


























































































































































































































































































































































































































































































































































































































































































































FROM CHOIR TO STRING QUARTET — SOUND METAMORPHOSES...
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* col legno batt. - le battute devono essere eseguite con l'arco caddendo direttamente sulle corde, senza nessun movimento laterale

Adrian Pop — comparison of m.1-12 from the second bagatelle to m.1-5
of the equivalent choral play

The comparison of the two new equivalent fragments in the two
versions of the vocal-instrumental bagatelle (see musical example 5)
highlights the variation of the harmonic elements (a second added compared
to the choral piece, use of the new accompaniment with fourth chords, fifths,
but also an added seventh), as well as the metric re-contextualising of the
sound interventions (syncope on the quarter note, instead of the eighth note).
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Adrian Pop — comparison of m. 13-18 of the second bagatelle to m.6-10
of the choral piece Marele Lalula (The Great Lalula)

The quadruple counterpoint used in articulating the section Ay means
permuting the four instrumental voices, by assigning the melodic plan and
pedals to the mission of the high pitch instruments.

234



FROM CHOIR TO STRING QUARTET — SOUND METAMORPHOSES...

7 arco  (pressare l'arco, quasi non vibr.)
Iy o
vin-1 |1 : £ — i 7=
[ o = = e
- e o=
A (ord)) arco  (pressare l'arco, quasi non vibr.)
Vin 2 é = = = { ! ! 5
. 2 E z 2=
| frauco =
col legno batt. *
&
: P
8 ] L B o [ YR e v e e
7 + 7 7 s A T T T T 14 T T 14
e mp ——pp mp
col 1 batt. *
N g lpgobe b= |\ oo e e
pu Co—_— 7~ ! f % 3 - et ——
Ve e Eiyl JUio et w2 I8 ) a7 8 e Y slleyel ) o
A > e 4 ¥ 4 ¥ v 4 14
F= = gy e ra $# g mp

* col legno batt. - le battute devono essere eseguite con l'arco caddendo direttamente sulle corde, senza nessun movimento laterale

col legno batt. *

"j k. 4
Vin. 1 @s g | R e T e EI e =
: = e 7 5 7
. L i — fe I - - -
k4 mp
PP
col legno batt. *
o ;
N Ty YL NI =S
Vin, 2 = D T T e . e r
3 o Pt

R v
mp

arco (pressare l'arco, uasi non vibr.y

S S— |
Via |HfiEgers : 5
i o L
Hid S rauco
arco (pressare l'arco, uasi non vibr.)
= e
ve |FE S E—'—;I
Srauce

Adrian Pop — the quadruple counterpoint of the second bagatelle
(between sections A and Avi, m.7-12 vs. 27-31)

Another relevant example in respect to the multiple transformations
brought to the choral piece is found in the following musical example,
where the sound material is transposed in the ascending minor third
(tenth), rhythmically diminished (but also doubled, by the “stammered”
semiquavers), spatialized and instrumentalized, while the end of the
instrumental piece avoids the final sound gesture, just like the first bagatelle,
by extending a double pedal in the acute and grave registers, as a connecting

element to the following bagatelle.
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E.g.7

Measure 110 quartet vs measure 41 choir -
transposition, thythmic variation, instrumentalisation
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Adrian Pop — the rhythmic diminution and the transposition used in the
quartet version, comparison between the final cadences.

The third bagatelle, “with symbolical and allegorical connotations”?4,
corresponds to the choral piece Capra si ndparca (The Goat and the Adder)®
and it is until now the bagatelle closest to the original choral, with a total of

24 V. Jucan, N. Silaghi, M. Suarasan, op.cit., p. 20.

25Naparca-gi canta ruga sa, | se uita capra fix la ea | si-si scuturé barbuta mult, / ca un profesor
foarte cult. / I-e cantecul necunoscut, / aude doar ca e placut. | Naparca-adoarme in curand. /
lar capra pleacd cugetand. (The adder sings its prayer, / the goat staring at it / heavily
shaking its beard, / similarly to an erudite teacher. / An unknown song, / that just feels good. /
Soon the adder falls asleep / And the goat leaves pondering.)
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56 measures compared to the 51 in the choral piece. The formal structure of
the part sets off with the contrast between sections A and B, which are then
elaborated within a median section (A+B, of 28 measures), and the movement is
ended with a varied “reprise”, Avl and a Coda. Among the arsenal of procedures
used in the instrumental adaptation of the original choral, we mention spacing,
by adding a supplementary register, transposing the melody to the higher octave
(see musical example 8), using certain specific instrumental colours (flageolet),
but also undertaking certain onomatopoeias from the tenor, suggesting the
“prayer of the adder”.

Quartet, measures 1-4
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Choir, measures 1-4
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Adrian Pop — Third bagatelle, quartet incipit vs. choir incipit
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The section A1 also contains novel supplementary imitations, evoking
“the cultic atmosphere of the renaissance motets”?® (see musical example 9).
In both versions of the play, the coda strains a diminished chord by a seventh,
whose sonority requires and ensures the continuity of the musical discourse

in the subsequent play.

Quartet, measures 46-50
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Adrian Pop — supplementary imitations added to the cello,
without correspondence in the choral version

The atmosphere of the fourth bagatelle, corresponding to the choral
piece Suspinul (The Sigh)?” can suggest “the delicate irony touching on the

26 3. Angi, op. cit., p. 296.
27Pe luciul nocturn un suspin patina / Visand fericiri si iubire. /| Cu alba ei mantie neaua /
Caselor da stralucire. | O fatd frumoasa-si inchipui, /| Se-opri arzdnd de dor. / Atuncea
ghetusul sub el se topi — | Inghitind visatorul suspin. (On the night gloss a sigh glided/
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obsolete sentimental’?® or “a bizarre and sympathetic musical tropology: the
sigh is wavering to dance a waltz.”>® And this movement is presented without
major changes to the original choral, resorting only to the extension of the
ambitus to the higher octave (more resonant and organologically accessible
to the first violin, unlike the natural limitations of the soprano voice), whereas
in the beginning of the play there is a new base, in pizzicato, that makes the
sonant discourse more dynamic and emphasizes its dancing character.

melody transposed to the higher octave
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Adrian Pop — beginning of the fourth bagatelle, in the two instrumental-choral
versions of the movement

Dreaming of happiness and love. / With her white cloak, the snow / Irradiates all houses. /

Fancying a beautiful girl, / It halts burning with longing. / Then the ice underneath melted — /
Swallowing the dreaming sigh.)

28 V. Jucan, N. Silaghi, M. Suarasan, op.cit., p. 23.
2% 3. Angi, op. cit., p. 296.
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In our view, the structure of the movement articulates a binary form
A Ay1 and sums up 48 measures, but only by seven more than the choral
version. The coda of the bagatelle represents a new material added, which
ensures the transition to the following movement by anticipating the pedal
rhythmed on C# (from the viola, in the Coda part, the pedal will pass to the
cello in the beginning of the following bagatelle). In the following musical
example, we shall also observe the amplified short caesura (also emphasized
through fermatas), preceding the final choral cadence, which becomes a measure
for the general pause in the string quartet version (m. 38). For the reasons already
presented, in all the changes made to the final cadences of the bagatelles,
the major chord on G will be avoided. At the same time, we wish to also draw
attention to the rearrangement of the voices in the chord of measure 32, without
changing however the distribution in comparison to the choral version, but by
seemingly choosing the most convenient instrumental combination of the
double strings from the second violin (although it would have been possible to
interpret the harmonious interval C#-G, resulting from the “mechanical’
assumption of the alto and soprano 2 voices).

E.g. 11
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new Coda, transition to the next movement
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Adrian Pop — the end of the fourth bagatelle, comparison
of the two hypostases.
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The fifth bagatelle becomes a new occasion to showcase the
author’s creative fantasy. Accordingly, the movement starts from the binary
(A B) premises of the choral piece Hermelina estetica (The Aesthetic Stoat)°
(with an extension of 20 measures) and is deployed in a movement of
120 measures (establishing a 6:1 ration), where the B section becomes only
a Coda and the first section, A, is further augmented, rewritten, elaborated,
diversified, generating the deployment: A (scherzando) A: (elaborative)
A, (elaborative plus retransition) Ayi (transposed to perfect ascending
tetrachord) Coda, thus setting the “trajectory of an austerely conducted
stanzaic rhythm”3?,

The initial, choral version is diminutively articulated, conditioned by
the difficulty of the vocal execution of the semiquaver passages, leading to
the numerous assumptions of the fractional pulsations by one voice and the
other, when the pauses or long sounds ensure the equilibrium needed in the
writing for each voice, revealing the remarkable experience of the author in
choral writing. In exchange, the string quartet occasions a relaxation of these
constraints, with Allegretto turning into Presto, measure 2/4 becoming 2/2,
and the quaver pulsation is generalised and almost continuous for the violins
and viola, at the beginning of the play.

If we compare the beginning of the two versions of the bagatelle, we
notice the absence of the anacrusis in the instrumental version, replaced with
the rhythmic pedal of the cello, and with the Phrygian tetrachord (or Locrian,
but with unaccented tetrachord) from the second violin, imitated in stretto
with a modified rhythm for the viola.

30 Based on the following verses: O hermelina sta pe o tulpina / 1dngéa o apa lina. / Stiti voi de
ce? / Mi-a spus-o vitelul cel din luna: / Jivina sta / asa / s iasé rima buna (On a stalk sat a
stoat / near a still water. / Do you know why? / The calf on the moon told me: / The critter
sat so / to let the good rhyme flow).

31 3. Angi, op. cit., p. 297.
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Quartet, measures 1-6
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Adrian Pop - incipit compared to the two versions of the fifth Bagatelle
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Section Az, newly added, also plays the part of retransition, preparing
the varied “reprise” and circulating descending scales (Bach’s minor melody,
on the sounds G, A, B or, subsequently, C#, as a “dominant” of F#, the central
sound to which section Ay: is transposed), associated with the harmonic
intervals of major and minor ninth. The transposition to perfect ascending
tetrachord of the diversified “reprise” of the A (Ay1) section cannot eschew
the allusion to the “tonal” relations specific to the sonata form.

E.g.13
Descending Bach minor scales, on G, A, B and later on C# (the dominant of F#),
associated with intervals of 9M and 9IM
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Adrian Pop — section A2, fragment, also with a role retransition, m.64-70

The final cadences of the two versions reveal new changes ensued
in the score of the string quartet, by using the rhythmic diminution, voice
rearrangement, amplification of the cluster taken from the choir, as well as
the transposition to the accented octave by the final musical gesture.
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E.g. 14
The final cadence, quartet, final gesture at the
measures 116-120 upper octave
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The final cadence, choir, measures 18-20
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Adrian Pop — the ending of the fifth bagatelle, with its two versions

In the case of the sixth bagatelle, for the first time in the instrumental
version, we witness an abbreviation in comparison to the original choral, titled
Floare de tapet (Wallpaper Flower)3?, gathering 41 measures, compared to
the 51 for the choir. Moreover, even the compressed existing measures, will

32 Sunt mandra floare de tapet; / corolele-mi cochete / nu-s intr-al lunii mai buchet, / ci numai
pe perete. / Prin camera oricat privesti | nu poti a ma cuprinde, | iar s& ma numeri de-
ndréaznesti | iti iesi curdnd din minte. (Wonder wallflower | am;/ with coquettish corollas/as
one in the month of May’s bouquet, /but only on the wall, / However much you look around/
hardly you perceive me/ and should you deign to count me, /quickly will you'd go mad.)
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be differentiated in an emphasized manner compared to the initial version,
proposing a first half of the completely different movement (22 measures), with
glissandos on the harmony sounds, but also with a fragment of neo-renaissance
choral (where, however, the accords are not traditional, but accords with
seconds and fifths, delays that are solved on different other harmony structures,
with added seconds). In this general sound context, the imitative musical
material of the beginning of the choral piece is suggested only in passing,

allusively.
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Incipit, choir, measures 1-3
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Adrian Pop — Incipit of the two versions of the sixth bagatelle

As a natural consequence of the frailer rapports when compared to
the initial choral premises, the form of the play is not changing. Thus, if the
initial choir sections A, A: si A naturally led the discourse towards the
outlines contrasts in sections B and C, in the instrumental play we are left
with only a heterogeneous quaternary (A B C), where the B seems an
allusion to the musical material of the fifth bagatelle (by the staccato
movements of eights, with the difference that the vertical superpositions of
the eighth pulsations do not generate a cluster, as they do for the previous
bagatelle; they do generate a sort of diminished hexachord, with a delay of
7-8). The obvious correspondences of section C to the homonymous choral
section highlight, as well, some transformations (see musical example 16);
such as the arpeggios of the first violin, distanced by one octave from the
ostinato plan of the second violin (whereas for the choir, the divided soprano
displays both plans in the same register), and, moreover, the oscillation in
thirds of the tenor is more fully arched in the viola, by adding sixths (on the
same general tendencies of amplifying the ambitus).

247



CRISTIAN BENCE-MUK

E.g. 16

section B, looks like it’s borrowed from bagatelle no.5,
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Incipit B and C, choir, measures 33,
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Adrian Pop — comparison of the incipit-uses of sections B and C in the two
versions of bagatelle no. 6
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The before last bagatelle, the seventh, corresponds to the choral
bagatelle Palniile [The Funnels] and the literary, poetic support strikes from
the very beginning by the graphic, visual character of the arrangement of the
verses in a “funnel” with its opening upwards.

Prin noapte doué pélnii trec.
Prin gaturi stramte-ncet, incet,
pe drum, in cranguri
se prelingea
lumina
lunii
et
C33

The two versions of the play have an identical extension of 24
measures, suggesting, particularly through the external instrumental plans
(first violin and cello), four sound “funnels”, the first two — and also the last —
with the opening directed to the left (the sound discourse) evolves towards
the contraction of the initial ambitus), while the third “funnel” has its opening
directed to the right (the sound discourse of the ambitus is amplified).
Considering the restrained extension of the four subcomponents of the
shape, we opted for their codification in the scheme with a frame of
lowercase and not uppercase: a av1 b a,2%.

The transcription for string quartet uses minimal modifications, aimed
at widening the ambitus (with both violins or only with the first violin
transposed to the higher octave) and instrumental rearrangement of the
sound plans (in musical example 17, the viola takes over the soprano voice,
the second violin is equivalent to the divided alto, while the tenor identifies
with the cello).

33 (In the night two funnels pass, /through narrowing tubes, /on the road, in the grove, / gently
would/ the moonlight/ flow/et/c)
34 V. Jucan, N. Silaghi, M. Suéarasan, in op.cit., p. 30, propose the form AABA.
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E.g. 17

"funnel" b, quartet,
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Adrian Pop — “Funnel” B, compared in the two versions of the bagatelle
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In the final cadence of the instrumental movement, unlike the attacca
ending of the choral piece, a connecting unit to the cello appears, welding
the passage toward the end of the cycle, in the same way of ensuring
continuity between the parts of the version for the string quartet.

the "funnel” av2, quartet, measures 19-24
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Adrian Pop — “Funnel” av2, compared in the two versions of the bagatelle

The last instrumental bagatelle, the eighth, revisits the theme of
“water” in the first bagatelle: “water purposefully spoke ‘in vain’... but spoke
softly, playfully, to the satisfaction of us all.”*®* Thus, the ending reutters the
musical contents of the first movement of the instrumental cycle, with the role
of a shortened “reprise”, nevertheless guaranteeing the cyclic thought pattern
of the entire composition. The corresponding choral piece is called in zadar
(In Vain) and resorts to only two verses: So, so, /water would speak in vain.

35 Angi, St. op. cit., p. 299.
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Considering the existence of a corresponding choral, but also that of
a recapitulative relation compared to the first instrumental movement, the
comparisons to which we subject the last bagatelle, will be consequently
divided. The extension of the instrumental part by 37 measures, is almost
identical to the one of the choral pieces (35 measures) and, what is more, in
the instrumental version, too, we finally have a clear accord ending that offers
a “tonic” sound sensation. On the other hand, considering the instrumental
changes already described in the first bagatelle in relation to the original
choral, the ending of the instrumental cycle can stand for a clearer
comparison to the beginning of the string quartet piece, than to the ending of
the choral cycle.

In this respect, the beginning of the final movement resembles
measure 15 of the first bagatelle (only the first violin, the rest of the sound
plans of the accompaniment proposing a different vertical overlap), but from
measure 15 of the last bagatelle until measure 33 we see a faithful replica of
measures 40-58 of the first part.

As we have already anticipated, the final cadence will be different
from that of the first bagatelle and much closer to the cadence of the choral
piece, in the sense of a major agreement on B flat, with a high ninth added,
preceded by a kind of agreement altered by the "dominant seventh” (with the
rising altered fifth, but also with enhanced tetrachord added), which can also
be seen as a cut out of whole-tone scale system, but without the G sound.

E.g. 19
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Adrian Pop — final cadence of the string quartet version
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Now at the end of our analytical, comparative journey, we shall
synthesize the main conclusions that emerge from our endeavour.

Hence the third, fourth and seventh bagatelle are close to the choral
original, engaging only minimal changes in the instrumentalization process
of the choral music. On the other hand, the other parts of the string quartet,
namely bagatelles 1, 2, 5, 6, 8 are rewritten, with substantial modifications.

The minor transcription changes that we refer to above aim to reach
the augmentation of the ambitus, transpositions to the higher octave,
rearrangement of the instrumental voices, or changes to the accord
distributions.

The substantial changes, on the other hand, resort to augmenting
transitions, introductions and different musical sections, by adding new
accompaniment formulas and new harmonies, the arrangement and addition
of new sections, as well as the use of specific instrumental colours, applied
to the existing or new materials.

The tonal suggestion provided by the presence of the armours in the
case of bagatelles 1, 4, and 8, pleads only for the key existence of an
enhanced tonal-modal sound centre (sanctioned by the final cadence of the
last bagatelle), but in a generally heterogeneous and harmonic context, that
is more current, which encompasses accords of fourths and fifths, accord
with added sounds, accord engendered by the whole-tone scale and even
clusters.

The instrumental and colour refinement of the eight bagatelles
confirms their essential role in the creation of one of the most important
contemporary composers of Cluj and Romania.

The depth, talent, and craft of composer Adrian Pop have gained not
only the appreciation of the melomaniac public, of his Romanian peers, but
also that of important contemporary composers, of whom we mention the
one rife with relevance of Gyorgy Kurtag, noted in writing on 20 September
2007, at his then home in Saint-André de Cubzac:

.My encounter with the music of Adrian Pop was a genuine discovery:
| found it fresh and virtuosic, highly idiomatic, simple and at the same time
sophisticated. It shows a mastery of the art of composition and impresses
with the way it explores rarely charted regions of the soul. [ ...] In the light of
all this, I am convinced that Adrian Pop is not only an outstanding composer
but is equally as remarkable as a teacher of composition.”

Translated from Romanian by Adina Fodor
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