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REPERE
INTR-O ANALIZA HOLISTICA A
POSTMODERNISMULUI
MUZICAL

Synopsis |

UNIVERSITATEA NATIONALA DE MUZICA
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Conf.univ.Dr. Serban NICHIFOR
Cursul ‘LIMBAJE MUZICALE CONTEMPORANE”

@ INTRODUCERE IN ANALIZA POSTMODERNISMULUI MUZICAL (1)
- synopsis —

Postmodernismul muzical actual a aparut in a doua jumatate a sec. XX ca o reactie
la excesele modernismului si se caracterizeaza prin eclectismul formelor si genurilor
(de la avangarda la culturile populare), prin polistilism si, nu in ultimul rand,
printr-un spirit deseori ironic, eminamente eliberat de orice constrangere
doctrinara, menit sa dizolve dogmele totalitarismului modernist (ca de pilda cele
conexe serialismului integral). Este relevanta in acest sens si teoria lui Francis
Fukuyama referitoare la “punctul final al evolutiei ideologice a omenirii, insotit de
universalizarea democratiei liberale occidentale ca forma finala de guvernare
umana”,

Schimbarile paradigmatice de la Modernism (M) la Postmodernism (PM) pot fi
ilustrate si prin urmatoarele dimensiuni:

- M: perceptie carteziana, liniara, dualista ((res extensa/materie, res
cogitans/constiinta); PM: perceptie holistica (incluzand fenomenele de natura
transpersonala si psihedelica)

- M: actul creator inchis; PM: actul creator deschis (apud Umberto Eco, “Opera
Aperta”).

- M: structura autoritara, rigida, impusa prin dogme si “etichetari”’; PM:
structura autonoma, libera, flexibila, deschisa conexiunilor infinite;

- M: accent pe colectivitati inchise (gen “scoli componistice”, “grupuri” etc.); PM:
accent pe individualitati deschise formelor de comunicare in multiple ipostaze;

- M: gandire analitica (proprie emisferei stangi); PM: complementarizarea
rationalitatii prin procese intuitive, neliniare, holistice (solicitand ambele
emisfere).

Auditie:

Pierre Boulez: “Structures”; George Crumb: “Makrokosmos”; Serban Nichifor:
“Dansuri Romanesti”’; Vladimir Cosma: muzica de film

Bibliografie selectiva:

Benoit Duteurtre: “Requiem pour une avant-garde”, Ed.Robert Laffont, Paris,
1995;

Francis Fukuyama: “The End of History and the Last Man”, Ed, “The Free
Press”,USA, 1993;

Serban Nichifor: “Musica Caelestis”, Ed. UNMB, Bucuresti, 1994;

Bruno Wiirtz: “New Age”, Editura de Vest, Timisoara, 1994
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@ NOUA MUZICA CONSONANTA

,Nouva Musica Consonant® (,,New Consonant Music”, ,,Nouvelle Musique
Consonante”) reprezinta o noua orientare estetica integrata in curentul postmodern. In
acest context, ideea de consonanta nu se refera exclusiv la aspectul acustic, ci in
particular la cel spiritual, relevand o inefabila stare de armonie stabilita intre
compozitor, interpret si public, un sentiment de profunda pozitivitate, o atmosfera de
serenitate si pace (consecventa perioadelor dramatice ce au marcat muzica in trecut), cu
un mesaj eminamente anti-fascist, anti-totalitarist.

Aceasta schimbare paradigmatica cu valente transpersonale ilustreaza o reflectare a
conceptiei holistice, implicand si o transcedere a spatiului si a timpului in perspectiva
eternitatii. De aceea, ,,Noua Muzica Consonanta” nu poate fi catalogata nici ca o expresie
a ,,neo-clasicismului” (bazat pe reiterarea vechilor paradigme) si nici ca ,,arta
comerciala” (limitata la factorul acustic promovat in mod ,,hedonist”’) — finalitatea
NMC fiind exclusiv de natura spirituala.

Principali exponenti: Liana ALEXANDRA , Silvia BERG , Mikhail BEZVERKHNY ,
Nimrod BORENSTEIN , Dirk BROSSE, Boudewijn BUCKINX , Dafydd BULLOCK,
Daniel CAPELLETTI, Edwin CLAPUYT, Rodolfo COELHO DE SOUZA , Frederic
DEVREESE , Dominique DUPRAZ , Michael J. EVANS, Vincent GHADIMI ,

Raf GOORMANS, Alexander GRINBERG , Alexander GUGEL , Johan HASLER ,
Robert JANSSENS , Krzysztof KNITTEL , Michael KUGEL , Piotr LACHERT ,
Dominique LAWALREE , Jacques LEDUC , Michel LYSIGHT , Roberto MARTINS ,
Gilberto MENDES , Roberto MARTINS , Gilberto MENDES ,

Henrique MOROZOWICZ , Serban NICHIFOR , Frank NUYTS, Vadim ORDA,
Oleg PAIBERDIN , Vitaly PATSERA , Georgs PELECIS , Joélle PIRET ,

Bogdan PRECZ , Pierre-Paul RUDOLPH , André RULENS , Daniele SALVATORE ,
Bogdan SEHIN , Alexander SHCHETINSKY , Antonio SIMONE , €. de TERENYI,
Jean-Marie SIMONIS , Raoul DE SMET , Armano UGO , Jan VAN LANDEGHEM.

Auditie la curs: ,,Quatre Preludes” de = Krzysztof KNITTEL, Variatiunile ,,Frere
Jacques” de Henrique MOROZOWICZ , ,,Quatrieme Suite” de Georgs PELECIS ,,
,,Monochrone” de Michel LYSIGHT, ,,Tres Contos de Cortazar” de Gilberto MENDES,
Sonata a II-a de Piotr LACHERT si ,,Adagio, the famous one, of course” de Boudewijn
BUCKINX. Interpreteaza pianista Mireille GLEIZES (Belgia).

Sambata 9 Decembrie 2006 la ora 18 va avea loc in Sala ,,George Enescu”, cu
concursul unor straluciti reprezentanti ai scolii interpretative romanesti si in prezenta
autorului, un concert cameral dedicat unuia dintre cei mai importanti exponenti ai
directiei ,,Nuova Musica Consonante”: compozitorul belgian Jacques LEDUC,
Presedinte al Uniunii Compozitorilor Belgieni si al SABAM, precum si Rector al Capelei
Regale ,,Reine Elisabeth” de la Bruxelles.
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@ CULTURA DE MASA

- In totalitarismul de sorginte europeana (in special germanica si
slava), precum_si asiatica (din spatial extrem-oriental si din
zona islamica): factor fundamental al propagandei extremiste
(de stanga/dreapta, ambele cu o clara finalitate represiva),
impuse de o autoritate politica absolutista — prin promovarea
violentei ideologice in contextul luptei de clasa (stanga
comunista) sau de rasa (dreapta fascista), prin cultul elitist al
“avangardei”, al personalitatii/clasei conducatoare, prin
idealizarea natiunii/societatii/culturii asa-zis “superioare” si
condamnarea la disparitie a natiunilor/societatilor/culturilor
asa-zis “inferioare”, prin ateism (in comunism) sau misticism
hinduist si dogme pagane (in fascism) — toate avand ca efect
depersonalizarea individului, reducerea sa la statutul de
element neglijabil in sine, avand unica functie (calitate) de
component al unei mase total aservite autoritatii dictatoriale.

- In democratia autentica promovata de Statele Unite ale
Americii si de Uniunea Europeana: principalul instrument de
diseminare a ideilor de libertate, egalitate morala, religiozitate
— in spiritual etern al Decalogului, mobilitate sociala
ascendenta, prosperitate, pluralism, patriotism, solidaritate,
individualism, progres personal, exceptionalism, corectitudine
politica — avand ca efect direct dezvoltarea unei personalitati
unice, pe deplin respectate in contextual diversitatii sociale
(conform adagiului “E Pluribus Unum”, ce marcheaza stema
S.U.A.), precum si respingerea oricarei forme de nationalism
tribal si de totalitarism. Toate aceste elemente definesc
mesajul profund umanist al culturii americane, bazate in plan
structural pe o sinteza internationala. De pilda, jazz-ul (ca
factor esential in definirea culturii americane) reprezinta un
exemplu edificator de simbioza a coordonatelor melodice si
armonice de sorginte europeana cu cele melodice si ritmice de
origine africana. De aceea, cultura de masa americana este o
adevarata cultura internationala, o incontestabila “lingua
franca” a intregii lumi — ca factor de unificare in spiritual
democratiei reale. Este elocvent faptul ca exportul cultural
american reprezinta peste 80 % din totalul mondial - conform
legii cererii si ofertei, printr-o concurenta absolut libera, fara
nici un factor de impunere.
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INTRODUCERE IN ANALIZA SCHENKERIANA

Compendiu realizat de Conf.Univ.Dr. Serban NICHIFOR, UNMB

- |.) DATE GENERALE

- a.) Heinrich SCHENKER (n. 19-VI-1868, Wisniowczyk - Galitia; m.13-I-
1935, Viena), eminent muzicolog evreu specializat in domeniul ceraet
tonalismului. Discipol al lui Anton BRUCKNER, el s-a desavarsit studiile la
Conservatorul din Viena — centru muzical in care asustinut, incepand din 1884,
0 prodigioasa activitate teoretica - inclusiv la raumita Universal-Edition -,
didactica si interpretativa - ca pianist, in cadrul unor renumite ansambluri
camerale. Interzis de nazistii ce i-au distrus siaimilia (sora lui fiind ucisa in
lagarul de concentrare de la Theresienstadt), Heimcth SCHENKER s-a bucurat
de aprecierea unanima a celor mai de seama exponeat muzicii secolului XX.

Propunand o esentiala schimbare paradigmaticani raportul cu viziunea
riemanniana, SCHENKER si-a elaborat sistemul analit in baza teoriei nivelelor
structurale si a coerentei tonale generate - la cfluenta dimensiunilor verticale
(armonice) si orizontale (polifonice) - de trisonulmajor, ca factor natural si,
totodata, ca element constitutiv al discursului musal. In acest sens, ilustrandu-i
in mod elocvent conceptia, tratatulNeue Musikalischen Theorien und Phantasien
/ New Musical Theories and Fantasiesste format din volumeleHarmonielehre/
Harmony (I - 1906),Kontrapunkt / Counterpoint ( 1l.1 — 1910; 1.2 - 1922) sDer
Freie Satz/ Free Composition(ll.3 - 1935). Aceasta perspectiva cu-adevarat
revolutionara in analiza muzicologica a exercitat puternica influenta asupra
pozitiei estetice a unor importanti muzicieni, pream  Wilhelm
FURTWANGLER, Anthony VON HOBOKEN, Sergiu CELIBIDACH E, Ernst
OSTER, T.H. KREUGER, Felix SALZER, Carl SCHACHTER, Martian
NEGREA. In prezent, analiza schenkeriana este trata ca o disciplina
fundamentala in principalele universitati din S. U A. si din Europa. Consideram
de aceea oportuna abordarea acestui domeniu si lanlyersitatea Nationala de
Muzica din Bucuresti.
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- b.) Obiectivul analizei schenkeriene: determinara structurii tonale
a unei entitati musicale in baza relatiilor ierarhice stabilite intre
frecventele sonore, prin realizarea unei reductii énomenologice
notate intr-un sistem simbolic specific.

Reductiile sunt atemporale (a-ritmice) si au t® componente
principale:

- 1.) Infrastructura (Hintergrund / Background - ce reprezinta zona
bazei; la acest nivel se constituie si$8tructura Fundamentala(Ursatz
/ Fundamental Structurg ce are configuratia unei scheme formale in
trei versiuni (initiate prin proiectarea in game diatonice descendente
a celor trei note ale trisonului: 3/l — 2/V — 1/I (inia tertei); 5/1 — 4/1l —
3/ = 2/V = 1/I (linia cvintei); 8/1 = 7/l = 6/ 1V = 5/I — 4/11 — 3/l — 2IV
— 1/1 (linia octavei). Cifrele arabe marcheaza note discantului, iar
cele romane - treptele marsului armonic, in acesplan putand fi
imaginate si alte variante — toate insa finalizandise  prin
relatia/cadenta 2/V — 1/l.Nota Initiala (Kopfton / Head-Tong este
asadar terta (3), cvinta (5) sau octava (8). Atunatand Nota Initiala
nu corespunde cu inceputul piesei, fragmentul intrductiv formeaza
un Ascendent Initial (Anstieg / Initial Ascen} ce precede asadar
Structura Fundamentalgpropriu-zisa.

- 2.) Structura Mediana(Mittelgrund / Middleground — ce marcheaza
zona Elaborarii, (Auskomponierung / Prolongatioy al
Transformarilor (Verwandlungen / Transformations ce apar la
Nivelul Conducerii Vocilor (Stimmfuhrungsschichten / Voice-Leading
Levels.

- 3.) Suprastructura (Vordergrund / Foreground — ce ilustreaza

suprafata operei muzicale; doar la acest nivel aparconfiguratiile
ritmice — deci opera este proiectata efectiv in tim.
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[I.) ARMONIA SCHENKERIANA
- principii -

- Ultima si singura celula constitutiva a muzicii est reprezentata
prin__Trison (Dreiklang, Triad). Astfel, Trisonul major
(proiectat prin armonicele 4-6) este si singurulnatural —
Trisonul minor fiind doar rezultatul speculatiei muzicienilor.
In contextual armoniei schenkeriene nu se face asad o
diferentiere fenomenologica intre Trisonul major si cel minor
(cel minor fiind reductibil fenomenologic la cel mgor —
singurul "natural”).

- Elementul fundamental al armoniei schenkeriene est&reapta
(Stufe, Scale St@p aceasta notandu-se prin cifrele romane (de
pilda, | = tonica, V = dominanta, etc.) TotalitateaTreptelor
formeaza un cantus firmus peste care se suprapumote de
pasaj ce alcatuiesc un proces de tip passing naturé
(Scheinharmonig.

- Modulatia_este _un_fenomen iluzoriu — deoarece o luare
muzicala alcatuieste — prin_tonalitatea ei de baza 0 unica
Treapta. De exemplu, o forma de sonata realizata in Sol Nt&
poate fi redusa fenomenologic la nivelul unei marTrepte | in
baza Sol si cu o structura arborescenta — evolutiai in detaliu
fiind reprezentata prin diminuari sucesive ale disursului
muzical (diminuari ce se constituie astfel in ramitatii ale
Treptei fundamentale). Progresiile armonice - ce agr pe
parcurs si ce pot sugera devieri spre alte centremnale (numite
“modulatii” in vechea paradigma riemanniana) — nu ot altera
unitatea tonalitatii de baza, motiv pentru care eleformeaza in
noua paradigma a analizei schenkeriene doarTonulatii
(Tonicisationy. Astfel, spre deosebire de analiza de tip
riemannian - in care in planul tonal al unei lucran apar
“modulatii” spre alte tonalitati (de pilda, in Expo zitie tema |
este in Sol Major, iar Tema Il in Mi minor — cele dbua teme
“moduland” in Dezvoltare spre alte Tonalitati (Fa Major, La
minor, Si minor, Re Major), pentru ca ambele sa reina in
Repriza in tonalitatea de baza Sol Major -, in anata de tip
schenkerian se afirma ca toata lucrarea este conogja pe
Treapta | (Sol), cu “tonulatii” spre Treptele VI (T ema Il in

ee-scor


http://www.free-scores.com

Expozitie), VII, I, lll si V (deviatile din Dezvo ltare) si
revenire pe Treapta | in Repriza. Prin urmare, spredeosebire
de Hugo RIEMANN (ce “sparge” in mod artificial structura
tonalitatii de baza — inclusiv prin teoria “modulatiilor” spre
alte tonalitati), Heinrich SCHENKER evidentiaza tocmai
unitatea monolitica a operei tonale, ce evolueazati-un proces
omogen — toate progresiile armonice constituind doar
“tonulatii” ale Treptei | (ca fundament ireversibil , implacabil,
imuabil al intregii evolutii sonore). Un alt exempl edificator:
in armonia riemanniana (in care subdominanta este gala
dominantei), cadenta perfecta compusa <I (tonica) -V
(subdominanta) — V (dominanta) — | (tonica)> ilusteaza
modelul intregului sistem armonic clasic — pe canth armonia
schenkeriana (in care doar dominanta, derivata dinsirul
armonicelor naturale, are o importanta deosebita -
subdominanta nefiind egala dominantei ), relatia <I-IV-V-I>
(in care IV este o simpla “prelungire a basului arggiat <I-V-
I>) nu mai este esentiala — practic ea fiind egalanor alte
relatii cu “prelungiri ale basului arpegiat”, ca de pilda, <I-lI-V-
[>.

Harmonic Unit — termen ce descrie un acord sau 0 armonie
prelungita prin diminuare fenomenologica.

Linear Unit — termen ce descrie diminuarea fenomenologica
aplicata unitatii armonice.

Mental retention— teorie schenkeriana ce ce acrediteaza ideea
capacitatii auditoriului de a intuiti rezolvarile armonice ale
unor structuri muzicale expuse intr-o unitate mai nmare de
timp.

Dividing Dominant (Oberquint-Tielef — proces prin care
Treapta V devine un suport atat pentru Structura
Fundamentala, cat si pentru progresiile similare dn
Middleground

Third Divider (Terz-Tieler)- procesul divizarii progresiei I-V

prin Treapta Il (in planul Arpegierii Basului — Bass
Arpeggiation).
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[1l.) CONTRAPUNCTUL SCHENKERIAN
- principii —

Requlile _conducerii_vocilor (cf. contrapunctului pe doua voci in
sistemul speciilor bazat pe tantus firmus (= “melodie fixa”),
apud Johannes Joseph FUX, Gradus ad Parnassuii 1725) sunt
aplicabile intregii teorii schenkeriene.

Clasificarea intervalelor: consonante perfectgunison, cvarta,
cvinta, octava), consonante imperfectdterta, sexta) sidisonante
(secunda, septima).

Miscarile vocilor: directa (ambele voci in aceeasi directie — cu
cazul particular al miscarii paralele in care vocile se misca in
aceeasi directie si la acelasi intervalpblica (se misca doar o voce,
cea de a doua ramanand pe acelasi sunet)csintrarie (vocile sunt
directionate in sens opus una fata de cealalta).

Specia | (nota contra nota / punctus contra punctuf) — pe note
intregi, se aplica doar intervalelor consonante (p#ecte si
imperfecte), fiind permise toate miscarile (directa oblica si
contrarie) cu doua exceptii: (1) miscarea directad in special
paralela) intre intervalele perfecte; (2) miscareadirecta de la un
interval imperfect la un interval perfect. (Vezi Ex.1)
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Specia Il (doua note contra una)- in care apar masurile de doua

doimi - cu doi timpi (tesis si arsis) -, se aplicai disonantelor, ce
pot aparea doar in doua situatii: (1) ca note de &cere pe timpul
slab; (2) ca broderii. Nu se admit: (a) intervale? de cvinta si de
octava in miscare directa; (b) salturile in jos, dda cvinta sau de la
octava (quinta battuta, ottava battuta Se recomana salturile
doar pe consonante(Vezi Ex.2)

Specia lll (patru_note contra _una) — in care apar masurile de

patru patrimi, se aplica si disonantelor (doar pe impii 2, 3 si 4) si
pe note de trecere. Este introdusa formula numita riota
cambiatd, ce conduce la o schimbare de directie — fiind fmata
din 5 sunete structurate in doua formatiuni de treere opuse
(notele 1-2 si, respectiv, 3-4), avand o tinta cama (nota 5).(Vezi
Ex.3)

Specia IV (contrapunct sincopat)— rezultat si dintr-o decalare a
vocilor din Specia I. Sincopele disonante se reza\wescendent la
contrapunctul superior (9-8, 7-6, 4-3, 2-1 — 2-1 fiend insa

recomandat) si ascendent la contrapunctul inferion2-3, 4-5, 7-8,
9-10 - 7-8 nefiind de asemenea recomandafyezi Ex.4)

Specia V_(contrapunct inflorit / “contrapunctus floridu$) implica
combinarea tuturor speciilor anterioare. Ca si in @zul formulei
“nota cambiatd (din Specia Ill), se reliefeaza importanta
procesului fenomenologic al Hdiminuarii” - constand din
ornamentarea unei progresii simple prin alta mai conplexa. Acest
procedeu al “prelungirii in timp” prin diminuare fenomenologica
ilustreaza un_element definitoriu_al analizei_schekeriene. (Vezi
Ex.5)
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EXEMPLE CONTRAPUNCT

Ex.2: Specia Il - apud Heinrich Schenker

Ex.1: Specia | - apud Heinrich Schenker
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Ex.5: Specia V - Orlando di Lasso, "Cantiones sine textu" nr.12 (cf. Martian Negrea*)
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-8-
IV.) COMBINAREA ARMONIEI SI CONTRAPUNCTULUI -
TEHNICI SCHENKERIENE DE EXTINDERE TEMPORALA
(PROLOGATION TECHNIQUES)
- synopsis —

NOTA BENE:

In aceasta sectiune expunem (intr-o configureg analoga unui
glosar de termeni si sintagme) principalele elemeatspecifice analizei
combinatorice de tip schenkerian, asa cum sunt sietizate si in site-
ul: http://www.schenkerguide.com- realizat de un ilustru specialist
in domeniu: Dr. Tom PANKHURST , senior lecturer la Liverpool
Hope University (Anglia).

Am utilizat de asemenea definitile dintr-un ebcvent articol pe
tema analizei schenkeriene - articol publicat pe ®&-ul Wikipedia:
http://en.wikipedia.org/wiki/Schenkerian _analysis

Precizam totodata ca in Appendix-ul acesteilfitroduceri in analiza
schekeriand am reprodus si “Schenker-Analysis Glossaty
( http://www.humanities.mcmaster.ca/~renwick/glosstarhtm )
redactat de cercetatorii William RENWICK si Dave WALK ER de la
McMaster University (Canada). Exemplele muzicale sse refera la
analiza unei lucrari de referinta din creatia lui BRAHMS
(“Variatiuni si Fuga pe o tema Haendel”, op.24- exegeza realizata
de Schenker si publicata in Der Tonwille” (1924).

Date relevante referitoare la diferitele editiiale “Simpozionului
SCHENKER” organizat de catre eminentul Prof. Dr. Cai
SCHACHTER de la Mannes College of Music din New YorKUSA) —
sunt disponibile la adresa:http://www.ursatz.com/SCHENKER/

In sfarsit, recomandam si accesarea site-ulllorthern Arizona
University, unde cei interesati pot gasi o extrem @l interesanta
analiza a Fugii Nr. 17 din “Clavecinul bine temperdt (Vol.l) de
J.S.BACH, realizata de Prof. Dr. Tim SMITH conform sigemului
schenkerian si prezentata atat intr-o forma dinamia si interactiva
(in timp real, la adresa: http://jan.ucc.nau.edu/~tas3/wtc/i17.html),
cat si intr-o formulare muzicologica traditionala (in format pdf, la
adresa: http://jJan.ucc.nau.edu/~tas3/wtc/il7s.pd).
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Arpegiere(Auskomponierung / Composing-out / Arpeggiatipr
“Bass-Arpeggiation” in Structura Fundamentala / Ursatz:
notata prin formula generala 3/ - 2/V - 1/1 , Strudura
Fundamentala / Ursatz este alcatuita din Linia Fundenentala /
Urlinie (marcata prin cifre arabe) si prin Linia Basului
(descrisa prin cifre romane); la nivelul Basului seremarca
arpegierea I-V-l. Alt exemplu: prin adaugarea la nvelul
Basului a Treptei llI: 3/I-1ll — 2/V — 1/1 .

Intrerupere (Unterbrechnung / Interruptio) — de pilda, in
Structura Fundamentala / Ursatz (avand configuratiainitiala
3/l — 2/V — 1/l) prin intreruperea rezolvarii 2/V — 1/1 si
reluarea intregii secvente: 3/l — 2/V — 3/I — 2/V 4/l. Un alt
exemplu, intr-un Ursatz cu 5 linii ( 5-4-3-/1 — 2/V- 1/1), ce va
avea, prin Intrerupere, noua configuratie 5-4-3-/1- 2/\V — 5-4-
3-/l = 2IV - 1J1.

Nota Invecinata (Neighbor Note / Nebennoje— in Structura

Fundamentala / Ursatz (3/ — 2/V — 1/1) prin redirectionarea

Liniei Fundamentale / Urlinie (marcata prin cifre arabe) catre
0 nota apropiata (invecinata): 3-4-3/1 — 2/V — 1/l sau 5-4-3-4-
3/1 -2V - 1/1, sau 5-6-5-4-3-/1 — 2/V — 1/1.

Prelungirea Arpegierii Basului (Bass Auskomponierung
Prolongation of the Bass Arpeggiation) Basul arpegiat din
Structura Fundamentala / Ursatz (| — V — |) poatedeveni | —
IV — V — | (adica “cadenta perfecta compusa” in aceptiunea
riemanniana), ce are insa, in contextual analizeichenkeriene,
aceeasi importanta cu oricare alta cadenta compuséca de
pildacul—-ll-V—-Il,saucul—-Ill-IV-V-Il,saucul—-Il-
- IV — V — I) — toate fiind generate prin prelungirea
Arpegierii Basului din Structura Fundamentala / Ursatz (I - V
— | fiind asadar singura formula generatoare).

Progresie Lineara (Zug / Linear Progression) €doua sunete
consonante sunt unite prin una sau mai multe note etodice de
pasaj; se pot alcatui astfel formulele uzuale aleProgresiei de
Cvarta” (Fourth Progression), “Progresiei de Cvintd (Fifth

Progression) si “Progresiei de Sexta” (Sixth Progission);
“Progresia de Septima” (Seventh Progression) estaterpretata
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de SCHENKER drept un element armonic in cadrul acordlui
de septima pe dominanta.

Imagini ale Structurii Fundamentale —configuratie recursiva de
tip fractal a discursului musical, in care microstructura
(Mittelgrund) reproduce macrostructure (Hintergrun d) - ca de
pilda in Tema Variatiunilor pentru pian K 331 de MOZ ART .

Transpunerea in alt RegistrRegister Transfey — un procedeu
important la nivelul “Mittelgrund”; procesul este atat
ascendant, cat si descendent — desfasurandu-se ptad sau
prin arpegiere in special — dar nu exclusiv ! - lantervalul de
octava.

Desfasurarea Intervalica (Ausfaltung / Unfolding)} proces
constand in expunerea succesiva a sunetelor unuitémval la o
singura voce si la nivelul suprafetei textului musal
(Vordergrund / Foreground); spre deosebire de Arpetgre, in
Desfasurarea Intervalica sunetele componenete au pondere
melodica independenta.

Schimbarea Vocilor (Voice Exchange) o tehnica de Extindere
Temporala (Auskomponierung / Prolongation) constandin
inversarea vocilor in conformitatea cu principiul inversarii
intervalelor.

Diminuare (Diminution) — termen utilizat de SCHENKER in
sensul originar din contrapunctul palestrinian, ilustrand
inlocuirea unei note lungi cu mai multe note scurte— acest
proces evidentiindu-se in special la suprafata textui muzical
(deci la nivelul Vordergrund / Foreground). Principalele
manifestari ale Diminuarii sunt reprezentate prin Nota de
Pasaj (Passing Note — notata P), Nota Invecinata éMjhboring
Note — N), Saltul Consonant (Consonant Skip — CS)i s
Arpegiere (Arp).
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APPENDIX

Schenker-Analysis Glossary
Created by William Renwick and Dave Walker
McMaster University.

Schenker-Analysis Glossary is an extract of material from CH-EBrakims, originally
puhblished as a Toolbook Multimedia application in 1993, It is intended to assist scholars
and students in understanding and applying principles of Schenkerian analysis. The
terms, in English and German, are specific to Schenkeran analysis. The examples which
appear refer to Brahms's Op. 24 Variations and Fugue an a Theme of Handel, an
analysis of which Schenker published in fer Tonwille, 1924,

Copyright © 1993, 2001, William Renwick and David Walker. All Rights Reserved.

htip:/Avww humanit es.mcm aster.ca/~renwick/glosstart.htm

GLOSSARY

English
Background
Coupling
Cover tone
Biminution
Divider
Foreground
Fundamental line

Interruption
Linear progression
Linkage
Middleground
Mixture
Motion from/to an inner voice
Obligatory register
Octave transfer
Prolongation
Beaching-over
Scale-step
Structural level
Unfolding
Voice exchange
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Laakgrnund, Hintergrund The deepest '"tr;z-:tural level, showing rhe fund&n‘en:a.l

EE"E;E:;;, thua a i._1:n:>_].n:n:[.z:ut:l.n:n of the tDElD chord at the deepest level. Thus the
rackground sstaklishes the btonality of a composition. The kackground ie the
~ealization of the [rsatz in a particular compositicn. The sxampls shows the
ackground of Handel's Lria.
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Coupling, Kopallung. & technique whersbhy important structural notes o2ocur in two
Hifferent registerz; giving an expanzive aspect to the music. The example, from
Variakion 4, zhowsz a coupling of T in m. 1 and 3 in m. 3. Each principal melodic note
coours in two ccoctaves, first the lower, then the higher, chligatory register,
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lCover tone, Deckbon. A prominsnt, in many instances repeated, note that sounds above
the register of the fundamental line or main linear progresgich. In Soms lnstandss a
covear fone gan be mietaken for the Hopfton, but the voige-leading etructure should
make the distinction clear, The example, from Variation %, shows a cover tone BY in
fun. 1-2 and another cover tobs, D oin mm. 3-42.

Covertone
- | Cover fone

Diminution Schenker uges the word dimimution in its ancient senge of replacing a given
long note with two or more shorter notes, thereby enlivening the texture and sdding to
Ehe motivic content. Scheiker also usea the term diminution to refer to the surface of
the migiz, semetimes te the foreground lsvel.

[This definition contrasts with the mors common use of the term in refersnce to the
repetitict of a theme in shorter notes, hence at a faster pace.

[The example, £roim the foreground of Variaticon 15, i1llugtrates how the rhythimic
lpoctivity found in the diminuticons of this variation provides= a multitude of brietf
ctatements of the main motiviec ideas, the rising third and the upper neighbor.

b, 1 2 3
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Divider, Teiler. A nocte that divides a large interval into twe roughly equal porticons,
ueually in a bass progression. The dominant (or subdominant) can aczht as a divider of
the tonie and ite octave, and dsually forme the root of a2 contrapuntal chord, Ths
jchird can act asz a divider of the fifth., The term divider i egpecially useful in
distinguishing funetional harmonies (Ztufen! from contrapuntal harmonies. & leaping
paszing-tone {aprinoender Durchgang) fille a zimilar function in the upper wolice.

The examples; from Variatisn 14, shows |l az a divider between | and V oin the First half
lof the wvariation.

Diwacler Eilossary

oreground, Vordergrund. The structural level nearsst the surface of the musie;
howing mors detall than the middleground, but amitting some of the surface evente,
articularly octawvea doublings and chordsal reinforcements. Ths graph below shows the
creground of the entire Aria. Schenker's foreground graphs typlcoally include some
rhythmic ideas. In this case the gquick notss show accellerated restatements of the
ising third motive with which the melcdy begins.

i y g [ )

Crlossary
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ndamental Line, Urlinis. The background melodiec line, a stepwiss dezcant from the
Hopfton Lo the final tonic that spaneg the background of an entire movemsnt, The
riinie descends from the third, fifth, or octave to the tonic, riinis remaing
mtranslated in the text since it iz in common use amcng Schenlkerian analysts.

he graph at the battom of thiz page shows the griisie for Brahms's Jp. 24 Variastions
nd Fugue.

undamental Btructurea, raztz. The background tonal structure of a composzition,
omprizing an friinie (fundamental line; and a bass arpeggiation (Pasg-brechung).
here are thres forms of the fundamental structure in Bchenksr's theory, based on
egcending Urlinie from the third, £ifth, and octave to the tonic. The fundamental
ztructure of Brahme'ws Op, 24 Variations i1e showrn at the bottom of thie page.

Clossary
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Graph, Urlinie=-Tafal. The detziled foreground grapgh of an entire movement or
compogition. At this stags in his work the Urilinie-Tafel contained all the sssential
hructural elemsnte of & composition, usually notated in a rhythmic reduction., While
& translation in Schenkexr's Fave Graphic Music

"Zraphic music analysiz" (Felix Salzer's

inzlysea, Mew York: Doser, 1965: 26} 12 suitable, "comprehensive foreground

raph” (Ikid., Salzer's Introduction, p. 25) iz adcurate, and fundamental-line chart
Insroduction to Sghenkerian Analveis, Few York:

[Allan Forte and Stewven Gilberxrk,
Morton;, 18282: 133 iz literal, "graph” has been adopted for convenisnce here.

Feproductiong of all the foreogrcund graphs are available for zemparisgion in the

"graphic mode!.

L.;d tone, Kopfton. The primary melodic note of a composition. It is establishead near
the beginning of a piece, or follows an initial ascent, and serves at the first note
fof the Urilnde. It usually formes the focal point £ subordinats linsar progressions
lnnd sarpeggiaticons and is often prolonged at great length. The Hopfton of Brahma Op. Z4
iz F, the fifth note of the =zcale. Fopfton remains untranslated in the text minoe it

ig in common use among dchenkerian analvets.

Kepfiom

: i % 3 i

I TS OO N7 = | I | -1
([RE= e hwF_ " ¢ d ==

o —=t =

L — —— = e :

—L — I

I ¥ N 4 1 e 1

Glossary

Initial ascent, Anstieg. The music of the upper voice akt the beginning of a
compositien that leads via a linsar progrssaicon from an initial tonic to the Kopfton.
The £irst four measures of the Aria exhibit an initial ascent from BS to F. An initial
ecent uzually cocoupiezs only a small cpening portion of a compositicn, whereas an

initial arpeggiation cccasionally occuplies the greater part of an entire compositicon.
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Interrupticon, Unterbrechung. & commeon technigue of prolongatiocn at the lewvel of bhe
period and despar lavels, in wheh the descent of the fundamental line is halted on the
upertonic note, supported %, after which the fundamental line is restated ain its
f=ntirety, beginning again on the Fopflton. In most casez the repetiticon of the
Frructural descent ig aseociated with a motiviec repetition. Interrupticon impliss a
two-part strusture tonal structurs which is oftan reflactad in a binary formal

s CruCoture.
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Linear progression, fug. A linear progresclon e a stepwles progrescion of a third or
bireater conneckting structural notes of one or more harmoniez. The fundamsntal line is
A linear progressicn at the background level. Where two or more voices exhibit
parallel linsar pregressions {in thirde or sixthe;, the linear progreesion that
relates most directly to the underlying harmonic sontext, or te the fundamental lins,
iz condider=d the leader.

[The exampls, mwn, 83-56 of the fugue, illustrates geveral linear progressions. The
hppermost slur indicates a descending cctave from £ in m. 82 to £ in m. B7 {nct
Ishown . The next series of zlurs indicate fourth progressicns that expand the moticn
f-c of mm. 83-86, which iteelf i=s a descending fourth-progression. Mors descending
fourth-progressicons ars alec found in the lower wolcoe.
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Linkage, Koupftechnic. The often hiddan means by which separate ssecticne of a
compoglition are "srgahically!” connected to one ancther: Typically, a subordinate
motbive at the end of cne gecticn becomes the sesd of a4 new gection, but the means by
which a linkage can be acheived are limitless. Cne of Schenker's main cbjectives in
this fzzay iz to demonztrates how Brahms"z linkage technigues makess an organic whole cut
of the series of separate variaticns. The raader may refer to Echenker’sE analyszisz of
the variations for many sxamples of linkage technigue.

Liddleground, Mittlegrund. The middle structural lewel (2] ccoupving an intermediariy
position hetwesn the background and the foreground. The nurker of middlsground leveles
iz determined by the content of the pisge. The example shows the middleground for
Handel's Aria, using the manner of notation that Schenker emploved in his later werk,
IFree Composition.

hTiddlegrotgd
a3 3
]
1 P A—
W v % I Ie ¥ I

lnueam:

Mixture, Mischung. Mixture refers to the borrowing of notes or chords from the
parallel key, In BS major, the BS mincr chord is understocd as mixtures, as is ES
fiincr, Both are borrowsd from the key of Bf minor. Z2econdary mixture imvolves the
e lovment of other altered chords bazed on the rocts of the original diatonic scale.
[For exanple, in EBS wajor, D major is simple mixture, III of BS minor, but 0D major is
lsecondary mixture; an alteration of the guality of the diatonic chord; D minor. Much
lesz freguently encountered, doubkle mixbure i1z seccondary mixture appliesd bto simple
nixture. In B3 majcr, DF minor would be an example of double pixture,

Eimple mixture ocoura in Variaticon 2, and iz the basisz of Variations 5, &, and 13.
Eecondary mixture iz used in Variation 8. As shown below, simple mixture provides a
Hirect opposition of major and minor scnoritises in Variation 10,
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L&Dtian from/to an inner voice, Untergreifen. This describes a linsar progression at a
higher level that connects a nokts of the Urlinie with a neots of an innsr voiss at a
level. An initial ascent is an example of motion from an inner volce at a dss=p
level. In mm. l1-4 2f the aria, the azcending fifth E5-F ig a mokion from the innexr
voloe (BE) to the Fopfrtearn of the Urlinie, Mm., 5-68 exhibit ancther motion from the
inner volce, from C to ES,
levela.

desper

4 of the friinie. Such motions ssrve to prolong the desper

The example below 1llustrates both types of motion. zs thew serve bo prolong the 4 of
the upper voloes in Variation 16, Mobtion to &n inner voice ocoure in mm. 1d-1% of ths

uque, whare a third progression, F-E}-D, prolongs the underlving harmony, I, by moerdnog
rom the upper woice, F, to the inner woice, D.
M & £ 7 ¢
oo to et net voice motion froman innet voice Yar T9II
g e 3
qfﬂf:ﬁ'*'___ fipro SR |
| il ___—_ﬁ_“‘u»% e G =
_E! i [ & ] ] | - b N | - L 4 T
o I 1 = afe
E 1 1 | -] 1T
w) [ [ ] 7
Glossary
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Obligatory register, osbligate Lage. The ragistar that iz proper for the Urlinie. It
serves ad a refersnce point for moticne to other registers, and in normal
circumstances perves as the regieter £or the ultimabte rescluticon of the Uzrlinie
Erahms='s wvariations syatematically explare a variery of registers,

relate to the ocbhbligatory register,

In the Example, taken from Variation 5, the music uses tha obligatory register for the

lopening and closing measures. Bubt the 4 and 3 of the Mlinie in mm. 6 and 7 provide a

regi=tral contrast. They ooccur one ootave highsr than the ohligatory regizsksr.

but continues Eo

8 1 2 3 4
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Cctave tramnafer, Hoherlegung/Tieferlegung. & shift of a note or linear progressicn
from one register to a higher or lower regizter, ususlly £for gscome aritzatic or
contrapuntal purpose. Lt deeper levels, such transfers reprezent moticons away from the
lobligatory registar.

In the =xampls, from Variation 22, notes of an imner voice ars shifted up one occtave,
labove the main linear progresgsion, The octave tranefers are indicated by broken
liagonal lines.

Oretawe transfer

- B B g 1- Vi- v 1 Cilossary

Lmlcmgat.ion, Ausiomponierung. The extension (composing-outb! of an underlying note,
interval, or harmony {2tufe) by the intrcoducticon of additiomal notea at higher
l=tructural levels. The progressicns of the middleground proleng the bazkground, and
izhe detalil of the foreground serves to prolong the middleground., Prolongation may be
lcontrasted in general terme with progression: prolongaticn represents the retention of
la given sonority, whersas progregsion suggests a metion from one state te ancther., In
bjeneral , proglressicons derve Lo prolong deesper level::,
[The example, from Variation 18, shows 3 prolongaticn of the dominant harmony and of
the 5 a3 the main uppEr Yoice note, The prolongaticon is carried out threuagh linear
rogressions, a fourkh, C-F in the upper voice, and a third, A-F in the lower pavk.
[The working out of this gontrapuntal framework in a chromabic mammer l2ade to the
Eugmented-g2ixth chord at the end of m. &.

=
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eaching over, Debergreifen. An ascending mobion acheived through descending skbeps
lternating with ascending lsape. At each stags a lower voice is meved intc & higher
ctawre to gain a higher position.

Che example, from mm. =20-24 of the fugue, showe how reaching over 1s utilized in the
pper volce ag a means of breaking up the series of fifthe with the base.

Reaching over
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Scale-step, Stufe. Scals-step refers to Schenker's idsa of an abstract harmondico
function; which may exist in a single chord or comprise =several harmonie=s. Srurfen
represent the underlyving harmeonic progression of a compozition. "The scale-step
laeeerts dte higher or mors general character by comprising or summarizing the
indiwvidual phenomsna and embodying their intrinsic unity in one single

triad. " ({(Schenker, Harmonmy, p. 122.) In the text, Stufe is translated in a varisty of
fwave, depending oh oontext,

In the examplse below, £rom the Aria, there are two scale-steps, | and V. |, which
extendsz o the middle of m. 4, includez several subordinate harmonies {shown in
aretntheszes) that develop out of the elaborations of the melasdy, as Schenker
illustrates in hig discussion of ths RAris.

M 1 N : 3 R 1 5
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Btructural level, Schichi. Cne of Schenker's moskt important concepbs, that the events
inf & tonal composition are orderad in a8 hierarchic mamer. The most important
letrusctural events ocour at the backgrowund, and Eorm the fundamental strusture. Events
lof more local importance ogocur at higher structural levels, the middleground and
Foreground, and the cornanental and motivic detail oocours atb the surface. Bchenker
brantends that, in general, &all stroctural levels follsw baszis principlesz of harmony
and counterpoint. The progressions of the higher levels are means of prolonging, or
lconposing out, the fewsr but more important events of the deeper levela.

The example; from Variation 132, shows the middlegrocund and foreground lewela. The
Fforeground is mere detailed, but by no means includss every note of the surface of the
rusaa .

i(mwodaehwm]

Cilossary

Fomaar 1

Cnfolding, Ausafaltung, The tedhmnigue of making heorizontal imeleodic) ons or more
interrals that aze conceptually simultaneous at deeper levels. A double unfolding
involves: & pair of intervals. Tnfoldings can take place on many different stracbural
Levels.

The example i1llustrates twe instances of unfelding in Fart & of Variation 1. The
Eirst unfolds D and B of [ and the second unfolds C and F of V. In each caze the
upper note iz the primary melodic tome.

M. 1 2 3 |
% Unfolding Unfolding ¢
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[foice exchange A technigue of prolongaticn in which tonss in a given arrangement of
Foloes are later replicated in a different arrahgement (inversion) . Typically, a third
ie inverted to bheaome a &ixth 11 the ouber parte.

In the example, taken from Variaticn 11, the augmented fourth and aits rescluticn to a
mixth in m. & are replicated as a diminished fifth resclving te a third in m. 7. This
repetition. provides for the Uriinie notes in the eobligatery registsr. It is important
o note that the inverted repetition doss not necessarily imply a repetition of
Etmlct.ural importance, 2chenker show by the graph that both disecnance and resclution

roupse gtand for a single V. progresgion supporting the upper voioce 4-3,
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