) si intrebuintarea celor 12 sunete in mod egal.
Astfel, se constata diferentierea evidenta dintre cele doud sisteme armonice cu
privire la aspectul ce tine de cromaticd, pe care il putem aborda in contextul
armoniilor de tip gravitational.

Tabloul vast al structurilor acordice intrebuintate in miniatura pianistica
din a doua jumadtate a secolului XX detine configuratii ce dau culori armonice
aparte; ne-am referit in prezentul subcapitol la cvartacorduri, cvintacorduri,

secundacorduri, respectiv (pre)clustere / acorduri de secunde.

IV.2.1.3. Armonia de sinteza
Din dorinta de a contura cat mai clar tabloul larg al sistemului armonic
intrebuintat in miniatura pianistica a secolului XX, am considerat ca este necesar

sd completam cele prezentate anterior cu nivelul mai elaborat si complex al
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structurilor acordice si poliacordice, acestea din urma distingdndu-se ca o

categorie aparte, cu o sonoritate abstracta.

IV.2.2. Polifonia

Polifonia a reprezentat o sintaxda preferentiald in stilistica multor
compozitori din cea de-a doua jumatate a secolului XX. La baza sintaxei
polifonice a acestei epoci stau procedeele traditionale, diferind doar
particularitatile limbajului muzical in care acestea au fost inglobate, ca o
permanenta adaptare la cerintele specifice perioadei.

In contextul epocii de inflorire a creatiei culte roménesti, compozitorii
nostri — urmand modelul enescian — au contribuit la Tmbogatirea sintaxei

polifonice si la dezvoltarea e1 in acord cu posibilitatile melosului romanesc.

IV.2.2.1. Polifonia imitativa

Aspectele generice formulate anterior si sintezele realizate in urma
analizarii miniaturilor din cea de-a doua jumatate a secolului XX permit
aprecierea faptului cd existd, Tn mod indiscutabil, o complexitate a limbajului
muzical, bazat deseori pe pregnanta polifoniei de tip imitativ in creatia
pianisticd miniaturald a compozitorilor romani, cu toate aspectele sale: imitatie,
stretto, canon, contrapunct permutabil.

In acest subcapitol am realizat prezentarea selectivd a unor miniaturi in

care sintaxa polifonica imitativa s-a manifestat in mod semnificativ.

1V.2.2.2. Polifonia heterogena libera

Un alt tip de polifonie, prezent frecvent in miniatura pianistica
romaneascd din secolul XX — polifonia (h)eterogena libera — imbraca mai multe
aspecte: pedala, ostinato-ul (cu toate ipostazele sale: melodic, ritmic), mixturile
(de terte, sexte, cvarte, cvinte, octave), clusterele mobile etc., pe care le-am

tratat in subcapitole separate.
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IV.3. Arhitecturi miniaturale

Numeroasele si impresionantele transformari ale miniaturii pianistice
romanesti din a doua jumatate a secolului XX au condus la o evolutie
remarcabild a sa, reflectand, in acelasi timp, aplecarea spre orientdrile si
directiile componistice specifice perioadei respective. A rezultat, astfel, o paleta
diversa de forme muzicale, o arhitectura complexa si variatd a miniaturilor, care
implicd si imbina atat tipologiile traditionale, cat si pe cele novatoare. Spre
exemplu, seria sau obiectul sonor va substitui consacrata tema, intr-un cadru cu

afinitati expresioniste.

IV.3.1. Forme omofone

Miniaturile pentru pian din a doua jumdtate a veacului XX sunt
structurate, in mare parte, pe tipare bistrofice si tristrofice, de tipul /ied-ului,
rondo-ului. In prezentul subcapitol am realizat o analizi mai substantiali a

Rondo-ului pentru pian de Carmen Petra Basacopol.

IV.3.2. Forme polifone

Am considerat necesard includerea in acest subcapitol a unor inventiuni,
ricercarii sau fugi, dintre care analiza mai detaliata a ciclului de Inventiuni
modale la doua voci pentru pian de Gheorghe Costinescu a revelat o inglobare a
unor structuri ce se afla la limita dintre modal si serial, cu un evident caracter
evolutiv, remarcat la nivelul tuturor structurilor muzicale: forma, melodie,

armonie, interpretare, tehnica contrapunctica.

IV.3.3. Tema cu variatiuni. Variatiunile polifonice: ciaccona, passacaglia
Tehnica de tip variational este abordatd de compozitorul Dan

Voiculescu intr-una din piesele cuprinse in ciclul Toccate pentru piano solo, si

anume 7Toccata robotica, ce propune un tip de scriiturd mai elaborata din punct

de vedere ritmic, in cadrul unui tipar bistrofic. De asemenea, si formele
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variationale polifonice sunt reprezentate in creatia pianisticd miniaturald, cu
tendinta mentinerii procedeelor polifonice originare (de ex., in Passacaglia

pentru pian de Sigismund Toduta).

IV.3.4. Forme libere/deschise (aleatorism, textcompozitie, grafism, teatru
instrumental)

Din categoria tehnicilor de compozitie moderne, am ales sa vorbim despre
grafism muzical, utilizat de compozitori precum Liviu Dandara in Caleidoscop
(vezi piesele Timbruri si Caleidoscop) sau Dan Voiculescu in Carte fara
sfdrsit... (vezi miniatura Desene).

De asemenea, mijloace complexe de exprimare se regasesc si in conceptul
de teatru instrumental, ce provine din zona avangardei muzicale. Un exemplu
concludent 1n acest sens il constituie piesa Domnul Goe — diletant, ce face parte

din volumul amintit mai sus, de Dan Voiculescu.

Capitolul V

Semiografia. De la traditie la modernitate

In secolul XX, semiografia muzicali a suferit numeroase si substantiale
transformari, datoritd noilor curente §i orientdri componistice din aceasta
perioada si ajunge sd fie o notiune esentiald, intrucat de ea depinde descifrarea
corecta a sensului lucrarii, a mesajului compozitorului.

Sistemul traditional clasic de notatie, utilizat de secole, desemneaza un
sistem omogen, ce exprimd in mod fidel, de cele mai multe ori, conceptia,
respectiv gandirea componistica. Semiografia traditionala — ce va sta la baza
majoritatit miniaturilor din cea de-a doua jumatate a secolului XX — foloseste

semne specifice pentru fiecare din cele patru calitdti ale sunetului (indltime,
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duratd, intensitate, timbru), respectiv parametrul intonational, ritmic, dinamic si
timbral.

Exprimarea muzicii in secolul XX s-a realizat prin mijloace sonore
inedite, originale, ce nu mai puteau fi redate grafic prin sistemul clasic al
notatiei; apare, astfel, necesitatea unor noi simboluri grafice, insotite de o
legenda explicativa, fara de care descifrarea partiturii nu ar fi posibila. Spre
deosebire de notatia traditionala, aceasta va impune un grad mai inalt de
dificultate in citirea partiturii, chiar i de catre specialisti. Noile simboluri ale
notatiei muzicale propun numeroase elemente semiografice, ce contin figuri
geometrice, linii, combinatii de cifre, ideograme, matrice, culori, diagrame etc.,
inlaturand complet, in unele situatii, notatia traditionala din partitura.

Din multitudinea aspectelor legate de semiografia moderna, in prezentul
capitol ne-am axat pe detalierea fenomenului la nivelul scriiturii pianistice,
printr-o succintd prezentare a noilor simboluri din notatia moderna specifica
secolului XX, structuratd pe anumite problematici (inclusiv pe parametri
muzicali), simboluri care au determinat aparitia unor efecte sugestive,
neobisnuite, originale.

Repertoriul pianistic din secolul XX contine lucrdri ce reprezinta expresia
unor conceptii stilistice moderne, angrenand, totodatd, aparitia unei noi
semiografii la nivelul limbajului muzical. Astfel, se diversificd emisia sonora,
modurile de atac, si anume: cu palma, pumnul, antebratul, cotul, iar prin
introducerea de diferite obiecte (de exemplu foi, placute din plastic, hartie,
metal, panzad, guma etc.) pe clape sau coarde apare ,,pianul preparat”, ce va oferi
efecte sonore inedite.

Creatia pianistica romaneasca din secolul XX face uz de o serie de
procedee noi, care vor pune instrumentul intr-o lumind diferitd, compozitorii
recurgand la folosirea in totalitate a rezervelor acustice si fizice ale pianului,
addugarea de sunete din naturd alaturi de cele emise de instrument, completarea

discursului cu zgomote etc. Lucrarile dedicate pianului au cunoscut o dezvoltare
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favorabila, iar influenta decisiva asupra evolutiei lor s-a concretizat prin creatia
lui George Enescu. Aldturi de el, un rol important in modernizarea limbajului
muzical l-au avut si alti compozitori, precum: Sabin Dragoi, Mihail Jora,

Martian Negrea, Paul Constantinescu, Mihail Andricu, Sigismund Toduta etc.

Capitolul VI

Semantica / poetica muzicala (universul imagistic)

Jocul constituie elementul esential care influenfeazd in mod repetat
oamenii in viata de zi cu zi, modul sdau de manifestare nefiind conditionat de
etapele civilizatiel sau alti factori. Acesta este o actiune libera, ordonata, care
necesitd concentrare si, implicit, incertitudine, cu un scop precis, §i anume
evadarea din cotidian. El este orientat spre ceea ce Inseamna frumos, cu un
caracter dezinteresat, dar in acelasi timp inchis, marginit, cu limitare atat
temporala, cat si spatiala. Acesta ramane o manifestare constanta, continua in
viata oamenilor, care nu tine cont de varsta.

Jocul didactic presupune, pe langa jocul propriu-zis, o activitate ce are
scopul de a stimula toate procesele psihice, printr-o pregatire prealabila in
domeniul respectiv. Spre exemplu, jocul muzical contine diferite exercitii, ce au
menirea de a dezvolta simtul ritmic la copii, al auzului, al dragostei si admiratiei
pentru muzica, al vocii etc.

Latura ludica va castiga tot mai mult teren in viata omului, iar un rol
deosebit de important in dezvoltarea sa intelectuald il va avea tehnologia, care ii
va oferi acestuia timp liber pe o perioada mai indelungatd. Jocul constituie cea
mai bund metodd prin care copilul, incd de la o varstd foarte frageda, isi va
dezvolta abilitatile, imaginatia, va dobandi noi cunostinte, cu scopul de a fi
instruit pentru urmatoarea etapa in viatd, cea in care va fi nevoit sd comunice i

sa interactioneze cu cei din jurul sau.
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In artd, un rol fundamental il detine continutul ludic, element ce isi pierde
din valoare odatd cu organizarea si structurarea progresivda a jocului in sine.
Muzica are si ea, la randul ei, o laturda ludica, ce reduce efortul in ceea ce
priveste studierea sa din timpul copilariei, jocul fiind metoda cea mai adecvata
de a capta atentia si interesul si, totodatd, de a rezolva niste probleme aparute pe
parcurs. Prin muzicd, copilul isi va dezvolta cu usurinta abilititile de comunicare
s1 metodele de creatie, capacitatea de memorare §i concentrare, contribuind, de
asemenea, $i la conturarea personalitatii acestuia.

In capitolul de fati, ne-am oprit asupra unor cicluri de miniaturi
apartinand compozitorilor ce au oferit numeroase lucrari celei mai tinere
categorii de public si muzicieni. Am facut referire in mod repetat la cele trei
volume intitulate Carte fara sfdrsit... pentru pian solo de Dan Voiculescu, ce au
functie complementar-interdisciplinard, cu scopul de a oferi copiilor frumoase
experiente estetico-muzicale, acestea ajutand, ulterior, la crearea si dezvoltarea
sensibilitatii si, nu n ultimul rand, a fanteziei.

Toate piesele acestui ciclu poartd un titlu sugestiv, orientand interpretarea
si receptarea textului muzical cdtre o finalitate esteticd precizatad. Analiza
continutului semantic al fiecarei piese din volumul amintit ($1 nu numai) ne-a
oferit posibilitatea descoperirii unor similaritati si analogii apte sa configureze
tipologii determinate. Am realizat o clasificare a problematicii si am gasit o serie
de categorii semantice care definesc acest univers imagistic: jocul (copiliria),
narativul (basmul), folclorul, parodicul (persiflarea), comicul, antinomicul,
timpul (periodicitatea), racordul matematic, tehnicile de compozitie,

problemele de tehnica pianistica etc.
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Capitolul VII

Sinteze de limbaj

Creatia miniaturala romaneasca pentru pian din a doua jumatate a
secolului XX s-a aflat in rezonantad cu cele mai importante cuceriri de limbaj ale
acestei perioade, angrenand, practic, toate palierele gramaticii muzicale
(vocabular, morfologie, sintaxa). Paralel cu tendinta accentuatd de sincronizare a
compozitorilor romani cu evolutiile stilistice ale Europei Occidentale, se observa
intensificarea cultivarii ethos-ului national, sondarea in straturile de profunzime
ale muzicii romanesti de traditie orald, atitudine ce a inlesnit sintezele de tip:
arhaic-modern, national-universal, individual-general etc.

Capitolele IV si VII sunt complementare ca problematica, sintezele de
limbaj — respectiv, Capitolul VII — fiind o prezentare concentratd a tuturor
analizelor din Capitolul IV, din acest motiv constituind, in fapt, Concluziile
Tezei.

In concluzie, viziunea compozitorilor romani din a doua jumditate a
secolului XX asupra conceptului miniatural reprezinta o autentica reflectare a
modului in care si-au asumat nivelul de complexitate al limbajului muzical
contemporan, ceea ce conferd acestui gen muzical — aproape aforistic in raport
cu retorica macrostructurilor sonato-simfonice — substanta, semnificatie si certa

finalitate estetica.
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ROMANIAN MINIATURE FOR PIANO
IN THE SECOND HALF OF XX" CENTURY

- SUMMARY -

PART I
HISTORICAL, ESTHETIC AND STYLE LANDMARKS
IN ROMANIAN MINIATURE FOR PIANO IN XIX"-XX" CENTURY

Chapter I
Beginnings, suggestions, developments

(Second half of XIX™ century and first half of XX™ century)

The crossroad of the centuries is a decisive phase in the assertion of the
Romanian culture, with elements of innovative language that open new
directions in the music style.

The first generations of composers in XIX"™ century (Alexandru
Flechtenmacher, Carol Mikuli, Eduard Caudella, Gheorghe Dima, George
Stephdnescu, Gavriil Musicescu a.s.o0.) brought as significant contribution the
transition from monody to homophonous and harmonic syntax, which represent
an important achievement for our classical music.

The standardization of the musical language in Europe occurred after an
extended phenomenon of mutual influence from the cultures of Western
countries, while concurrently there existed differences pertaining to the
emotional content and ethos of each individual nationality. Thus, we are able to
identify various particularities, such as: the stability and delicacy of French
music, the balance and the rigor of German works, the vigor and energy of
Italian music, the richness of moods and feelings from the Slavonic territory, as

well as the intensity of life experience in the Northern songs.
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Modern Romanian school was consolidated by the involvement of
composers from the second half of XIX™ century, starting with George Enescu,
who focused entirely on the authentic folk music, yielding numerous memorable
opuses.

Music output in the second half of the XIX century is more generous than
the previous one, both in contents and form. Within this context, the
development of genres and forms dedicated to the piano influenced to a large
extent the thinking manner of contemporary composers, who devoted an
important number of works to this instrument.

The consolidation of Romanian music consecrated to the piano in
XIX-XX century materialized in the approach of numerous genres, from
miniatures to large concerting pieces, from free, rhapsodic forms to suites,
themes with variations and sonatas, while noting, concomitantly, a double
influence, the Western one and that of the national folk music. During the above
mentioned period, there were several composers (Ludovic Wist, Mihail Burada,
losif Ivanovici, Theodor T. Burada, Pietro Mezzetti, Eduard Caudella, George
Stephanescu, Constantin Dimitrescu, Ciprian Porumbescu, Iacob Muresianu,
George Fotino, Tudor Flondor, etc.) who tried to imitate both language and style
of works characteristic for the Western area, consisting both from contemporary
dances but also from miniatures or more complex forms devoted to the piano.

Composers in the first decades of XX™ century concentrated fervently on
the research of music languages of their predecessors, who definitely influenced
their output. They will add to the continuing direction original methods for
music expression, together with various manner of exploitation of the folk
inspiration source. Thus, we observe either that the composers use purely
folkloric melodies in the design of thematic material, either the processing in an
original manner of the elements in folkloric thythm and melody, with the aim to
create new systems for the sonorous organization, innovative for that period of

time.
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Chapter II
Connections, synchronicities, individualizations

(Identity and context in the second half of xx™ century)

The XX™ century is the most spectacular and controversial period in the
evolution of humanity, both from the constructive and destructive point of view.
Progress in technology and scientific discoveries, the immense amount of
information transmitted through the telephone, television, computer and satellite
represent a part of the factors which influenced the evolution of the world and
communication between humans.

In XX™ century we witness the cohabitation of several style concepts,
either inspired from the sphere of non-tonal classical music — such as
atonalism, dodecaphonic serialism, and microtonality, or from the area of
folkloric modes, namely through the unification of the processing techniques
for the modes, they being coagulated and assimilated in a complex synthesis,
with manifestations characteristic for the output of each composer.

In this chapter we attempted to perform a succinct presentation of trends
and directions encountered during the approximately five decades, starting with
year 1950.

It is virtually impossible to achieve an exhaustive study on Romanian
musical culture in XX™ century. The musical phenomenon in these years
provides us with abundant events and accomplishments, as well as with various
esthetic and stylistic orientations.

The XX™ century is a fascinating domain, a seductive moment by its
authentic achievements, surprising innovations, and by the original synthesis of
several elements in the musical thinking, writing techniques and research or
performance interests of the highest scientific and artistic quality. Sometimes, it
can even be said that these achievements and interests are quite contradictory

and confusing.
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Looking retrospectively, Romanian composing school (a school without
significant tradition) which arises in the XX™ century had a truly miraculous
birth and ascension. It will gradually connect with the Western vanguard, in
order to slowly detach itself consequently from this context by extremely

original individual ideas and endeavors.

PART II
ROMANIAN MINIATURE FOR PIANO
IN THE SECOND HALF OF XX" CENTURY

Chapter 111

Miniature varieties

In the second half of the XX™ century, the Romanian output for piano
developed in close correlation with the tendency of the composer to develop and
experiment by appealing to the technical and expressive abilities of this
instrument, but also as a consequence of the evolution in music forms and
genres (e.g. suite, sonata, sonatina, miniature, variation, rondo, concerto,
concertino, etc.). All these can be fully found in the output for piano of
Romanian composers, based on a language that reflects the general stylistic
currents of the time, merged with writing and performance techniques which
adapt to the new advances in music language.

In the current chapter we aimed to achieve a classification of the
miniature genre from the second half of the XX™ century, from which we can
discover the presence of several typologies. These are extremely diverse, from
those of classical-romantic origin — which display a strong and, often, overt
appeal to tradition —, until those that are related to specific modern avant-garde

musical orientations, very close to contemporaneity.
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1. Miniatures of Neobaroque derivation

Within the general composing framework of the Neobaroque orientation,
the focus is placed on the forms and genres crystallized since Baroque, where
imitative polyphonic technique prevails and Baroque writing modalities,
concomitantly achieving an union between folklore and academic creation.

With respect to piano miniature in the second half of the XX™ century, we
can differentiate the presence of representative genres of Neobaroque derivation
such as foccata, toccatina, prelude, fugue, interlude, postlude, passacaglia,

invention, canon, etc.
2. Miniatures of Neoclassical derivation

The Neoclassical orientation implies the approach of traditional forms and
genres with the aim to establish a correspondence between the Classical musical
concept and folklore processing.

The Neoclassical style imprint may be identified in several Romanian
composers, among which we can find Tiberiu Olah, Dan Constantinescu, Mihail
Andricu, Sabin Dragoi, Dan Buciu, Cornel Taranu a.s.o., and in this direction a
remarkable contribution is brought by George Enescu through works such as
Piano Suite op. 10, Piano Sonata no. 3 and the Prelude in Suite [ for orchestra.
Piano miniature genres that fall within the Neoclassical orientation are the theme

with variations, variation, rondo and the bagatelle.
3. Miniatures of Neoromantic derivation

Together with retrieving Classical forms and composing techniques,
Neoromantism adds to the musical work in general the Romantic expression,
through lyricism, effervescence, nostalgia, meditation or contemplation.

In Romanian music, composers such as Pascal Bentoiu, Tudor Ciortea,
Martian Negrea, Vasile Timis, and Wilhelm Berger yielded a series of works

that fall within this orientation. With respect to the forms of Neoromantic
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derivation dedicated to the piano we mention the nocturne, ballad, scherzo and
etude.

The piano miniature works find favorable grounds for manifestation in
the output of composers in the second half of the XX™ century, as they are one
of the most cultivated categories. They will be present both as individual works,
but mostly as part of miniature series, with a preference for programmatic
cycles, the semantics developed by the suggestive titles being addressed in a

separate chapter.
4. Miniatures of Romanian folkloric derivation

Romanian music preserved its freshness and vitality due to the inspiration
of the composers from the authentic folklore, a concern displayed in the XX™
century through means of musical expression distinct from the previous century,
and thus we are able to find syntheses both between different outputs but also in
the output of the same composer.

The exploitation of the folklore by Romanian composers led, among other
things, towards the reflection of folk species (such as the carol, the wallow, the
dance, the doina) in the miniature genre, oral tradition music becoming an

important source in the birth of stylized such as: lied, rondo, variations etc.
5. Miniatures with teaching purpose

The miniatures with teaching purpose are works that overcome the
technical stage (the idea of piano practice) and reach the level of expression and
message, they being well outlined from the point of view of writing and style.
The main purpose, that of initiating young or little performers in piano art is,
most of the times, doubled by the intent of the composers to create for them a
diverse sonorous space, however through simple manners, which include the

seeds of the later-on more complex composition techniques.
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6. Character / Dance pieces

Character pieces, short instrumental musical works claim most of the
times their internal structure starting right from the title, which may comprise a
poetic or atmosphere suggestion. The name itself does not restrict or impose
necessarily their form, but may reveal elements for the genre, expression nuance
and contrast, which are characteristic. As peculiarity, dance pieces are created
for entertainment. Within this category fall ostinato, burlesque, melisma,
novelette, scherzo, scherzino, bagatelle etc. — miniature typologies that find their
music correspondence in works such as Burlesque for piano by Mircea Chiriac,
Ostinato for piano by Nicolae Brandus, Novelettes for piano by Dumitru
Bughici, Melismas for piano by Irina Hasnas, Scherzo for piano by Dan

Constantinescu, Concerto waltz by Vasile Spatarelu etc.
7. Concept music: graphism, text-composition, new semiography

Aleatoric music represented one of the most convincing style
provocation directed towards Western musical tradition, which accepts the
justification of the possibility to grant the performer with an important role in
the accomplishment of the final shape of a work.

The culminating moment of involvement for aleatoric music was evoked
by two aspects of musical indetermination, namely: the open opera and
conceptualism.

Romanian composers also had an original contribution to what was
named in the XX™ century graphic conceptualism (graphism), by works such as
In the night of times by Costin Miereanu or Soliloquium x 11 by Alexandru
Hrisanide.

After this detailed foray in Romanian miniature typologies from the
second half of the XX™ century, we are able to assert that under the dome of
genre diversity one can notice certain trends and predispositions in the

predominant usage of certain genres. A clear preponderance is recorded for the
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cycles of works, as opposed to individual miniatures, and within these, disparate
influences works may be associated — from Neobaroque to folklore, from

Neoromantic to purely technical or teaching purpose.

Chapter IV

Structure and language

IV.1. Melody
IV.1.1. Dimension of the intonation. Monody origin

Sonorous syntaxes — also known as temporal structures — represent
phenomena that place sonorous events in correlation, ordering them according
specific mutual principles, while keeping the individual characteristics and their
singular nature.

The four syntax categories are identifiable along time both at the
European level and also outside Europe in cultivated and folk music: monody,
homophony, polyphony and heterophony.

Investigation of the archetypal phenome led to a conclusion of the
exegetes related to their independent evolution, the connection being identified
at the level of their reciprocal substitution and not necessary of their
coexistence, even more so given that they did not develop simultaneously.

In this chapter we also analyzed the horizontal melodic dimension,
which is not a self-sufficient melodic entity, but a scalar expression in a
harmonic or polyphonic context.

In the second half of the XX century we notice permanent accumulations
and metamorphoses in the musical language, with trends and directions that will
have substantial consequences over the parameters of sound. Within this

context, the miniature for piano holds a unique potential to mirror the numerous
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modern style options, as an outcome of changes in mentality and artistic sense,
concomitantly determined by transformations in morphology and syntax.

The first aspect related to instrumental melody, to which we will refer is
connected to the intonational dimension, namely the sonorous organization
systems of the modal, tonal or serial kind and, last but not least, the synthesis
(fusion) systems: tonal-modal and serial-modal, which will be integrated into
the miniatures for piano in this period.

After the investigation of a considerable number of miniatural works from
the last decades of the XX™ century, we noticed the preponderance held by the
modal diatonic and chromatic vocabulary.

The bitonal-bimodal phenomenon is worthy of special attention, because
it 1s encountered in a large number of miniatures for piano, sometimes more
discretely but other times more pronounced (for example, the overlaps of major
and minor are relevant and provide a specific sonority).

Another type of vocabulary met in Romanian miniatures for piano in the
second half of the XX™ century is the tonal-functional one, with a smaller
frequency as opposed to the modal one.

The tonal-modal fusion is recorded in an important number of miniatures
for piano, this synthesis being manifested in the melodic plane, as well as in the
rhythmic and harmonic ones, by the authentic relations established between
steps/functions in a modal context, by the types of cadences that occur at
specific times in the musical discourse, by the appearance of the seventh,
specific to the tonal functional organization, etc.

In order to point out, with the help of examples, the issues related to this
aspect, we deemed necessary to mention a few aspects related to cadences
(interior or final), which provide a wide variety of progressions, from the ones
characteristic for the modal system to the ones typical for the tonal-functional

system.
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The tendency to chromaticize the musical discourse characterized the
output for piano of many composers in the last five decades of the XX™ century,
while some of them expressed the preference to go along the line of serialism,

or of the serial-modal fusion, respectively.

IV.1.2. Time dimension (rhythm-meter-tempo)

The rhythm-meter-tempo represents one of the essential aspects which
must be investigated in every analytic endeavor. In this subchapter we aimed to
present through relevant musical examples the circumstances where we can find:
the configurative operation of syncopation, the off-beat procedure, the
alternative movement of completion through the alternation sound-rest, the fix-

mobile alternation, as well as alternative meters (horizontal polymetry).

IV.2. Vertical syntaxes / writing types
IV.2.1. Homophony

The development stage after monody is the homophonous syntax, which
entails the involvement of the sonorous events from the point of view of time
and under the aspect of simultaneity, through their synchronization on the
vertical axis. In the current chapter we presented synthetic aspects in the
homophonous harmonic thinking of Romanian composers in the second half of
the XX™ century, noted in the miniatural output for piano.

An important role in the development of the musical culture in XX™
century was the rediscovery, reconsideration and theorization of the three
harmonic systems — gravitational, geometric (non-gravitational) and of

synthesis.

IV.2.1.1. Gravitational harmony
Gravitational chord progressions represent a musical thinking system that

governs three different style eras, namely Baroque, Viennese Classicism and
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Romantism, all three based on the concept of tonality. In the music of the XX

century, these structures were founded on modal-tonal organization principles.

IV.2.1.2. Geometric / non-gravitational harmony

Unlike the tonal-functional system, which had as fundamental material the
chord, based on the germinative interval of a third (major, minor, augmented,
diminished triads, seventh, ninth chords etc.), in the modal thinking of the xx™
century new types of chord structure will arise that will lead to the creation of a
new harmonic system, namely the geometric or non-gravitational one.

This system represents a great achievement for the XX™ century and
provides new opportunities, by the tendency to organize symmetrically the
chord structures around one axis (which can be an interval or a sound) and the
equal exploitation of all 12 sounds. Thus, we notice the obvious differentiation
between the two harmonic systems regarding the aspect related to chromatics,
which we can approach in the context of gravitational harmonies.

The vast picture of the chord structures used in the miniature for piano in
the second half of the XX™ century holds configurations that yield distinct
harmonic colors; we will refer in the following paragraphs to quartal, quintal

and secundal chords, to (pre)clusters / secundal chords.

IV.2.1.3. Synthesis harmony (polychords)

From the desire to outline as clear as possible the large picture of the
harmonic system used in the miniature for piano of the XX™ century, we deemed
that it is necessary to complete the above presentation with the more elaborate
and complex level of the chord and polychord structures, the latter being a

distinct category with abstract sonority.
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IV.2.2. Polyphony

The polyphony represents a preferred syntax in the writing of numerous
composers from the second half of the XX™ century. At the basis of the
polyphonic syntax of this era there are the traditional procedures, the differences
being recorded in the particularities of the musical language in which these were
absorbed, as perpetual adjustment to the requirements characteristic for each
period.

Within the context of flourishment of the Romanian cultivated output, our
composers — following George Enescu’s lead — contributed to the enrichment of
the polyphonic syntax and to its development in accordance with the potential of

the Romanian melos.

IV.2.2.1. Imitative polyphony

The generic aspects previously formulated and the syntheses performed
after the analysis of the miniatures in the second half of the XX™ century allow
for the appreciation of the fact that there is indisputably a complexity of the
musical language, often based on the predominance of imitative polyphony in
the miniature output of Romanian composers, with all its aspects: imitation,
stretto, canon, permutable counterpoint.

In this subchapter we included the selective presentation of several

miniatures where the imitative polyphonic syntax manifested itself significantly.

IV.2.2.2. Free heterogeneous polyphony

Another type of polyphony, often present in Romanian miniatures for
piano in XX™ century — free heterogeneous polyphony — comes in several
aspects: pedal points, ostinato (with all its aspects: melodic and rhythmic),
mixtures (thirds, sixth, fourths, fifths, and octaves), mobile clusters etc., which

we discussed in individual chapters.
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IV.3. Miniature architectures

The numerous and impressive transformations of the Romanian miniature
for piano in the second half of the XX™ century led to its remarkable evolution,
while concurrently reflecting the focus on the trends and writing orientation
characteristic for this period. Thus resulted a diverse range of musical forms, a
complex and varied architecture of the miniatures, which involves and combines
both traditional and innovative typologies. For example, the series or the
sonorous object will replace the notorious theme, within a framework with

impressionist affinities.

IV.3.1. Homophonic forms

The miniatures for piano in the second half of the XX™ century are mainly
structured on bistrophic and tristrophic patterns, of the /ied and rondo type. In
the current subchapter we performed a more substantial of the Rondo for piano

by Carmen Petra Basacopol.

IV.3.2. Polyphonic forms

We deemed necessary the inclusion in this subchapter of inventions,
ricercari or fugues, among which the more detailed analysis of the cycle of
Modal two-part inventions for piano by Gheorghe Costinescu revealed an
absorption of structures at the border between mode and series, with an
conspicuous evolutionary character, observed in all the musical structures:

form, melody, harmony, performance, counterpoint technique.

IV.3.3. Theme with variations. Polyphonic variations: ciaccona, passacaglia

The variational technique is approached by the composer Dan Voiculescu
in one of the pieces comprised in the cycle Toccatas for piano solo, namely
Toccata robotica, which implies a more elaborated writing manner from the

rhythmical point of view, within a bistrophic pattern. Moreover, polyphonic
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variational forms are present as well in the miniatural output, with a tendency to
preserve the original polyphonic procedures (e.g. in Passacaglia for piano by

Sigismund Toduta).

IV.3.4. Free/open forms (aleatoric music, textcomposition, graphism,
instrumental theater)

From the category of modern writing techniques we chose to speak about
musical graphism, used by composers such as Liviu Dandara in Caleidoscope
(see pieces Timbres and Caleidoscope) or Dan Voiculescu in Neverending
book... (see the miniature Drawings).

Furthermore, complex means of expression may also be found in the
concept of instrumental theatre, which comes from the area of musical avant-
garde. A relevant example is the piece Mister Goe — dilettante, which is

included in the above mentioned volume by Dan Voiculescu.

Chapter V

Semiography. From tradition to modernity

In the XX" century, music semiography underwent numerous and
substantial transformations, due to the new currents and orientations in music
writing in this period and becomes an essential notion, because on it relies the
correct deciphering of the sense of the work and of the message of the
composer.

The classic traditional notation system, used for centuries, indicates a
homogeneous system that expresses accurately most of the times the concept
and thinking of the composer. The traditional semiography, which will represent

the foundation for most miniatures in the second half of the XX™ century, uses

44



specific signs for each of the four qualities of the sound (height, duration,
intensity and timbre), namely pitch, rhythm, dynamics and timbre parameter.

The expression of music in the XX™ century was achieved by
unprecedented and original means which could not be rendered graphically by
the classic notation system anymore; thus arises the need for new graphic
symbols, accompanied by an explanatory legend, without which the deciphering
of the score would not be possible. Unlike traditional notation, it will impose a
higher degree of difficulty in the reading of the score, even by specialists. The
new symbols of the musical notation submit numerous semiotic elements, which
include geometric shapes, lines, combinations of numbers, ideograms, matrices,
colors, diagrams, etc., completely eliminating in certain situations the traditional
notation from the score.

Among the multitude of aspects related to modern semiography, in the
current chapter we concentrated on the detailed presentation of the phenomenon
in the writing for piano, through a succinct presentation of the new symbols
from the modern notation specific for the XX™ century, organized around
specific issues (including musical parameters), symbols that determined the
occurrence of suggestive, unusual and original effects.

Piano repertoire in the XX™ century comprises works that represent the
expression of modern style concepts, concomitantly triggering the appearance of
a new semiography in the musical language. Thus, the sound emission is
diversified, and also the articulation manners, namely: with the palm, the fist,
the forearm, the elbow, while by the introduction of various objects (such as
plastic, paper, metal, cloth or rubber sheets or plaques) on the keys or strings the
“prepared piano” appears, which will provide unusual sonorous effects.

Romanian output for piano in the XX™ century makes use of a series of
new procedures that will place the instrument in a different light, the composers
making appeal to the complete usage of the acoustic and physic resources of the

piano, or to adding nature sounds to the ones emitted by the instrument, the
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completion of the discourse with noises etc. The works dedicated to the piano
had a favorable evolution, the decisive influence over their evolution being
materialized in the output of George Enescu. Next to him, an important role in
the modernization of the musical language was played by other composers such
as: Sabin Dragoi, Mihail Jora, Martian Negrea, Paul Constantinescu, Mihail

Andricu, Sigismund Toduta, etc.

Chapter VI

Semantics / musical poetics (universe of images)

The game is the essential element that repeatedly influences people in
everyday life, its manifestation manner not being conditioned by stages of
civilization or other factors. This a free and orderly action that requires focus
and implicitly incertitude with a definite purpose, namely escaping the
quotidian. It is oriented towards all the things beautiful, with disinterested
character, while simultaneously being closed and limited with both temporal and
space restriction. It remains a persistent and continuous manifestation in human
life, which does not take age into account.

The teaching game implies, besides the game itself, an activity with the
purpose to stimulate all psychic processes, through previous training in that
domain. For example, the musical game comprises various exercises with the
purpose to develop the rhythmic sense in children, the hearing, the love and
admiration for music, for the voice, etc.

The playing side will gain more and more terrain in human life, and an
extremely important role in its intellectual development will be held by
technology, which will provide free time over a longer period of time. The game
1s the best method by which the child, even from a very young age will develop

his or hers abilities and imagination, and will acquire new knowledge, with the
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aim to be instructed for the following period in life, the one in which he or she
will be forced to communicate and interact with his peers.

In art, a fundamental role is played by the ludic content, an element that
loses its worth concomitantly with the progressive structuring and organization
of the game itself. At its turn, music has a ludic side, which decreases the effort
in its study from the time of childhood, the game being the most adequate
method to capture the attention and the interest and, simultaneously, to solve
certain issues. Through music, the child will easily develop his or hers abilities
for communication and creative methods, the ability to memorize and focus,
while also contributing to the outline of his or hers personality.

In the current chapter we concentrated on certain miniature cycles
belonging to the composers who offered numerous works to the youngest
category of public and musicians. We repeatedly referred to the three volumes
called Carte fara sfarsit... [Neverending book...] for piano solo by Dan
Voiculescu, with a complementary interdisciplinary function, with the aim to
provide children with beautiful esthetic and musical experiences, these helping
later on to the creation and development of sensitivity and last but not least of
fantasy.

All the pieces in this cycle have suggestive titles, thus orienting the
performance and reception of the musical text towards a definite esthetic
finality. The analysis of the semantic content of each piece in the above
mentioned volume (and not only this) gave us the opportunity to discover
similitudes and analogies able to configure determined typologies. We
performed a classification of the issues presented and we identified a series of
semantic categories that define this universe of images: the game (the
childhood), the narrative (the fairy tale), the folklore, the parody (the
persiflation), the comedy, the antinomic, the time (periodicity), the
mathematical connection, the composition techniques, piano technique

problems etc.
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Chapter VII
Language Synthesis

Romanian miniature output for piano in the second half of XX"
century resonated with the most important language advances of this period,
engaging actually all the layers of musical grammar (vocabulary, morphology
and syntax). Concomitantly with the increased trend of synchronicity between
Romanian composers and the stylistic developments in Western Europe, we can
notice the intensification of promotion of the national ethos and the probing in
the deep levels of the oral tradition Romanian music, an attitude which
facilitated fusions such as: archaic-modern, national-universal, individual-
general etc.

Chapter IV and VII complement each other in topic, Language syntheses
— namely Chapter VII — being a concentrated presentation of all analyses, and

for this reason they actually represent the Conclusions of the thesis.

In conclusion, the vision of the Romanian composers in the second half of
XX™ century on the miniatural concept represents an authentic reflection of the
manner in which they adopted the complexity level of the contemporary music
language, which grants this genre — almost an aphorism type, as opposed to the
rhetoric of the sonata and symphonic macrostructures — substance, signification

and clear esthetic finality.
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