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Reeltal HARPISSI\IA

Sambatd, 13 mal 2023, ora 19:00

13 Mai 2023 — Recital in cadrul Festivalului Harpissima, organizat la
Filarmonica Banatul

Am avut onoarea de a cénta aldturi de solistul invitat in cadrul Festivalului Harpissima, Alexander
Boldachev, primele trei parti din Mica suitd de Claude — Achille Debussy, respectiv: En bateau, Cortége si
Menuet, din dorinta de a aprofunda muzica franceza alaturi de un maestru al harpei si pentru a explora
sonoritatea deosebitd creatd de cele doud harpe.

Petite suite — En bateau, Cortége si Menuet — Claude Achille Debussy

https://drive.google.com/file/d/1rX-yFCmEIAJ-60Q99isNZSWJopELxWeF/view?usp=sharing

Mica suitd este o lucrare pentru pian la patru maini scrisd de Claude Debussy si transcrisa pentru
diferite instrumente de citre Henri Biisser, colegul acestuia. Varianta pe care am céntat-o alituri de
Alexander Boldachev nu contine si partea a IV- a suitei, respectiv Baletul, deoarece aceasti parte contine
multe elemente cromatice, unele dintre ele dificil de efectuat la harpa cu pedale.
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Duo Harpa - Vicara
MIHAELA FAUR | Harpa
MARTACHIS | Vioara

30 iunie 2022- Recital cameral, organizat de Filarmonica Banatul

Acest recital realizat impreuni cu colega mea, Marta Chis- vioara, a fost dedicat muzicii franceze
si a cuprins atét lucrari solistice, cat si camerale.

Serenadi - Félix Godefroid

https://drive.google.com/file/d/1KvTg9fEYQxip6P6Vd 6VvO3b61g)68-z/view?usp=sharing

Félix Godefroid — incepe studiul harpei cu o singurd miscare la varsta de 11 ani, sub indrumarea lui
Frangois-Joseph Naderman (1773-1835) la Conservatorul din Paris, iar apoi la varsta de 17 ani doreste si
studieze harpa cu dubld miscare si astfel ajunge la clasa lui Théodore Labarre, iar mai tirziu va studia cu
Elias Paris-Alvars. Se stabileste in Paris, unde va scric 0 metoda pentru harpa intitulata Mes exercices pour
la harpe (1891), dar si lucrdri pentru harpa: Trois Etudes Caractéristiques pour harpe, inclusiv, La
Meélancolie, opus 23, Danse des Sylphes si Le Réve. De asemeni, se inspira si transcrie melodii de Schubert,
cum este aceastd Serenadi pe care am ales — o spre interpretare, piesd care utilizeazi efectele specifice
instrumentului, arpegii si flageolete, precum si acordurile arpegiate.

Temii cu variatiuni- P.1 - Marcel Tournier, Patru preludii pentru harpd P11 — Marcel Tournier

https://drive.google.com/file/d/1QKUeUbRbkgedmPSfs s2ymK2QvC6N3SZ/view?usp=sharing

Temd cu variatiuni, compusi de Marcel Lucien Tournier- cel care a preluat clasa de harpd a
Conservatorului din Paris, dupi retragerea lui Alphonse Hasselmans - este lucrarea pe care am propus-o
spre analiza in Teza de doctorat, deoarece ea prezintd maiestria lui Tournier in tehnicile de harpa si
intelegerea acestuia asupra potentialului expresiv al instrumentului.



Cele Patru preludii pentru harpd, scrise de Tournier, au fost publicate in anul 1920 si in ele se
impletesc sublim atét elemente tonale, cit si ritmice.

Doud preludii romantice pentru vioara si harpd, op.17 — M. L. Tournier

https://drive.google.com/file/d/1P8HxLsk 8f14RrOX5cBjMkwlHOgjiQup/view?usp=sharing

Doua preludii romantice pentru vioard si harpa, op.17, au fost compuse de Tournier in anul 1909,
Acestea evidentiaza rolul de acompaniator al harpei, prin folosirea arpegiilor ascendente si descendente,
utilizate mai ales in Preludiul numarul II, dar si imbinarea armonioasa a sonorititilor celor doud instrumente.

Clair de lune — Claude Achille Debussy

https://drive.google.com/file/d/1FdXgA pV1VUgs85X8BIHhQZn8il3Bedn/view?usp=sharing

Clair de lune, compusa de Claude Debussy, este o transcriptie pentru harpa cu pedale, care relicfeazi
sonoritatea diafand a harpei prin utilizarea mai ales a acordurilor arpegiate atat de specifice instrumentului.
Am ales aceastd lucrare in contextul abordarii in Teza mea a Dansurilor de Debussy, scrise pentru harpa
cromatica si care utilizeaza pe parcursul lucrarii acordurile arpegiate.

En bateau — C.A. Debussy

https://drive.google.com/file/d/1M6kbrRvYPDmaOJVQ36NGY OM6EvVURjkDS/view?usp=sharing

En bateau, prima piesd din Mica suitd de Debussy, este prezentatd de mine si intr-o altd formatie
camerald, cea de duet, pentru a sublinia aceastd posibilitate sonora a harpei, care se poate adapta la
combinatii timbrale diferite, fara insa a-si pierde magia sa.
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5 februarie 2021- concert simfonic, sustinut si transmis live pe canalul youtube

Acest concert l-am sustinut sub bagheta maestrului Gheorghe Costin , alaturi de colegii mei din
Filarmonica Banatul, in perioada pandemiei, fiind transmis live.

Introducere si Allegro-Maurice Ravel

https://drive.google.com/file/d/1PAdH w738bSj¥519-SeNBRwT 5RfPybY/view?usp=sharing

Introducere si allegro, scrisd de Maurice Ravel este o compozitie care alaturi de Dansurile de
Debussy, face parte lucrarile de referingd scrise pentru repertoriul harpistic. Lucrarea avut premiera la 22
februarie 1907, in cadrul Societdtii Nationale de Muzic3, in interpretarea lui Micheline Kahn, harpistd
reprezentanta a firmei Erard.

Legendii - Henriette Renié (inregistrare realizatd la Filarmonica Banatul, la inceputul anului 2025)

https://drive.google.com/file/d/1afEcwrNdncvBSNMzf3oDPetDjt WdULX/view?usp=sharing

Legendd a fost scrisa in anul 1901 si interpretata pentru prima data in 1902, fiind una dintre lucrarile
cele mai cantate Renié. Este o lucrare magistrald care utilizeazd o gama bogati de elemente muzicale pentru
a crea o piesd captivanti si expresivd pentru harpd. Elementele melodice, armonice, ritmice si texturale
contribuie toate la profunzimea narativd si emotionald a lucrrii, alcituind o piesa de exceptie in repertoriul
de harpa.



Cintec in noapte — Carlos Salzedo (inregistrare realizata la Filarmonica Banatul, la inceputul anului
2025)

https://drive.google.com/file/d/1X7pGMZVSFEIPT7iNSxzdgEw2{x5V5Bjv/view?usp=sharing

Cdntec in noapte este o compozitie miniaturala remarcabilad pentru harpa solo, care pune in evidenta
tehnicile inovatoare si limbajul armonic bogat al lui Salzedo. Este de naturd impresionisti, amintind de
migcarea impresionistd francezi, cu texturi luxuriante gi o atmosferd evocatoare si visitoar
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REZUMAT

In prima jumatate a sec XIX, datorit3
unei dorinte firesti de dezvoltare a
artelor, iau nastere scolile nationale de
mugzica. Limbajul muzical al acestora va
fi inspirat din creatia populara, iar
scopul va fi promovarea muzicii culte ce
are la baza folclorul muzical.

Muzica ceha se va dezvolta pe fondul
luptei  pentru independenta  si
inchegarea poporului ceh. Muzicieni
precum: FrantiSek si Jifi Benda, Josef
Myslivecek, Jan Dussek, Johann Stamitz
vor avea un rol important in fondarea
clasicismului muzical ceh, influentand
urmasii lor, pe B. Smetana si A. Dvorak sa
continue traditiile muzicale, creatia lor
constituind o adevarata Renastere
muzicala.

Vitava este o capodopera atat ca poem
simfonic, dar mai ales ca port drapel al
poporului ceh. Transcriptia pentru
harpi a compozitorului Hanus Trnecek
este o piesda importanta in repertoriul
harpistilor, ce  Insumeaza  atat
importante elemente de tehnica, cat si
elemente de expresivitate ce scot in
evidentd caracteristicile deosebite ale
harpei.

ABSTRACT

In the first half of the 19th century, due
to a natural desire to develop the arts,
national music schools were born. Their
musical language was inspired by
popular creation and their aim was to
promote cultured music based on
traditional music.

Czech music developed from the
struggle for independence and
unification of the Czech people.
Musicians such as FrantiSek and Jifi
Benda, Josef Myslivecek, Jan Dussek,
Johann Stamitz will play an important
role in founding Czech musical
classicism, influencing their
descendants, B. Smetana and A. Dvorak
to continue the musical traditions, their
creation constituting a true musical
Renaissance.

Vitava is a masterpiece as a symphonic
poem, but above all as the Czech
people's flagship. Composer Hanus
Trneéek's trans-cription for harp is an
important piece in harpist's
repertoire, he combines both important
elements of technique and elements of
expressiveness that bring out the harp's
distinctive characteristics.



CUVINTE CHEIE
evolutie; unificare;
folclor; adaptare;

scoli nationale;

INTRODUCERE

In prima jumatate a sec. XIX, miscirile
nationale pentru cultivarea limbii, a
literaturii si a muzicii cunosc un
deosebit avant, dind nastere astfel
scolilor nationale. Aceste scoli nationale
dezvolta o “anumita orientare politica,
ideologica si artisticd, reprezentata de
un grup de artisti progresisti
preocupati de acelasi ideal cultural si
social si pe care il reflecta in arta lor
intr-o forma nationala.” (Merisescu,
1968: 241)

Inflorirea scolilor nationale este strins
legata de afirmarea suveranitatii
nationale si ramane o importanta
realizare in planul muzical al sec. XIX.
Astfel, cehii, maghiarii, romanii, danezii,
norvegienii, finlandezii vor trece print-
un proces de reinnoire pe plan artistic
si cultural, ce va duce la Tmbogatirea
tezaurului culturii universale cu valori
artistice pline de prospetime si noutate.

Limbajul muzical al scolilor nationale
este inspirat din creatia popularg,
compozitorii descoperind in folclor
posibilitati noi de exprimare si

redare,specifice fiecarui popor.
Interesul pentru creatia populara
izvoraste nu numai perspectiva

muzicala, dar si din atasamentul
artistilor fata de popor. Trasatura
comuna a tuturor scolilor nationale este
promovarea muzicii culte, inspirate din
folclor, acestea devenind adevirate
centre ale luptei pentru liberate.

KEY WORDS
evolution; unification; national schools;
folklore; adaptation;

INTRODUCTION

In the first half of the 19t century,
national movements for the cultivation
of language, literature and music gained
great momentum, giving rise to
national schools. These national schools
developed a  “certain  political,
ideological and artistic orientation,
represented by a group of progressive
artists who were concerned with the
same cultural and social ideal and
reflected it in their art in a national
form.” (Merisescu, 1968: 241)

The flourishing of the national schools
is closely linked to the affirmation of
national sovereignty and remains an
important achievement in 19th century
music. The Czechs, Hungarians,
Romanians, Danes, Norwegians and
Finns would undergo a process of
artistic and cultural renewal which
would enrich the treasury of universal
culture with artistic values full of
freshness and novelty.

The musical language of the national
schools is inspired by popular creation,
with composers disco- vering in
folklore new possibilities of expression
and rendering specific to each people.
The interest in popular creation stems
not only from the musical perspective,
but also from the artists' attachment to
the people. The common feature of all
the national schools is the promotion of
cultured music inspired by folklore,
making them true centres of the
struggle for freedom.



Etapele dezvoltarii muzicii cehe s-au
desfasurat concomitent cu lupta
pentru independenta nationald si
pentru inchegarea poporului ceh.
Decenii intregi libertatea poporului
ceh a fost Tnabusita, iar cultura si
muzica la un pas de calea disparitiei.
Muzicienii cehi au jucat un rol
deosebit In muzica europeana si mai
ales la fondarea clasicismului
muzical. Amintesc aici pe: FrantiSek
Benda, fratele sau Jifi Benda, Josef
Myslivecek, Jan Ladislav Dussek,
johann Stamitz etc. Acestia au creat
inceputurile miscdrii nationale,
influentdnd mai departe pe Smetana si
Dvorak, ce vor sintetiza toate
cuceririle muzicii cehe, continuand
traditiile valoroase ale inaintasilor,
creatia lor constituind o adevarata
Renastere a muzicii nationale.

LIMBAJUL MUZICAL AL POEMULUI
VLTAVA IN TRANSCRIPTIA LUI
HANUS TRNECEK

Bedrich Smetana a fost cel care a mers
pana la radacinile cantecului popular
ceh , folosindu-l ca punct de plecare in
creatia sa. S-a nascut la 2 martie 1824,
manifestindu-se de la inceput ca un
copil-minune. Primele lectii de vioara le
primeste de la tatal sau, violonist
amator, ajungand sa cante in cvartete
deja la varsta de cinci ani, iar trei ani mai
tarziu incepe sa compuna.

in anul 1843, pleaca la Praga, unde o
intdlneste pe Katarina Kolarova,
pianista si eleva a lui Josef Proksch. Ea
isi convinge profesorul sa il accepte pe
tdndrul compozitor ca elev la pian si
teorie, influenta acestuia facandu-si
simtita prezenta in calitatea
interpretarii si compozitiei lui Smetana.

The development of Czech music took
place at the same time as the struggle
for national independence and the
unification of the Czech people. For
decades the freedom of the Czech
people was stifled and culture and
music were on the brink of extinction.
Czech musicians played a special role in
European music and especially in the
founding of musical classicism.
Franti$ek Benda, his brother Jifi Benda,
Josef Myslivecek, Jan Ladislav Dussek,
Johann Stamitz etc. They created the
beginnings of the national movement,
influencing Smetana and Dvorak, who
would go on to synthesise all the
achievements of Czech  music,
continuing the valuable traditions of
their forefathers, creating a true
Renaissance of national music.

THE MUSICAL LANGUAGE OF THE
POEM VLTAVA IN HANUS TRNECEK’S
TRANSCRIPTION

It was Bedrich Smetana who went to
the roots of Czech folk song, using it as
a starting point for his creation. He was
born on 2 March 1824 and was a child
prodigy from the start. He received his
first violin lessons from his father, an
amateur violinist, and began to play in
quartets at the age of five, and three
years later began composing.

In 1843, he went to Prague, where he
met Katarina Kolarova, pianist and
pupil of Josef Proksch. She persuaded
her teacher to accept the young
composer as a pupil in piano and
theory, and his influence made itself felt
in the quality of Smetana's performance
and composition.



Va fi ajutat de directorul
Conservatorului din Praga sa devina
profesorul de muzica al familiei contelui
Leopold Thun. Familia Thun petrecea
doar cateva luni pe an in Praga, restul
anului ramanand la tard. Astfel,
Smetana are ocazia sa se familia-rizeze
cu peisajul boemian, pe care il va evoca
ulterior in poemul sau simfonic Vitava,
compus in anul 1876, poem ce cuprinde
sase parti.

Dupa patru ani, Smetana paraseste
familia Thun pentru a pleca intr-un
turneu de concerte. Turneul se
dovedeste a fi un esec din punct de
vederefinanciar, in ciuda calitatilor
pianistice ale compozitorului. Acesta
cere ajutorul lui Liszt, care 1l incurajeaza sa
fondeze o scoala de pian.

Ajutat de Liszt si Clara Schumann, in
anul 1849, pune bazele unei scoli de
muzica particulare, in care ceha era
limba obligatorie,marcind  astfel
opozitia lui Smetana fata de invata-
mantul oficial de cultura germana.

In 1848 compune primul siu opus
oficial, lucrarea pentru pian Sase lucrdri
caracteristice Op. 1, dedicata lui Liszt, iar un
an mai tarziu se casatoreste cu Katarina
Kolarova, care 1i va darui patru fiice, din
care doar cea de a treia, Sofia, va depasi
perioada copilariei.

In toamna anului 1856 este sfituit de
Liszt sa plece In Suedia, unde va activa
ca dirijor, pana in 1861 la pupitrul
Orchestrei Societatii Filarmonice din
Goteborg.

Influenta lui Liszt asupra lui Smetana,
este nu numai in creatia acestuia, dar siin
deciziile personale. Intr-o scrisoare
catre Liszt, Smetana 1i marturiseste:
w-Sunteti Indruma-torul meu si va
datorez totul”. (Merisescu, 1968: 244)

He will be helped by the director of the
Prague Conservatory to become music
teacher to the family of Count Leopold
Thun. The Thun family spent only a few
months a year in Prague, the rest of the
year remaining in the country. This gave
Smetana the opportunity to familiarise
himself with the Bohemian landscape,
which he would later evoke in his
symphonic poem Vitava, composed in
1876, a poem in six parts.

After four years, Smetana leaves the
Thun family to go on a concert tour. The
tour turns out to be a financial failure,
despite the composer's pianistic skills.
He asks Liszt for help, who encourages
him to found a piano school.

With the help of Liszt and Clara
Schumann, in 1849 he founded a
private music school in which Czech
was the compulsory language, marking
Smetana's opposition to the official
German education.

In 1848 he composed his first official
opus, the piano work Six Characteristic
Works, Op. 1, dedicated to Liszt, and a
year later he married Katarina
Kolarova, who gave him four daughters,
of whom only the third, Sofia, lived
beyond childhood.

In the autumn of 1856, he was advised by
Liszt to go to Sweden, where he worked
as a conductor until 1861 at the baton of
the Goteborg Philharmonic Society
Orchestra.

Liszt's influence on Smetana is not only
in his creative work but also in

his personal decisions. In a letter to
Liszt, Smetana confesses to him,
“..you are my mentor and [ owe you
everything.” (Merisescu, 1968: 244)



Revine la Praga in 1862 dupa
moartea sotiei, dandu-si seama la
intoarcere ca viata muzicala
boemiana incepe sa renasca si isi va
concentra  toate eforturile In acest
sens. Boemia avea acum autonomie
politica fata de Austria, iar cererea de
crearea a unei opere la Praga era
mare. Noul teatru de opera se
deschide in 1862, dar singurele
opere cehe disponibile (opere de
Franz Skroup, Jan Shuhersky si Karl
Sebor) nu erau adecvate nici ca
numar si nici calitativpentru a
satisface cererea  nationali. In
consecinta, la opera din Praga se
revine la montarea operelor italiene.
Aparitia unei opere cehe pe un libret
original in limba ceha era esentiala.
Smetana era obisnuit cu dirijarea
operelor, dar niciodata nu studiase
compunerea uneia pana la anuntarea
concursului contelui  Harrach-
competitie in care Smetana Isi inscrie
entuziast prima sa opera
Brandenburghezii in Boemia, inche-
jata Tn 1863. Desi opera nu a fost
montatd decit in 1866, acesta a

castigat premiul  Harrach, iar
tematica nationala a fost bine
primita.

Smetana preia directia asociatiei corale
Hlahol si a unei scoli de muzica, iar din
1866 este dirijorul Teatrului
provizoriu, devenit mai tarziu Teatrul
boemian din Praga.

Popularitatea i-0 va aduce opera
Mireasa Vdndutd, o impecabila lucrare de
artd comica, spirituald, inspirandu-se
pentru compunerea ei din tezaurul de
polci cehe si melodii de dans. Din cele
opt opere scrise de Smetana, doar
aceasta figureaza in repertoriul inter-
national, celelalte fiind prezentate cu
regularitate la Praga. Amintim aici:
Dalibor, Libuse, Cele doud vdduve etc .

He returned to Prague in 1862 after the
death of his wife, realising on his return
that Bohemian musical life was
beginning  to revive and  he
concentrated all his efforts on this.
Bohemia now had political autonomy
from Austria, and the demand for an
opera house in Prague was high. The new
opera house openedin 1862, but the only
Czech operas available (operas

by Franz Skroup,Jan
Shuhersky and Karl Sebor) were
neither adequate in number nor

quality to meet the national demand. As
a result, the
Prague Opera returned to staging
Italian operas.
The appearance of a Czech opera on an
original Czech libretto was essential.
Smetana was accustomed to conducting
operas, but had never studied
composing one until the announcement
of the Count Harrach competition - a
competition in  which  Smetana
enthusiastically entered his first opera
Brandenburgers in Bohe- mia,
completed in 1863. Although the opera
was not staged until 1866, it won the
Harrach Prize and the national theme
was well received.
Smetana took over the direction of the
Hlahol choral association and a music
school, and from 1866 he was the
conductor of the Provisional Theatre,
later to become the Bohemian Theatre in
Prague.

His opera The Sold Bride, an impeccable
work of comic, witty art, was inspired
from the treasury of Czech polkas and
dance tunes. Of the eight operas
written by Smetana, only this one is
in the international repertoire, the
others are regularly performed in
Prague. Here are a few examples:
Dalibor, Libuse, The Two Widows etc.



Smetana incepe sa sufere de ameteli,
auzul deteriorandu-se din ce in ce mai
mult. Se va retrage la fiica sa Sofia,
intorcandu-se la Praga doar pentru a-si
sustine admiratorii si a asista la
premierele noilor sale opere si la
primele auditii ale pieselor simfonice.
Cu eforturi deosebite, el reuseste sa
incheie inca o opera - Hubicka (Sarutul),
a cdrei premiera din 1876 are un
extraordinar succes. De asemenea
incepe lucrul la cea mai importanta
lucrarea orchestrala a sa, ciclul de
poeme Ma Vlast (Patria mea), un ciclu de
lucrari patriotice, cu continut eroic, ce fi
permit compozitorului sa exploreze
extensiv forma poemului simfonic. Din
creatia lui Smetana, mai amintim
muzica de camera: doua cvartete de
coarde, compozitile pentru pian
Macbeth si vrajitoarele, Vise, Dansurile
cehe, Trioul in sol minor, cele zece cicluri
de coruri pentru voci barbatesti.

In mai 1884, Smetana moare si este
inmormantat in Cimitirul VySehrad, zona
atat de elocvent descrisd in prima parte a
ciclului Ma Vlast. Smetana a fost ,..un
deschizator de drumuri in toate
domeniile muzicii. A faurit opera
nationald, a creat stilul pianistic ceh, ca si pe
acela al muzicii cu program, punind
bazele scolii nationale cehe de muzica.
Orientarea sandtoasa a lui Smetana fost
continuata de A. Dvorak, Z. Fibick, V.
Novak, 1. Suk si de generatia actuala”.
(Merisescu, 1968: 247)

Smetana este considerat parintele
Operei Nationale Cehe, contributia sala
fondarea Teatrului National din Praga
fiind substantiald, acesta oferind
patrimoniului boemian ocazia de a
ajunge la audienta internationala,
realizand o sinteza exceptionald, intre o
forma neoromantica si un
individualism cultural necunoscut pana
atunci.

Smetana begins to suffer from
dizziness, his hearing deteriorating
more and more. He retires to his
daughter Sofia's, returning to Prague
only to support his admirers and attend
the premieres of his new operas and the
first auditions of his symphonic works.
With great efforts, he manages to
complete another opera - Hubic¢ka (The
Kiss), whose premiere in 1876 is an
extraordinary success. He also began
work on his most important orchestral
work - the poem cycle Ma Viast (My
Fatherland), a cycle of patriotic, heroic
works that allowed the composer to
explore the symphonic poem form
extensively.

Smetana's chamber music also includes
two string quartets, the piano
compositions Macbeth and the Witches,
Dreams, Czech Dances, Trio in G minor,
and ten choral cycles for male voices.

In May 1884, Smetana died and was
buried in the VySehrad Cemetery, the
area so eloquently described in the first
part of the Ma Vlast cycle. Smetana was
"..a trailblazer in all fields of music. He
forged the national opera, created the
Czech piano style, as well as that of
programme music, and laid the
foundations of the Czech national school of
music. Smetana's orientation was
continued by A. Dvorak, Z. Fibick, V.
Novak, I. Suk and the present
generation”. (Merisescu, 1968: 247)

He is considered the be the father of the
Czech National Opera, his
contribution to the founding of the
National Theatre in Prague was
substantial, giving the Bohemian
heritage the opportunity to reach an
international audience, achieving an
exceptional synthesis between a neo-
romantic form and a previously
unknown cultural individualism.



Prin compozitiile sale, dar si ,ca
pianist, dirijor, profesor, si propagator,
si-a inspirat conationalii si a lasat o
mostenire de care acestia pot fi
mandri”. (Schonberg: 362)

Chiar daci simtim influenta lui Chopin in
lucrarile sale de tinerete, a lui Liszt si
apoi ale lui Wagner, muzica lui Smetana
este profund originald prin eroismul,
umorul si tensiunea ei permanenta.

FANTEZIA PE TEME DIN POEMUL
VLTAVA

In aceeasi perioadd in care compunea a
cincea sa operd Libuse, Smetana incepe
lucrul la cea mai importanta lucrare
orchestrald a sa: Ma Vlast (Patria mea),
dedicati orasului Praga, lucrare pe care o
va termina aproximativ in 5 ani
Smetana a compus lucrarea aproape
surd, fidel doar propriilor convingeri
muzicale ale sale.

Lucrarea Ma Vlast seconstitue din sase
poeme: I. VySehrad, II. Vitava, I1l. Sdrka,
IV. Pddurile si cdimpiile Boemiei, V. Tabor
si VI. Blanik. Smetana combinand aici
forma poemuluisimfonic initiat de Liszt
cu idealurile muzicii nationaliste, la
sfarsit de sec. al XIX-lea. Cele sase piese
sunt concepute ca lucrari individuale.
Au avut premiera separat Intre anii
1875-1880, iar lucrarea completa a avut
premiera in 5 noiembrie 1882, la
Palatul Zofin, in Praga, sub conducerea
lui Adolf Cech. Fiecare poem descrie
un aspect al peisajului rural, istoria sau
legendele Boemiei.

Primul poem al acestui ciclu VySehrad
compus in 1874, prezintd legenda
castelului cu acelasi nume, ce se Inalta
pe o stinca deasupra Vitavei si care
pentru compozitor reprezinta simbolul
luptelor seculare pentru libertate ale
poporului ceh.

Through his compositions, but also "as a
pianist, conductor, teacher, and
propagator, he inspired his
countrymen and left a legacy of which
they can be proud". (Schonberg: 362)
Although we feel the influence of
Chopin in his early works, of Liszt
and then Wagner, Smetana's music is
profoundly original in its heroism,
humour and constant tension.

FANTASY ON THEMES FROM THE
POEM VLTAVA

At the same time that he was composing
his fifth opera Libuse, Smetana began
work on his most important orchestral
work, Ma Vlast (My Fatherland),
dedicated to the city of Prague, which he
completed in about five years. Smetana

composed the work almost deaf,
faithful only to his own musical
convictions.

The work Ma Viast consists of six
poems: L. VySehrad, II. Vitava, III. Sdrka,
1V. From Bohemia's Woods and Fields, V.
Tdbor and VI Blanik. Smetana
combining here the form of the
symphonic poem initiated by Liszt with
the ideals of nationalist music at the
end of the 19t century. The six pieces
are conceived as individual works. They
were premiered separately between
1875 and 1880, and the complete work
was premiered on 5 November 1882 at
the Zofin Palace in Prague, conducted
by Adolf Cech. Each poem describes an
aspect of the Bohemian countryside,
history or legends.

The first poem of this cycle, Vysehrad,
composed in 1874, presents the legend
of the castle of the same name, which
stands on a cliff above the Vltava and
which for the composer represents the
symbol of the centuries-old struggle for
freedom of the Czech people.



Cel de-al doilea poem, Vitava,
descriecursul fluviului de la izvoarele
lui ce coboara prin munti, trece pe la
cascada Sf. lon si apoi intrd In Praga,
fiind o descriere minunata a tinuturilor
patriei sale.

In poemul urmitor compus in 1875,
Sdrka, autorul se inspiri dintr-o veche
legenda, ce prezintd povestea unei
tinere luptdtoare, o adevirata fatd
amazon, al carei nume a fost dat unei vai
stancoase din apropierea Pragai.

Ciclul continua cu al patrulea poem,
compus tot In 1875, Pddurile si cdmpiile
Boemiei. Acesta este cel mai luminos
poem, un adevarat tablou al naturii, in
care ritmurile infocate ale dansurilor
populare ne descriu caracterul optimist
si frumusetea peisajului boemian.
Ultimele doua poeme Tdbor si Blanik,
sunt inspirate din istoria si legendele
impotriva asupritorilor; Tabor este
numele unui oras medieval fondat de
Jan Hus in 1420, iar Blanik este numele
unui munte, In adancimea caruia s-au
ascuns Jan Hus si luptatorii sai,
devenind un simbol al patriotismului
ceh. Acest ultim poem are caracter de
apoteoza si  ne prezinta vointa
neinfranta spre un viitor glorios.

Poemul Vitava, este al doilea din cele
sase parti si reprezinta pictura muzicala
a fluviului omonim. Acesta ia nastere
din sudul Muntilor Sumava, trece prin
intunecata  padure a  Boemiei,
traversand Praga, unindu- se cu Elba, la
Melnik.

Vltava este fluviul ceh prin excelent3, ce
reda continuitatea si stabilitatea vietii.
Cele doua izvoare ce formeaza fluviul,
sunt unul cald si agitat, iar celalalt rece
si linistit. Valurile lor strabat gales
asternuturile pietroase, bucurindu-se
de razele soarelui de dimineata.

The second poem, Vitava, describes the
course of the river from its sources
down through the mountains, past St.
John's Falls and into Prague, a
wonderful description of his homeland.
In his next poem, Sdrka, written in
1875, the author is inspired by an old
legend, which tells the story of a young
warrior girl, a real Amazon girl, whose
name was given to a rocky valley near
Prague.

The cycle continues with the fourth
poem, also composed in 1875, From
Bohemia's Woods and Fields. This is the
brightest poem, a true picture of nature,
in which the lively rhythms of folk
dancing describe the optimistic
character and beauty of the Bohemian
landscape.

The last two poems Tdbor and Blanik
are inspired by history and legends
against oppressors; Tabor is the name
of a medieval town founded by Jan Hus
in 1420, and Blanik is the name of a
mountain, in the depths of which Jan
Hus and his fighters hid, becoming a
symbol of Czech patriotism. This last
poem is apotheosis in character and
shows us the undaunted will towards a
glorious future.

The poem Vitava is the second of the six
parts and represents the musical
painting of the named river. It rises

from the southern Sumava Mountains,
flows through the dark forest of
Bohemia, crossing Prague, joining the
Elbe at Melnik.

The Vltava is the Czech river by
excellence, which gives continuity and
stability to life. The two streams that form
the river are one warm and turbulent, the
other cold and calm. Their waves flow
gently across the rocky beds, basking in
the morning sun.



Trecind prin vaile din Boemia, acesta
creste  Intr-un curent puternic,
strabatand paduri dese.

Auzim goarnele de vanatoare, apoi
fluviul strabate pasuni cu iarbd si zone
joase, unde se celebreaza un festin de
nunta cu cantece si dans. Noaptea,
nimfele se delecteaza cu valurile
stralucitoare ale apei, ce reflecta cetati si
castele - martori ai vremurilor trecute
de splendoare cavalereasca si gloria
disparutd a vremurilor de lupta. La
cascada Sf. Ion, fluviul trece Inainte
serpuind prin cataracte, trecand peste o
potecd cu valurile sale inspumate, prin
prapastia stancoasa, ca mai apoi sa se
linisteasca intr-o pace maiestuoasa spre
Praga, intdmpinat de wvechiul castel
Vy$ehrad, dispardnd incetul cu Incetul
privirii.

Fantezia pe teme din poemul Vitava
este scrisd de Hanu$ Trnecek - profesor
de harpa, interpret si compozitor si este
cea mai cunoscutd dintre adaptdrile
sale.

Hans sau Hanus Jan Trnecek s-a ndscut la
16 mai 1858, la Praga. A studiat la
Conservatorul din Praga vioara, dar si
harpa cu Vaclav Stanek. Din 1882 pana in
1888, a fost harpist la teatrul de curte
din Schwerin, iar din 1888 profesor de
harpa la Conservatorul din Praga, unde a
format o intreaga generatie de excelenti
harpisti cehi.

Ca si compozitor, a fost mai mult
autodidact, dar compozitiile sale au
avut succes in randul publicului. In
special, compozitiile sale pentru harpa,
dar si aranjamente ale unor lucrari
pentru harpa si pian au fost primite cu
recunostinta de catre public. Din creatia
pentru harpa amintesc: Duo Op. 23,
Variatiuni pe o temd veselda Op. 73,
Rapsodia Op. 74 etc.

Flowing through the valleys of
Bohemia, it rises in a strong current,
cutting through thick forests.

We hear hunting horns, then the river
flows through grassy meadows and
lowlands, where a wedding feast is
celebrated with song and dance. At
night, nymphs revel in the shimmering
ripples of the water, reflecting
fortresses and castles - witnesses to
bygone times of chivalric splendour and
the vanished glory of wartime. At the St.
John waterfall, the river meanders
forward through cataracts, past a path
with its silvery waves, through the
rocky chasm, and then calms in majestic
peace towards Prague, greeted by the
old Vysehrad Castle, slowly
disappearing from view.

Fantasy on Themes from the Vitava
Poem was written by Hanus Trnecek -
harp teacher, performer and composer
and it is one of his best- known works.
Hans or Hanus Jan Trnecek was born on
16 May 1858 in Prague. He studied
violin and harp at the Prague
Conservatory with Vaclav Stanek. From
1882 to 1888 he was harpist at the court
theatre in Schwerin, and from 1888 he
was harp teacher at the Prague
Conservatory, where he trained a whole
generation of excellent Czech harpists.

As a composer, he was mostly self-
taught, but his compositions were
successful with the public. In
particular, his compositions for harp, as
well as arrangements of works for harp
and piano, have been gratefully
received by audiences. His harp works
include Duo Op. 23, Variations on a
Merry Theme Op. 73, Rhapsody Op. 74
etc.



Aceastd adaptare a Vltavei, este cea mai
faimoasa din transcriptiile sale si face
parte si astazi din repertoriul
concertistic al harpistilor. Ea a fost
posibila datorita definitivarii in 1812 a
harpei moderne cu dubla miscare, de
catre Sebastian Erard.

Pana sa ajunga la forma actuald, harpa a
trecut prin mai multe etape de
dezvoltare de-a lungul timpului, dar
dupa anul 1660, constructori tirolezi
ramasi anonimi introduc primul sistem
de “carlige” fixat pe consola care prin
apasare cu mana, modificau acordajul
coardelor cu un semiton.

Inspirindu-se de la acest model, lutierul
german Cr. Hochbrucke inventeazi un
sistem de pedale, care sa actioneze
asupa acestor ,carlige”, modificind
acordajul coardelor cu un semiton. El
inventeaza un dispozitiv igenios,
concepand astfel un sistem de 5 pedale
cuplate la 5 inele din interiorul
coloanei, corespunzind

sunetelor Si, Fa#, Do#, Sold si Reﬁ. Acest
instrument va fi prezentat la curtea
imperiald din Viena in jurul anului
1726.

In anul 1794, Sebastian Erard
constructor de piane, la insistentele
harpistului austiac J. B. Krumpholtz, va
inlocui sistemul de “carlige” cu un
sistem de furculite montate pe discuri
in cuie, care sub actiunea pedalelor pot
si Intoarci axele lor. In 1812, S. Erard
prezinta publicului acest instrument,
care este utilizat cu mici modificari si in
zilele noastre. De mai bine de 200 de
ani, harpa nu a mai evoluat din punct de
vedere tehnic, in schimb tehnica
instrumen- tistilor s-a perfectionat si au
fost descoperite tot mai multe efecte
sonore deosebite ce pun in valoare
frumusetea instrumentului.

This adaptation of the Vltava is the
most famous of his transcriptions and
is still part of the concert repertoire
of harpists today. It was made
possible by the completion in 1812 of
the modern double- movement harp by
Sebastian Erard. The harp went
through several stages of development
over time before it reached its
present form. Right after 1660,
unnamed Tyrolean builders introduced
the first system of "hooks" attached to
the console which, by hand pressure,
altered the tuning of the strings by a
semitone.

Inspired by this model, the german
violin maker Cr. Hochbrucke invented a
system of pedals which operated on
these "hooks", changing the tuning of
the strings by a semitone. He invents an
ingenious device, designing a system of
5 pedals coupled to 5 rings inside the
harp column, corresponding to the
sounds B, F§, C4, G% and D4. This
instrument was presented to the
Imperial Court in Vienna around 1726.

In 1794, Sebastian Erard, a piano
craftsman, at the insistence of the
Austrian harpist ]. B. Krumpholtz,
replaced the system of "hooks" with a
system of forks mounted on pegged
discs, which under the action of the
pedals could turn their axes.

In 1812, S. Erard presented this
instrument to the public, and it is still in
use today with minor modifications. For
more than 200 years, the harp has not
evolved technically, but the technique
of the harp players has improved and
more and more special sound effects
have been discovered which enhance
the beauty of the instrument.



Lucrarea initiala este scrisd 1in
tonalitatea mi minor, dar in Fantezia lui
Hanus$ Trnecek, tonalitatea de baza este
mi~ minor.

In partitura originali, compusi de
Smetana, melodia unduioasa incepe la
flauti si corzi reprezentand pe primul
dintre afluentii Vltavei, iar clarinetii
prelucreazd tema, reprezentandu-l pe
cel de al doilea afluent. Dupa
confluentd, fluviul prinde putere pana
cind melodia viorilor, oboilor si
fagotilor (in original) se uneste In cea
dintii expresie a temei calde, rotunde a
rondo-ului, preluatd dintr-o veche
melodie populard, a carui origine este
contestata.

S-ar parea ca originile ei se gasesc in
Europa, in Italia secolului XVII, o gasim
chiar si in tara noastrda, In melodia
populard Cucuruz cu frunza- n sus, dar
si in Suedia sub forma unei melodii a
unui cintec pentru copii, astazi ea fiind
imnul Israelului.

In poemul lui Smetana, cornii si harpa
redau imaginea fluviului ce curge prin
padurea din care se aud chemari de
vanitoare suprapuse motivului apei.
Tonalitatea initiala (in poemul lui
Smetana) a acestei prime parti era mi
minor; in Fantezia lui Trnecek
tonalitatea refrenului este mi” minor.
Ca si lucrarea lui Smetana, Fantezia lui
Trnecek incepe cu o introducere de 25
de misuri, in care sextoletii pe care i
gasim la flauti si care imita curgerea
raului, unul dintre afluenti, sunt scrisi la
mana dreaptd, iar mana stanga into-
neaza acordul treptei I, in stare directa,
notat cu accent si executat placat in
registrul acut al harpei, ca o picatura,
reprezentand cel de al doilea afluent.

The original work is written in the key
of E minor, but in Hanu$ Trnecek's
Fantasy, the base key is E” minor.

In the original score, composed by

Smetana, the music begins on flutes and
strings representing the first of the
Vltava's streams, and the clarinets
rework the theme, representing the
second stream. After the confluence,
the river picks up steam until the
melody of the violins, oboes and
bassoons (in the original) join in the
first expression of the warm, rounded
theme of the rondo, taken from an old
folk tune, of disputed uncertain origin.

It would seem that its origins can be
found in Europe, in 17th century Italy,
we even find it in our country, in the
folk song Cucuruz cu frunza sus, butalso
in Sweden in the form of a children's
song, today it is the anthem of Israel.

In Smetana'spoem, thehorns andharp play
the image of the river flowing through the
forest from which hunting calls can be
heardoverlayedonthe water motif.

The initial key (in Smetana's poem) of
this first part was E minor; in Trnecek's
Fantasy the key of the refrain is E°
minor.

Like in Smetana's original work,
Trnecek's Fantasy begins with a 25-bar
introduction in which the sextets found on
the flutes, which mimic the flow of the river,
one of the streams, are written in the right
hand, and the left hand plays the chord of
the first step, in the direct state, notated
with accent and executed plated in the
high register of the harp, like a drop,
representing the second stream.
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sempre legato

Exemplul 1: Mana dreapta intoneaza in formule de sextoleti unul dintre afluentii Vltavei, iar
cea stanga printr-un acord in stare directd cel de-al doilea afluent
Example 1: The right hand sings in sextole formulas one of the tributaries of the Vltava, and
the left hand by a chord in a direct state the second tributary

Atunci cand cei doi afluenti se intilnesc,
Trnecek foloseste treptele VI si VII, pe
care le alterneaza suitor, dar si secunda
marita Do™-Req. Acest lucru, precum si
scrierea  melismatica folositd in
introducere fiind caracteristici
importante ale limbajului modal in
scriitura  traditionala, alaturi de
acordurile cu septima micsoratd, pe
care le intalnim pe parcursul lucrarii.
Tema principala Tn scriitura originala
este urmata de trei episoade, acestea
fiind reprezentari muzicale ale
diferitelor obiective si scene pe care
cineva le-ar putea vedea intr-o calatorie pe
rau, vanatoare in padure, o ceremonie
de nunta ce are loc de-a lunul malului si
spirite de apd dansand in lumina lunii.
Pana in acest punct al piesei,
organizarea  episodica care @ se
desfasoara seamana cel mai mult cu
principiul formal al rondo-ului. In timp ce
forma rondo necesita in mod traditional
o intoarcere a temei principale intre
fiecare episod, utilizarea de citre
Smetana a motivului fluviului pentru
tranzitia intre episoade serveste pentru a
lega episoadele contrastante cu muzica
asociata cu fluviul

When the two streams meet, Trneéek
uses steps VI and VII, alternating them
upwards, asscending also the
augmented second C"™-D. This, as well as
the melismatic writing used in the
introduction being important features
of modal language in traditional writing,
along with the diminished seventh
chords we encounter throughout the
work.

The main theme in the original writing
is followed by three episodes, these
being musical depictions of various
sights and scenes one might see on a
river trip, like hunting in the woods, a
wedding ceremony taking place by the
moonlight and water spirits dancing in
the moonlight. Up to this point in the
play, the episodic organization that
unfolds most closely resembles the
formal principle of the rondo. While the
rondo form traditionally requires a
return of the main theme between each
episode, Smetana's use of the river
motif to transition between episodes
serves to link  the contrasting
episodes with the music associated
with the river.
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Exemplul 2: Cei doi afluenti se intilnesc, iar Trnecek foloseste treptele VI si VII, alterate
suitor Do"-Re?, aceasta fiind un element de limbaj modal intalnit In scriitura traditionala

Example 2: The two tributaries meet, and Trnecek uses Vland VII,
altered ascending C'-D natural, this being an element of modal language encountered in traditional

writing

Astfel, motivul fluviului functioneaza ca un
substitut pentru punctul de referinta al
temei principale. Din punct de vedere
programatic, prezenta motivului
fluviului serveste la unificare, accentul in
compozitie cade pe scenele descrise,
motivul persistent al raului serveste ca o
reamintire constanta a faptului ca raul este
un reper geografic comun cu
importante asociatii istorice, sociale si
culturale reprezentative ale unitatii
nationale.

Thus, the river motif functions as a
stand-in for the reference point of the
main theme. Programmatically, the
presence of the river motif serves to
unify, the focus in the composition falls
on the scenes depicted, the persistent
river motif serves as a constant
reminder that the river is a common
geographical landmark with important
historical, social and cultural
associations representative of national

unity.

Exemplul 3 « Example 3



Dupa introducere, tema in lucrarea lui
Trnecek 1incepe in tonalitatea mi”
minor, Intr-o nuanta mica la inceput si
implica la mana dreapta acorduri din

care dominanta lipseste, iar mana
stanga  desfasoara arpegii in

saisprezecimi. In masura a treia, in
acompaniamentul de la mana sting3,
intdlnim dinnou utilizarea treptei a VII- a
Re alterata suitor.

After the introduction, the theme in
Trnecek 's work begins in the key of E”
minor, in a low key at the beginning,
and involves chords in the right hand
from which the dominant is missing,
and arpeggios in sixteenth notes in the
left hand. In the third measure, in the
left-hand accompaniment, we again
encounter the use of the 7th-note D
altered upwards.
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Exemplul 4: Tema lucrarii reprezinta motivul fluviului-rdul este un reper geografic comun
cu importante asociatii istorice, sociale si culturale reprezentative ale unitatii nationale,
Acest motiv este folosit de Smetana ca element de legdtura intre episoade si functioneaza
ca un substitut pentru punctul de referinta al temei principale.
Example 4: The theme of the musical work is the motif of the river is a common
geographical landmark with important historical, social and cultural associations
representative of the national unity

In cea de-a doua parte a poemului,
Vandtoare in pddure Trnetek se
indepdrteaza mult de scriitura originala
orchestrala a lui Smetana: motivul
goarnei de véanatoare (preluat de la
corni si trompete si corzi grave) apare
mai putin pregnant, fiind invaluit in
acompaniamentul de arpegii tonale
desfisurate. In ceea ce priveste
acompaniamentul, Smetana pastreaza
structura ritmica de saisprezecimi
(derivata din laitmotivul Vltavei din

In the second part of the poem, Hunting
in the Forest Trnecek departs greatly
from Smetana's original orchestral
writing: the hunting horn motif (taken
from horns and trumpets and low
strings) appears less prominent,
wrapped in the accompaniment of
unfolding tonal arpeggios. As for the
accompaniment, Smetana retains the
rhythmic structure of sixteenths
(derived from the Vltava leitmotif in



partea I), in timp ce Trnecek prefera sa
dinamizeze structura ritmica In
treizecidoimi.

Trnecek foloseste in aceasta parte, un
nou procedeu specific harpei cu pedale
si anume enarmonizarea. In aceste
arpegii desfasurate, el enarmonizeaza
treapta a v-a, adica Sig urmat de treapta

VI Do’, iar pe parcursul acestei parti

foloseste acest procedeu si la treptele I,
I11, VI, VII (Fa, Sol, Do, Re).

FHurpy

Part I), while Trnecek prefers to
dynamize the rhythmic structure in
thirteenths.

Trnelek uses in this part, a new
procedure specific to pedal harp,
namely enharmonization. In these
unfolding arpeggios, he enharmonizes
the 5t step, i.e. Bq followed by the 6th

step C", and throughout this part he
also uses this procedure in steps II, IlI,
VI, VII (F, G, C, D).

o
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Exemplul 5 » Example 5

Incheierea acestei parti se face printr-o
ampla cadentd, readucand In prim plan
atat tumultul fluviului, cat si leit-motivul
goarnei de vanatoare.

This part closes with a sweeping
cadenza, bringing to the fore both the
tumult of the river and the leitmotif of
the hunting horn.
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Exemplul 6 « Example 6

Apoi fluviul trece prin dreptul unei nunti.
Auzim acum muzici de dans-parte polca,
parte mars, in masura binara. Aceasta a
treia parte a poemului ,Nuntd la tard’,
lipseste din Fantezia lui Trnecek.

Then the river flows past a wedding. We
now hear dance music-part polka, part
march, in binary measure. This third part of
the poem "Country Wedding" is missing
from Trnecek's Fantasy.



Partea a [V-a (Luna, Clar de lund, Dansul
nimfelor) prezinta rasaritul lunei si
rasfrangerea ei in apa clipocitoare,
reprezentata prin figuratia
instrumentelor de lemn (in original). Ea
duce la o revenire a temei principale,
deoarece  programul impune o
schimbare a accentului de la scenele de-
a lungul malului raului finapoi la
calatoria pe rau spre Praga si o vedere a
castelelor in ruine de-a lungul stancilor.

Part IV (Moon, Moonlight, Dance of the
Nymphs) shows the rising of the
moon and its reflection in the flashing
water, represented by the figure of
wooden instruments (in the original).
It leads to a return to the main theme,
as the programme requires a change
of emphasis from scenes along the
river bank, back to the river journey
to Prague and a view of ruined castles
along the cliffs.

Exemplul 7: Tn transcriptia lui Trnecek, tema incepe in tonalitatea Mi”~ minor si este
acompaniata la mana stanga de arpegii desfasurate in formule de saisprezecimi Example 7:
In Trnecek's transcript, the theme begins in E” minor and is accompanied on the left by
arpeggios performed in sixteenths formulas

Smetana completeaza sfarsitul episodului
cu pozitionarea traditionala pe
dominanta care duce la revenirea temei
principale.

In Fantezia lui Trnecek, tonalitatea acesi
parti este La” major, trecerea spre partea
urmatoare facandu-se printr-o cadenta
(notat piti mosso), aceasta dinamizare ,
atat ca scriitura cat si ca agogica,
Impreuna cu structura armonica
modulatorie, pregatind revenirea la
Tempo | mi” minor. Intalnim un alt
procedeu specific instrumentului la
finalul cadentei, elegantul glissando.

Smetana completes the end of the
episode with the traditional positioning
on the dominant, this leading to the
return of the main theme.

In Trnecek's Fantasy, the tonality of this
part is A" major, the transition to the next
part being made by a cadenza (notated
pill mosso), this dynamisation, both in
writing and agogic, together with the
modulatory  harmonic  structure,
preparing the return to Tempo I E”
minor. We encounter another procedure
specific to the instrument at the end of the
cadenza, the elegant glissando.
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Exemplul 8:1n transcriptia lui Trnecek, tema incepe in tonalitatea Mi” minor si este acompaniata la
mana stangd de arpegii desfasurate in formule de saisprezecimi Example8:In
Trnecek's transcript, the theme begins in E” minor and is accompanied on the left by arpeggios
performed in sixteenths formulas

Partea a V-a (Tempo I un poco piu
agitatto - in notatia lui Trnecek),
reprezinta revenirea refrenului Intr-o
forma mult redusa. Fluviul isi urmeaza
cursul, acum fnsd usor mai rapid,
inspumat si involburat. Dupa care calmul
maiestuos se introneaza pentru intrarea
in Praga, apoi pentru trecerea pe sub
marea fortareata a Visegradului, subiect
al poemului din prima parte.

Part V (Tempo I un poco piu agitatto - in
Trnecek's notation), represents the
return of the refrain in a much reduced
form. The river follows its course, but
now slightly faster, foaming and swirling.
After which the majestic calm is met for
the entrance to Prague, then for the
passage under the great fortress of
VySehrad, the subject of the poem in the
firstpart.
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Exemplul 9: Trneéek foloseste un nou procedeu specific harpei cu pedale - enarmonizarea.El
enarmonizeaza treaptaaV-aSi urmati de Doq, pe parcursul celei de-a doua parti Example 9: Trnecek uses
anewprocedure specificto the pedal harp-enharmonization. He enharmonizes the 5% with B natural
followed by Cnatural, during the second part.



Ultima partea a Fanteziei lui Trnecek The last part of Trnecek's Fantasy

inglobeaza ambele ultime parti ale incorporates both the last parts of
poemului lui Smetana, Cascada Sf. loan si Smetana's poem, St. John's Waterfall and
Cetatea Vy3ehrad. Intre cele doui parti, VySehrad Fortress. Between the two parts,
Trnelek face o scurtad trecere de la TrneCek makes a brief transition from St.
Cascada Sf. Ioan care incepe in allegro, cu John's Waterfall that begins in allegro, with
arpegii desfasurate pe toatd Intinderea arpeggios running the full length of the
harpei, incluzand o parte de allegro harp, including an allegro comodo part, the
comodo, a carui tonalitate se schimba, in key of which changes, to E" major, the
Mi" major, trecerea o face printr-un efect transition is made through a trill effect, a
de tril, tonalitate care se va pastra pana key that will be preserved until the end of
la finalul lucrarii. the work.
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Exemplul 10: Finalul partii a doua, incheiat printr-o ampla cadent3 ce
readuce tumultul fluviului cédt si leit motivul gornei de vanatoare
Example 10: The end of the second part, ended with a wide cadence

which brings back the tumult of the river as well as the leitmotif of the hunting horn

Now here is Prague left behind. The
music plays a kind of fading,
vanishing out of sight of the subject,
but the ending is made up of two

lata acum Praga ramasa In urma.
Muzica redda un soi de stingere, de
pierdere din ochi a subiectului, dar
finalul se constituie din doua acorduri

puternice-un mod de a spune: latd, am powerful chords, a way of saying:
ajuns la sfarsitul povestii Here we are at the end of the story.
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Exemplul 11 e Example 11

Chiar daca transcriptia pentru harpa a Although Trnecek's harp transcription
lui Trnecek, Incepe 1n tonalitatea mi” begins in the key of E” minor, it ends in
minor, ea se Iincheie intonalitatea the key of E* major on an optimistic

Mi~ major, intr-o nota optimista, redand



astfel credinta in unificare a poporului
ceh.

In partitura originals, aceasti sectiune
furtunoasa dezvolta materialul
principal al temei si motivul raului
insotitor, ducand in cele din urma la o
enuntare finala a temei principale.
Aceastd parte ne descrie sosirea mult
asteptata la Praga, precum si o vedere
asupra Castelului VySehrad.
Transformarea esentiald a temei Vltavei in
fanfara eroica si victorioasa pentru a
incheia lucrarea sugereaza nu numai un
sfarsit implinit al calatoriei fluviului,
dar, in cele din urma, serveste
programului ideologic de glorificare a
raului ca sursa a mandriei si unitatii
nationale.

CONCLUZIE

Fragmentarea subtila pe care Smetana o
foloseste la inceputul Vitavei este
evidentd in fluxul divizat. Intrucat cele
doud parauri care se contopesc intr-
unul singur ce curge spre Praga,
reprezintd progresul identitatii cehe
catre noua sa formare. Diviziunea de la
nasterea raului ne prezinta starea
impartitd a natiunii cehe, separata la
radacinile sale, dar dornica sa
pdrdseasca aceasta dezbinare, asa cum
o intalnim in finalul lucrarii.

Modul in care Smetana reda muzical
fluviul Vltava, il face aproape sa atinga
popularitatea Dunarii albastre. Putem
urmari cu usurinta cursul apei, de la
izvoarele sale - unul cald si unul rece -
din Tnaltul muntilor, pana la confluenta
lor, ce strabate Intreg peisajul boemian.
Prin frumusetea, spiritul si
maiestuozitatea peisajului autohton, ca
si al culturii si oamenilor sai, asa

note, thus portraying the unifying faith of
the Czech people.

In the original score, this stormy section
develops the main theme material and
the accompanying river  motif,
eventually leading to a final statement
of the main theme. This section
describes our long-awaited arrival in
Prague, as well as a view of VySehrad
Castle. The essential transformation of
the Vltava's theme into a heroic and
victorious fanfare to conclude the work
suggests not only a fulfilled end to the
river journey, but ultimately serves the
ideological agenda of glorifying the
river as a source of national pride and
unity.

CONCLUSION

The subtle fragmentation that Smetana
employs at the beginning of Vitava is
evident in the divided flow. Whereas
the two streams merging into one
flowing towards Prague represent the
progress of Czech identity towards its
new formation. The division at the birth
of the river shows us the divided state
of the Czech nation, separated at its
roots, but eager to leave this division, as
we encounter it at the end of the work.
Smetana's musical rendering of the
Vltava River almost makes it reach the
popularity of the Blue Danube. We can
easily follow the course of the water,
from its springs - one warm and one
cold - high in the mountains to its
confluence, which runs through the
entire Bohemian landscape.

With the beauty, spirit and majesty of
the native landscape, as well as its
culture and people, as rendered by



cum le-a redat Smetana cu ajutorul
paletei sale componistice, Vitava este
0 mare reusitd, atat ca poem simfonic
dar si ca port drapel al taramului
national ceh.
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