


Hello everybody and welcome to this masterclass.

My name is René Wohlhauser and this is Christine Simolka.

Thank you to Marta Burduloi for the invitation. And thank you to Gabriela Vlahopol for the

translation.
Bun g!sit tuturor i un bun venit la masterclass-ul de ast!zi. Numele meu este René
Wohlhauser i allturi de mine se afl! partenera mea de scen! Christine Simolka. Voi
incepe prin a mul"umi Martei Burduloi pentru invita"ie i Gabrielei pentru traducere.

In the next one and a half hour we will present shortly the pieces that we will play in tonight's
concert, here in the Amphitheatre ,,Achim Stoia“ at 7 o'clock.
Tn urm!toarea or! !i jum!tate v! vom prezenta pe scurt piesele pe care le vom canta in
concertul din aceast! sear!, in Amfiteatrul ,,Achim Stoia” de la ora 19.

We have 14 pieces. So in 90 minutes we can stay at each piece only less than 7 minutes. This
is not much. We let each piece run for about 1 minute. Then | give some short analytical
explications and show you an excerpt of the score. We can only point out some aspects.
Am preg!tit cu aceast! ocazie 14 piese. Avand in vedere timpul foarte scurt, de doar
90 de minute, putem sta la fiecare din ele mai pu"in de 7 minute. Ceea ce nu este mult.
Vom audia fiecare lucrare aproximativ 1 minut. Apoi v! voi oferi cateva scurte
explica"ii analitice !i un scurt fragment din partitur!. Aladar vom putem sublinia doar
cateva aspecte.

We will follow the order of tonight's program.

If you have any questions, please write it down and ask at the end.
Vom urm!ri succesiunea pieselor ala cum apar in programul din aceast! sear!. Dac!
ave"i intreb!ri, v! rug!m s! vi le nota"i pe parcurs !i s! le adresa"i la final.

The first piece entitled «Blay» is part of my full-length «Marakra Cycle» for soprano,
baritone and chamber ensemble, a kind of oratory, which has also been released on CD.
"Blay" consists of 3 parts. The first two parts of the piece are designed canonically. The third
part consists of the transformation of a duo by the canon master Pierre de la Rue from the
15th and 16th centuries, the age of the emergence of emblematics in European art, in which a
sign or a word stands for something else. This is related to the likewise emblematic
onomatopoetic vocal text of the piece, in which the neologisms stand for real things.
Prima pies! intitulat! ,,Blay” face parte din ,,Ciclul Marakra” pentru sopran!, bariton
i ansamblu de camer!, un fel de oratoriu, care a fost lansat !i pe CD. ,,Blay” este
format! din 3 p!r"i. Primele dou! p!r"i sunt concepute in canon. A treia parte are la
baz! transformarea unui duo semnat de maestrul artei canonului, Pierre de la Rue,
compozitor din perioada secolelor al cinsprezecelea !i al 'aisprezecelea. A fost epoca
apari'iei emblematicului in arta european!, o perioad! Tn care un semn sau un cuvant
avea sensuri mult mai adanci decét cele evidente. Acest fenomen este redat in aceast!
pies! prin textul vocal onomatopeic, in care neologismele reprezint! lucruri reale.

First we hear an excerpt from the piece [Audio example].
Mai ntéi s! ascult!m un fragment din pies!.

In a canon piece, the contrapuntal design is necessarily the focus of attention.
Intr-o pies! canonic!, desenul contrapunctic este in mod obligatoriu elementul central
al aten"iei.



On Page 1, the canon begins after an introductory bar [playing] in bar 2 [playing]. From bar
14 onwards, the voices are swapped: what the soprano sang from bar 2 onwards is now sung
by the baritone and vice versa [playing].
La pagina 1, canonul incepe Tn m!Isura 2, dup! o m!sur! introductiv!. De la m!sura 14
mai departe, vocile sunt inversate: ceea ce soprana a cantat de la mlsura 2 in
continuare este acum cantat de bariton !i invers.

What can be said about the contrapuntal stylistic design? The piece begins strikingly
[auffallend] with a fifth, which continues into a tritone [playing]. This sets out the theme of
the piece in that first bar: the fifth as a symbol for early music [playing] (and also for the
music of the Renaissance, which will play an important role in the third part of the piece).
Ce se poate spune despre desenul stilistic contrapunctic? Piesa incepe izbitor cu o
cvint!, ce continu! cu o cvart! m!rit!. Aceast! succcesiune stabile!te tema piesei inc!
de la prima m!sur!: cvinta ca simbol pentru muzica veche (li, de asemenea, pentru
muzica Renalterii), care va juca un rol important in partea a treia a piesei.

And the tritone is a symbol for contemporary music, which will be processing or changing the
traditional material.
Cvarta m!rit! este un simbol pentru muzica contemporan!, care va prelucra sau va
modifica materialul tradi“ional.

The canon itself begins in bar 2 with a fifth and ends in bar 13 with a recapitulation of the first
bar.
Canonul 1n sine Tncepe in mlisura 2 cu o cvint! i se termin! in m!sura 13 cu o
recapitulare a primei m!suri.

The treatment of the emphasized bar times is different from the treatment of the unstressed
bar times. So we see that at the beginning of every bar there is either a soft dissonance or a
consonance [playing]. The hard dissonances only occur in unstressed bar times, such as at the
end of bar 2 [playing].
Tratarea timpilor tari ai ml!surii este diferit! de tratamentul timpilor slabi,
neaccentua"i. Ala c! vedem c! la inceputul fieclrei m!suri exist! fie o disonan"!
moale, fie o consonan"!. Disonan"ele dure apar doar in timpi slabi, cum ar fi la
sfartitul mlsurii 2.

The text consists of a sound poetic language invented by me. A language requires a certain
sound unity. If we listen to the artificial language: “Blay. Hanagomo rimo labora me sorosi?
Narome karami lopi ra ...”, one will assume that it sounds like a Romance language from
southern Europe.
Textul const! dintr-un limbaj poetic sonor, inventat de mine. O limb! necesit! o
anumit! unitate sonor!. Dac! ascult!m limbajul artificial: ,,Blay. Hanagomo rimo
labora me sorosi? Narome karami lopi ra ...”, se va presupune c! sun! ca o limb!
romanic! din sudul Europei.

As we see on page 2 in measure 26, the interludes between the 3 parts consist of loudly
whispered and sharply articulated consonant sequences [speaking].
Dup! cum vedem la pagina 2 la m!sura 26, interludiile dintre cele 3 sec"iuni constau
n secvene de consoane !optite cu asprime, cu duritate !i foarte evident articulate.



[Rachearie:]
Now follows the «Rachearie» (Revenge aria) from my opera «Gantenbein», which you can
hear and see like many other pieces by me on YouTube. This opera was performed in 2004 at
the Lucerne Theater by four vocal soloists and the Lucerne Symphony Orchestra. It is about
the relationship between Max Frisch and Ingeborg Bachmann, one of the best-known author
couples. In this aria, the woman defends herself against the man's accusations of jealousy and
becomes a raging fury, like the Queen of the Night in Mozart's «Revenge Aria» from the
«Magic Flute».
Urmeaz! acum ,,Rachearie” (Aria r!zbun!rii) din opera mea, ,,Gantenbein”, pe care o
pute"i asculta !i vedea, ca multe alte piese ale mele, pe YouTube. Aceast! oper! a fost
interpretat! in 2004 la Teatrul din Lucerna de c!tre patru soli"ti vocali "i Orchestra
Simfonic! din Lucerna. Subiectul operei este despre rela"ia dintre Max Frisch i
Ingeborg Bachmann, unul dintre cele mai cunoscute cupluri de scriitori. Tn aceast!
arie, femeia se ap!r! de acuza"iile de gelozie ale b!rbatului !i devine furioas!, precum
Regina nop"ii din ,,Aria r!zbun!rii” a lui Mozart din opera ,,Flautul fermecat”.

First we hear an excerpt from the piece [Audio example].
Pentru inceput s! audiem un fragment din pies!.

We look at page 1:
Ne uit!m la pagina 1:

In this piece the rhythmic drive of the thirty-second notes is very important. This gives the
piece the necessary vehemence [uihemence] with which the woman defends herself against
the man's accusations of jealousy.
Tn aceast! pies! dinamismul ritmic al valorilor de treizecidoimi este foarte important.
Acesta confer! piesei acea vehemen"! cu care femeia se ap!r! de acuza'iile de gelozie
ale b!rbatului.

The piece is formally divided into 5 sec"iuni, each separated by at least a quarter rest, while
otherwise the breaks are always shorter, which gives the music a rushed and breathless
quality.
Piesa este imp!r'it! din punctul de vedere al formei in 5 p!r"i, fiecare separat! de
urm!toarea printr-o pauz! de cel pu"in o laisprezecime, in timp ce, in rest, pe
parcursul discursului, pauzele sunt ntotdeauna mai scurte, ceea ce confer! muzicii un
caracter gr!bit, aproape f!r! suflu.

The 5 parts differ in the piano by register ambitus and interval width, while they remain
similar in the soprano.
Partitura pianistic! din cele 5 sec"iuni difer! prin ambitus, registru !i amplitudinea
intervalelor, in timp ce linia sopranei se plstreaz! intr-o zon! a similarit!"ii in cele 5
piri.

The first part of bars 1-6 only takes place in the piano over the range of two octaves between
c5 and c¢7 (according to the American terminology) [playing].

Primul segment, aflat intre mlsurile 1-6 apar"ine doar pianului !i se desf!loar! pe o
gam! de dou! octave intre do5 !i do7 (conform terminologiei americane).



The second part of bars 7-11 drops down an octave and plays the tonal space between c4 and
c6 [playing].
Tn cea de a doua sec"iune, Intre m!surile 7 1i 11, linia melodic! coboar! cu o octav! !i
red! spa"iul tonal dintre do 4 !i do 6.

In the third part of bars 12-15 it goes down another octave, and notes between c¢3 and c5 are
now heard [playing].

Tn mlsurile 12-15 discursul coboar! inc! o octav! !i se vor auzi sunetele aflate intre
do3 !i dob5.

In the fourth part of bars 16-18 on page 2 we have the widest range of the piece with four
octaves between c3 and c7 [playing]. At the same time, there are very wide interval jumps of
almost 4 octaves in this part. That's why as a pianist you are forced to look at the keys in order
to hit the right notes. This means that this part can only be played from memory at this fast
tempo [playing].
In segmentul aflat la m!surile 16-18 din pagina a2a se utilizeaz! ambitusul cel mai
amplu al piesei, ce cuprinde patru octave, intre do3 !i do7. Tn acelali timp, exist! in
acest segment salturi foarte ample de aproape 4 octave. De aceea, ca pianist, e'ti
obligat s! te ui"i foarte atent la clape pentru a executa sunetele potrivite. Aceasta
inseamn! c! aceast! parte poate fi redat! numai din memorie in acest tempo rapid.

In the fifth and final part of bars 19-23 we have the exact opposite: small interval steps only
within one octave from c6 to c7 [playing the beginning].
Tn sec"iunea final! care este !i ultima, aflat! la m!surile 19-23 avem exact opusul:
succesiuni de intervale de dimensiuni mici, plasate doar intr-o octav!, de la do6 la do7.

The piece ends with two final bars.
Piesa se termin! cu dou! m!suri concluzive.

[Quer durch...:]
Now follows my piece with the title «Quer durch...» (Across ...) on a associative poem by
me, which, instead of making concrete statements, only hints at it in pictures. But this is held
together with a strict system of internal rhymes spanning stanzas.
Urmeaz! tot o pies! proprie, ,,Quer durch...” (Transversal...) ce este in strans!
leg!tur! cu o poezie personall. Tn aceast! poezie, in loc s! expun o serie de afirma"ii
concrete, fac doar aluzii la ele prin intermediul imaginilor. Acestea sunt unite intre ele
intr-un intreg printr-un sistem strict de rime interne care traverseaz! toate strofele.

First we hear an excerpt from the piece [Audio example].
Mai intéai auzim un fragment din pies!.

In this four-part piece, the first two parts were composed in the traditional manner on the
piano, while parts three and four were composed using an algorithmic program.
Tn aceast! lucrare alc!tuit! din patru p!r"i, primele dou! au fost compuse in manier!
tradi"ional! la pian, in timp ce p!r'ile trei i patru au fost compuse cu ajutorul unui
program algoritmic.






The process for the clarinet follows the same procedure, but it’s more complicated.
Realizarea partiturii pentru clarinet urmeaz! aceeali procedur!, dar este mai
complicat.

[Dunkle Stimmen:]
My next piece is entitled «Dunkle Stimmen» (Dark Voices), also on a poem of mine. In the
current world situation, dark voices seem to be rising from the past and haunting us with what
we thought was long gone, such as a war of conquest. But music will resist.
Urmltoarea pies! a mea se intituleaz! ,,Dunkle Stimmen” (voci intunecate). Tn
situa"ia actual! a lumii, vocile intunecate par s! se ridice din trecut !i s! ne bantuie cu
ceea ce credeam c! a disp!rut de mult, cum ar fi un rlzboi de cucerire. Tns! muzica va
rezista in tot acest haos...

First we hear an excerpt from the piece [Audio example].
Mai intéi auzim un fragment din pies!.

Of this piece exists a version for soprano, baritone, flute, clarinet, violin and cello and the
version we are hearing tonight: for soprano, baritone and noise track (with electronics).
Pentru aceast! pies! exist! o prim! versiune pentru sopran!, bariton, flaut, clarinet,
vioar! 1i violoncel, !i varianta pe care o auzim in aceast! sear!: pentru sopran!,
bariton i mediu electronic (noise track).

At this point | would only like to point out that you can go to my homepage
renewohlhauser.com. Under ,,Downloads® you can go to the relevant piece, e.g. this piece
"Dunkle Stimmen with electronics”. On the one hand, you can find the scores of the works
there. On the other hand, you can also find the composition report there. In it you can read
exactly how the piece was composed. This report is in German, but you can quickly translate
it using Google Translater.
Tn acest moment, a! dori doar s! subliniez c! pute"i accesa pagina mea de internet,
renewohlhauser.com. Sub ,,Desc!rc!ri” pute"i merge la piesa relevant!, cum este, de
exemplu, aceast! pies! ,,Dark Voices with electronis”. Pe de o parte, pute"i g!si acolo
partiturile lucr!rilor. Pe de alt! parte, pute"i g!si !i descrierea procesului componistic,
intregul istoric al crelrii piesei. Deci pute"i citi exact cum a fost compus! piesa.
Aceast! descriere este in limba german!, dar o pute"i traduce rapid folosind Google
Translate.

And if you scroll down in downloads, after all the works you can also find some lectures, e.g.
last year's lecture here in lasi in an English-Romanian version.
De asemenea, dac! derula"i in jos in desclrc!ri, dup! toate lucr!rile pute"i glsi li
cateva prelegeri, cum ar fi prelegerea de anul trecut de aici de la lali in varianta
englezo-roman!.



[Gwyn Pritchard:]

Now follows the piece «Abundant folds» by the British composer Gwyn Pritchard. In this

piece, the piano becomes a big resonance chamber for overtone spectral sounds. These are

colored in the singing voice not only by vowels, but also by specially sung consonants,

because the sonorous quality of the text is much more important in this piece than clarity of

meaning and syntax, as the composer writes.
Urmeaz! acum piesa ,,Abundant folds” (Pliuri abundente) a compozitorului britanic
Gwyn Pritchard. Tn lucrarea de fa"!, pianul devine o camer! mare de rezonan"! pentru
sunetele armonice. Acestea sunt colorate de voce nu numai prin vocale, ci i prin
interpretarea special! a consoanelor; aladar, aici, calitatea sonor! a textului este mult
mai important! decét claritatea semnifica"iei sau a sintaxei, dup! cum scrie
compozitorul.

First we hear an excerpt from the piece [Audio example].
Mai intai auzim un fragment din pies!.

[Page 1]

To this piece the composer writes: "Before a performance starts, all the notes below Aflat 2

should be depressed and held on the sostenuto pedal, which must not be released until bar 48.

Throughout this section all notes on the lowest stave will sustain without being held, and the

staccato notes on the other two staves will create an audible resonance (somewhat like water

dripping in a large cave)."
Despre aceast! pies! compozitorul scrie: ,,inainte de a Incepe interpretarea partiturii,
toate notele aflate sub la bemol 2 ar trebui s! fie ap!sate !i "inute cu ajutorul pedalei de
sus"inere, care nu trebuie eliberat! pan! la mlsura 48. Tn aceast! sec"iune, toate notele
de pe portativul cel mai de jos vor fi sus"inute fIr! a fi ap!sate, iar notele staccato de
pe celelalte dou! portative vor crea o rezonan"! audibil! (oarecum ca apa care picur!
intr-o pelter! mare).

I depress the keys, take it in the sostenuto pedal, and now you will hear the resonances (playing).
Am ap!sat clapele, le preiau cu pedala de sus"inere, iar acum ve"i auzi rezonan'ele.

Concerning the soprano he writes: ,,... in many places a sustainable consonant (I, m, n, w)
which follows the vowel, is also to be sustained for the latter part of the duration of the note;
this is indicated by a wavy line [ 1], positioned before the following syllable (or rest)."
In ceea ce privelte soprana, compozitorul scrie: ,,... in multe locuri o consoan!
sus"inut! (I, m, n, w) care urmeaz! vocalei, trebuie s! fie sus"inut! de asemenea !i pe
ultima parte a valorii ritmice a notei; procedeul este indicat printr-o linie ondulat! [ ],
pozi“ionat! Tnaintea urm!toarei silabe (sau pauze)."

Maybe Christine can show these specially sung consonants [singing].
Poate c! Christine poate ar!ta aceste consoane cantate special.



[Leon Zmelty:]
Now follows the piece entitled «kalteschutz» (Cold protection) by the Munich composer
Leon Zmelty. The composer set a poem by the German poet Albert Ostermeier to music. It is
about bitter feelings after a broken love. The abandoned falls into the abyss and experiences
feelings of anger, confusion, despair, and suicide thoughts. Musically, this is represented a. o.
by the metal chain, which remains on the lowest strings of the grand piano throughout the
entire piece.
Urmeaz! acum piesa intitulat! ,kalteschutz” (Protec"ie Tmpotriva frigului) a
compozitorului din Munchen, Leon Zmelty. Autorul a pus pe muzic! o poezie semnat!
de poetul german Albert Ostermeier. Este vorba despre sentimente amare n!scute in
urma unei iubiri distruse. Cel abandonat cade n abis i experimenteaz! sentimente de
furie, confuzie, disperare i ganduri de sinucidere. Din punct de vedere muzical, acest
lucru este reprezentat de lan"ul metalic, care r!mane pe corzile cele mai joase ale
pianului pe intreaga durata a piesel.

First we hear an excerpt from the piece [Audio example].
Mai ntéi s! ascult!m un fragment din pies!.

[Page 1]
In the concert program this is the piece with the most special playing techniques inside the
grand piano:
Tn programul concertului, aceasta este piesa cu cele mai speciale tehnici de execu"ie
plasate in interiorul pianului:
1) We have a metal chain that is thrown onto the lowest strings and stays there throughout the
entire piece [playing].
1) Avem un lan" metalic care este aruncat pe cele mai joase corzi !i r!mane acolo pe
toat! durata piesei.

2) Then the composer wanted me to play the strings with a Styrofoam block. But I don't do
anything that could damage or contaminate the instrument. All of these types of play are
intended to leave the piano undamaged. That's why we switched to a plastic spoon for this
effect [play].
2) Apoi compozitorul a inten"ionat s! ac"ionez asupra acestor coarde cu un bloc de
polistiren. Dar nu fac nimic care ar putea deteriora sau contamina instrumentul. Toate
aceste tipuri de emitere a sunetului sunt menite s! lase pianul nedeteriorat. De aceea
am apelat la o lingur! de plastic pentru acest efect.

3) Then there is the playing with the Superball stick, which the following composer also uses
[plays].
3) Urmeaz! execu'ia cu asjutorul bastonului Superball, pe care 1l foloselte !i
urm!torul compozitor.

4) Then there is the playing with a credit card [playing].
4) Apoi utilizarea unui card de credit.

5) Then | have to play a note at the same time and damp it internally in a special way, so that
a kind of overtone effect is created [playing].
5) Apoi trebuie s! execut o not! !i in acelali timp s! o amortizez intern intr-un mod
special, astfel incét s! se creeze un fel de efect de armonice superioare.
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In the second piece, another motif consists of fast chord progressions, e.g. on page 2 in bar
15. Although they are atonal chords, they have a strong E-flat major coloring, veiled with
additional tones [playing].
Tn a doua pies!, apare un alt motiv, ce const! in progresii acordice rapide, ala cum
glsim la pagina 2 mlsura 15. Deli sunt acorduri atonale, au o nuan"! foarte sugestiv!
de mi bemol major, voalat! cu ajutorul sunetelor ad!ugate.

[Vlad Burlea:]
Now three pieces by the Moldovan composer Vlad Burlea follow poems by the Romanian
poet George Astalo”. The music is very entertaining and loosens up the rigor and seriousness
of the concert a bit. Fortunately, contemporary New Music is very diverse and has many
different facets.
Urmeaz! acum trei piese ale compozitorului moldovean, Vlad Burlea, scrise pe versuri
apar"inand poetului roméan George Astalo!. Muzica este foarte amuzant! !i destinde
pu"in rigoarea !i seriozitatea concertului. Din fericire, muzica nou! contemporan! este
foarte divers! 1i are multe fa"ete.

First we hear an excerpt from the piece [Audio example].
Mai ntéi s! auzim un fragment din pies!.

The three pieces are very different.

The first piece begins quietly on page 1 at a slow tempo and builds up to the Vivace on page 4.
Cele trei piese sunt foarte diferite. Prima pies! incepe liniltit la pagina 1, cu un tempo
lent !i crelte pan! la Vivace, la pagina 4.

The second piece consists of knocking and hitting noises with rhythmically spoken text.
The third piece is a hidden jazz-rock piece (as you just heard before), with the typical
rhythmic, rousing impetus, with off-beat syncopations and a brilliant conclusion.
Cea de-a doua pies! const! in zgomote de cioc!nit !i lovire inso"ite de text rostit
ritmic.
A treia pies! este o pies! ascuns! de jazz-rock (cum tocmai a"i auzit Tnainte), cu
energia ritmic! tipic!, cu impulsul s'u antrenant, cu sincope aflate Tn afara ritmului !i
o0 concluzie genial!.

The predominant G minor is enriched with many additional notes, resulting in a kind of semi-
atonal jazz-rock piece. But the stirring rhythm remains.
Tonalitatea Sol minor predominant! este imbog!"it! cu multe note suplimentare,
rezultadnd un fel de pies! jazz-rock semi-atonal!. Dar ritmul agitat r'mane.
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[Vlad Baciu:]
Now we come to the Romanian composer Vlad Rlzvan Baciu with the composition titled
«Scent of Beauty» to a poem by the young Romanian poet Arthur-Ervin Avr!miea, who lives
in the Netherlands and works as a neurogenomist. Neurogenomics is a new branch of science
that attempts to combine neurobiology and genomics. In this piece the composer tries to
evoke olfactory sensations with the help of sounds. The result is, so to speak, a musical
perfume with a pure and subtle Romanian fragrance.
Tn continuare, vom asculta de la compozitorul roman Vlad R!zvan Baciu compozi'ia
intitulat! ,,Scent of Beauty” (Parfum de frumuse'e), pe o poezie a tan!rului poet
roman Arthur-Ervin AvrImiea, care locuielte Tn Olanda !i lucreaz! ca neurogenomist.
Neurogenomica este o nou! ramur! a !tiin"ei care combin! neurobiologia !i genomica.
Tn aceast! pies! compozitorul incearc! s! evoce senza'ii olfactive cu ajutorul
sunetelor. Rezultatul este, ca s! spunem a'a, un parfum muzical cu o arom!
romaneasc! pur!, dar subtill.

First we hear an excerpt from the piece [Audio example].
Mai ntéi s! ascult!m un fragment din pies!.

Here we have 4 clearly separated structural levels:
1) First on page 1 in measure 1 there is an atmospheric play inside the grand piano, that is
supposed to get us in the mood for the musical scent [playing].
Aici avem 4 niveluri structurale clar separate:
1) Mai intéi, chiar de la prima pagin!, prima m!sur!, pagina 1, exist! o muzic! de
atmosfer! in interiorul pianului, care ar trebui s! ne induc! starea de spirit pentru
parfumul muzical ce va urma.

2) In measures 2-4 there are parallel fourths in the right hand that are shifted against parallel
fifths in the left hand [playing].
2) Tn mlsurile 2-4 exist! la mana dreapt! o succesiune de cvarte paralele ce sunt
plasate deplasat fa"! de cvintele paralele de la ména stang!.

3) In bars 5-8 it is a kind of recitative.
3) In mlsurile 5-8 g!sim un fel de recitativ.

4) Finally, there are the moving parts, which are heard for the first time on page 2 in bars 9-
11. In this part, the dominant seventh chord with diminished fifth is the predominant sound,
both as parallel chords [playing] and as a melody in the left hand of measure 10 [playing].
4) n sfarlit, sunt vocile In milcare, care se aud pentru prima dat! la pagina 2 in
mlsurile 9-11. Tn aceast! sec"iune, acordul cu cvint! miclorat! !i septim! mic! este
sonoritatea predominant!, utilizat atat in acorduri paralele, cat !i desf!!urat melodic la
maéna stang! la m!sura 10.

It is an ambivalent chord because, on the one hand, it is constructed symmetrically (major
third, major second, major third), and because it does not have a strong tonal effect with the
diminished fifth. It is a chord that can be found in expressionist music from 1906-1920 by
composers such as Schénberg, Skrijabin or Ives.
Este un acord ambivalent pentru c!, pe de o parte, este construit simetric (ter"! mare,
secund! mare, ter"! mare), dar !i pentru c! nu are un efect tonal puternic datorit!
cvintei miclorate. Este un acord care poate fi g!sit Tn muzica expresionist! din anii
1906-1920, n unele partituri ale unor compozitori precum Schonberg, Skrijabin sau
Ives.
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[Ulpiu Vlad:]
Now follows the piece entitled «I caught a Glimpse of Light» by Romanian composer Ulpiu
Vlad. It is a voluminous piece between composition and improvisation with huge sound
waves and exuberant growths.
In continuare v! voi prezenta piesa intitulat! ,,I caught a Glimpse of Light” (Am
surprins o licr!rire de lumin!) a compozitorului romén Ulpiu Vlad. Este o pies! ampl!,
intre compozi“ie i improviza'ie, cu valuri sonore uriale i crelteri exuberante.

First we hear an excerpt from the piece [Audio example].
Mai intéi ascult!m un fragment din pies!.

If we look at Page 1, we see that for the composer the harmonic aspect is very important.
Dac! ne uit!m la Pagina 1, vedem c! pentru compozitor aspectul armonic este foarte
important.

They are mostly chords consisting of two fourths and sometimes additional tones. As we see

in the first chord, the fourths can be either pure or augmented (that means a tritone).

The fourths of the two hands are shifted by one tone. [play]
Sunt in mare parte acorduri formate din dou! cvarte !i uneori sunete ad!ugate. Dup!
cum vedem in primul acord, cvarta poate fi fie perfect! sau m!rit!. Cvartele de la cele
dou! maini sunt deplasate la interval de secund! mare.

In the second chord, in addition to the fourths, we have a third from below.
In acordul al doilea, pe lang! cvarte, avem ad!ugat! o ter"! inferioar!.

In the third chord it is in addition a third from above in the left hand. In the right hand it looks
like a third from above, but there are in fact two fourths shifted by a semitone.
Tn acordul al treilea este adlugat! o ter"! ascendent! la mana stang!. La mana dreapt!
aparent avem o ter"! ascendent!, dar de fapt este vorba de dou! cvarte deplasate la
interval de semiton.

That is the pattern repeated in the following with small variants [playing].
Acesta este modelul repetat ulterior, cu mici varia"ii.

As we see on Page 5 (from bar 25), very dense masses of tones follow, which go to the lowest
and highest registers and thus fill the entire tonal space of the piano, while the voice sings her
melodic lines above them.
Dup! cum putem observa la pagina 5 (de la mlsura 25), urmeaz! mase foarte dense de
tonuri, ce se deplaseaz! c!tre registrele cele mai grave !i mai inalte, umpland astfel
intreg spa'iul tonal al pianului, in timp ce vocea 1li cant! liniile melodice deasupra lor.

On Page 7 in bar 44 we see, that the soprano has not only to sing given notes, but has also to
improvise, which is noted graphically.
La pagina 7 in m!sura 44 vedem c! soprana trebuie s! cante notele date, dar s! i
improvizeze, ceea ce este notat grafic.
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[Roman Viad:]

The next composer from Romania is called Roman Vlad. His piece is entitled «Coincidente

I11». He treats soprano, baritone and piano like three independent lines that, so to speak,

liberate themselves from their instrument-specific ballast and find a form of objectified

expression with subtle humor. Towards the end of the piece, this is then questioned, with

modal melodic excerpts in the style of Eastern European tradition.
Urm!torul compozitor din Romania este Roman Vlad. Piesa sa se intituleaz!
»Coincidente 111”. El trateaz! soprana, baritonul i pianul ca pe nilte linii melodice
independente care, s! spunem ala, sunt eliberate de balastul specific instrumentului i
pentru care este glsit! o form! de expresie obiectiv!, cu un umor subtil. Spre finalul
piesei, acest lucru este pus sub semnul intreb!rii, cu fragmente melodice modale in
stilul tradi"iei est-europene.

First we hear an excerpt from the piece [Audio example].
Mai intai auzim un fragment din pies!.

If you look at the score at page 1, you get the impression that the vocal parts (as at the
beginning of the soprano) are not composed like vocal parts, but like instrumental parts
[playing]. The way the soprano has to sing at the beginning is not like a soprano sings
normaly, it is more like an oboe part, with snappy rhythms and staccato [play].
Dac! privim la partitura de la pagina 1, avem impresia c! liniile vocale (de exemplu
inceputul sopranei) nu sunt compuse Tn manier! vocall!, ci ca linii instrumentale.
Modul Tn care soprana trebuie s! cénte la inceput nu este in maniera in care cant! in
mod normal o sopran!, ci este mai degrab! ca o partitur! de oboi, cu ritmuri rapide i
execu'"ie n staccato.

You understand why, when you know that this piece is a transcription of a piece for clarinet,
violin and cello.
The same applies to the piano part. It has to play the violin and cello part.
Tn"elegem acest fenomen dac! "inem cont de faptul c! aceast! lucrare este o transcriere
a unei piese pentru clarinet, vioar! i violoncel.
Acelali lucru este valabil i pentru partea de pian, care trebuie s! cante liniile viorii !i
violoncelului.
On page 13, at the end of the piece, we have excerpts from modal melodies that are bitonally
superimposed, e.g. in bars 71 and 72 [playing]
La pagina 13, la finalul piesei, avem fragmente din melodii modale care sunt
suprapuse bitonal, de ex. la m!Isurile 71 1i 72.

And at the end, in the last bar, the bitonality is achieved with just two tones: "c" in the left
hand for C-major, and "d" in the right hand for g-minor. You can also say, it is a dominant
seventh ninth chord, which is indeed a bitonal chord, too [playing].
lar la final, Tn ultima m!sur!, bitonalismul se realizeaz! cu doar dou! sunete: ,,do” la
maéna stang! pentru Do major, i ,,re” la mana dreapt! pentru Sol minor. Putem spune,
de asemenea, c! este un acord de septim! !i non! de dominant!, care este, intr-adev!r,
1i un acord bitonal.
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[Stéphane Boussuge:]
In the following piece entitled «La Nuit» (The Night), Stéphane Boussuge, a composer from
Paris who lives in Vienna, tries to capture the mysterious and fascinating mood of the night,
when everything is perceived differently than during the day, and he translates this mood into
typically French music with the help of a poem by the French poet Victor Hugo - the poem
bears the same title «La Nuit».
In piesa urmltoare, intitulat! ,La Nuit” (Noaptea), Stéphane Boussuge, un
compozitor din Paris care locuielte la Viena, incearc! s! surprind! atmosfera
misterioas! !i fascinant! a nop"ii, cand totul este perceput diferit decat in timpul zilei,
!i traduce aceast! stare intr-o muzic! tipic francez! cu ajutorul versurilor poetului
francez Victor Hugo, ale poeziei cu acelali titlu ,,La Nuit”.

First we hear an excerpt from the piece [Audio example].
Mai intai auzim un fragment din pies!.

This piece sounds a lot like French music by a French composer.
Let's have a look at Page 1.
Aceast! pies! este scris! i sun! ca o muzic! francez! a unui compozitor francez.
S! arunc!m o privire la pagina 1.
On the one hand we have a reference tone that often sounds at the beginning of the bar. It is
the f sharp (inbar 1, 2 ... 7) [play].
Pe de o parte avem un sunet de referin"! care este plasat adesea la inceputul m!surii.
Este vorba de fa diez (in m!surile 1, 2 ... 7).

On the other hand, soft mixtures of tonal and atonal chords sound in the harmonies.

In the first bar we have a mixture of the dominant and the tonic of g-minor [play].
Pe de alt! parte, in plan armonic pot fi auzite mixturi delicate de acorduri tonale i
atonale. Tn prima m!sur! avem o combina'ie Tntre acordurile tonicii !i dominantei
tonalit!"ii sol minor.

In the second bar we have only the dominant, but with the sixte ajoutée [play].
In a doua m!sur! avem doar dominanta, dar cu sexta ad!ugat!.

In the third bar we have a bitonal mixture of two chords: f-sharp without third and C-major

[play].
In a treia mIsur! avem o combina"ie bitonal! de dou! acorduri: fa # flr! ter"! 1i do
major.

This is a tritone relationship like we find it often with Strawinski, e.g. in Petruschka [play]).
Aceasta este o0 rela"ie de cvart! m!rit!, pe care o g!sim adesea la Stravinski, de ex. in
Petrushka.

[Jean-Claude Wolff:]
Jean-Claude Wolff is also a Parisian composer. He set three poems by the famous French poet
Paul Verlaine to music. In these three poems he found similarities in content and therefore
calls his piece «Trois chansons mélancoliques» (Three melancholic songs).
Jean-Claude Wolff este