CERCETARI SI STUDII, Vol. 5, No. 7/2024

MIKLOS ROZSA - DUO OP. 8, PENTRU VIOLONCEL SI PIAN - O
EVOCARE A FOLCLORULUI MAGHIAR

MIKLOS ROZSA - DUO OP. 8, FOR CELLO AND PIANO - AN
EVOCATION OF HUNGARIAN FOLKLORE

Anca LAZARESCU

Universitatea din Oradea, Scoala Doctorala Stiinte Umaniste si Arte, Romania
University of Oradea, Doctoral School of Humanities and Arts, Romania
cellistro07 @gmail.com
https://doi.org/10.63702 /csembe.2024.1.7.73

REZUMAT

Expresivitatea profunda a violoncelului
si nsusirea naturala a fiecarui rol, au
fost exploatate si in creatia camerala.
Incadrarea si recunoasterea lui Miklos
Roézsa in primul rand ca si compozitor
de coloane sonore de la Hollywood a
diminuat  interesul interpretilor,
publicului si al criticilor pentru cealalta
latura a ,vietii sale duble”, de a fi
compozitor de opere de artd cu
destinatia salii de concert.

Lucrarile compozitorului Miklos Rdzsa
reprezinta un segment considerabil al
repertoriului secolului XX pentru
violoncel. Duo op. 8 este una din
lucrarile timpurii ale sale, dar a primit o
mare atentie in dezbaterile academice
ante-rioare. Dintre toate lucrarile pe
care le-a compus pentru violoncel, Duo-
ul pentru violoncel si pian, op. 8 este cel
mai putin solicitant din punct de vedere
tehnic pentru violoncelist, insa este o
lucrare in care se pune accentul pe
egalitatea vocilor, spre deosebire de
virtuozitatea instrumentald abordata in
alte lucrari ale sale.

ABSTRACT

The deep expressiveness of the cello
and the natural appropriation of each
role were also exploited in chamber
creation. The framing and
recognition of Miklos
Rézsaprimarily as a composer of
Hollywood soundtracks diminished
the interest of performers, audiences
and critics for the other side of his
"double life", to be a composer of
works of art for the concert hall.

The works of composer Miklos Rézsa
represent a considerable segment of
the 20th century repertoire for cello.
Duo op. 8 is one of his early works,
but received great attention in
previous academic debates. Of all the
works he composed for cello, the duo
for cello and piano, op. 8 he is the least
technically demanding violoncellist,
but it is a work in which the emphasis
is on equal vocals, as opposed to the
instrumental virtuosity approached
in his other works.
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CUVINTE CHEIE
echilibru; modal;
tematic; variatiuni;

timbralitate;

INTRODUCERE

Compozitorul Miklos R6zsa s-a nascut
in Budapesta in anul 1907, casa sa
natala regasindu-se in nordul capitalei
Budapesta. Mama sa studiase pianul la
Academia din Budapesta avandu-i
profesori pe elevii lui Liszt, iar tatal sau,
un mare iubitor de muzica, i-a insulfat
dragostea pentru muzica populara
maghiarad incd de la varsta frageda.
Primul instrument pe care l-a studiat
Rézsa a fost vioara, la varsta de cinci ani,
mai tarziu studiind viola si pianul. Desi
talentul sdau muzical nemarginit era
dovedit, pdrintii sdi au considerat ca
pasiunea pentru muzica ar fi benefic sa
ramana la stadiul de hobby, Incercand sa
il directioneze spre o meserie mai serioasa.
Tatal sau a incercat sa il trimita la
Budapesta, la facultate, pentru a
studia chimia, dar Miklos Rézsa stia
ca singura posibilitate de a studia si
muzica era de a parasi Ungaria. Cu
acordul parintilor s-a mutat la
Leipzig, pentru a studia chimia, iar un
an mai tarziu a devenit student si la
Conservator.

Primul profesor de compozitie a fost
Hermann Grabner, fost student al lui
Max Reger, ambii axandu-si stilul
componistic pe traditiile germanice,
aceste influente regasindu-se si in
primele compozitii ale lui Rézsa.

In timpul studiilor de la Leipzig, lucririle
sale au fost premiate cu un contract
oferit de catre editura Breitkopf &
Hartel, context care a marcat Inceputul
carierei sale muzicale.

in anul 1929, dupa finalizarea studiilor
de la Leipzig, s-a stabilit la Paris,
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INTRODUCTION

Composer Miklos Rézsa was born in
Budapest in 1907, his home being
found in the north of Budapest. His
mother had studied piano at the
Budapest Academy with teachers
from Liszt’s students, and his father,
a great music lover, insulted his love
for Hungarian folk music from an
early age.

Rézsa's first instrument was the
violin at the age of five, later studying
the viola and piano. Although his
unbounded musical talent was
proven, his parents felt that his
passion for music would be beneficial
to remain at the hobby stage, trying
to direct him to a more serious job.
His father tried to send him to
Budapest, to college, to study
chemistry, but Miklos Rdzsastia
thought that the only way to study
and music was to leave Hungary.
With his parents' consent, he moved
to Leipzig to study chemistry, and a
year later he became a student at the
Conservatory.

The first composition teacher was
Hermann Grabner, a former student of
Max Reger, both of whom focused their
compositional style on Germanic
traditions, and these influences were
also found in Rdzsa's early compositions.
During his studies in Leipzig, his
works were awarded a contract by
the publishing house Breitkopf &
Hartel, which marked the beginning
of his musical career.

In 1929, after completing his studies
in Leipzig, he settled in Paris, during
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perioadda in care a compus Temd,
Variatiuni si Finale op. 13 pentru
orchestra, lucrare care a primit
numeroase  aprecieri la  nivel
international. Dupa cinci ani petrecuti In
Paris, Miklos Rozsa se muta in Londra
pentru a-si urma interesul dedicat
coloanelor sonore.

In timpul sederii la Londra, primeste
un contract de colaborare din partea
companiei cinematografice a lui Sir
Alexander Korda, alaturi de care
cunoaste succesul cu filmele The Four
Feathers si The Thief of Baghdad.
Cand Primul Razboi Mondial a fost
declansat, 1n 1939, compozitorul
calatoreste, aldturi de compania pentru
care lucra, la Hollywood, pentru a-si
putea continua munca. In tot acest timp,
Miklos Rézsa insa nu s-a oprit din a
compune lucrari  pentru  viata
concertisticA.  Capodopere precum
Concertul pentru vioard op. 24, din anul
1953, Concertul pentru violomcel op. 32,
din anul 1967, si Sinfonia Concertante op.
29 pentru vioard si violoncel, interpretate
de muzicieni ca Jascha Heifetz, Janos
Starker si Gregor Piatigorsky, sunt doar
cateva din compozitiile sale care au
dobandit un ecou remarcabil.

Un atac cerebral insd 1i diminueaza
puterea de munca, nereusind sa Tisi
continue munca pentru industria filmului
incepand cu anul 1982, cu toate acestea
reuseste sa mai compuna lucrari pentru
instrumente solo, un exemplu fiind
Sonata pentru vioard solo. Inceteazi din
viata trei ani mai tarziy, In casa sa din
Hollywood.

A fost unul dintre putinii compozitori
recunoscuti pe platourile de filmare,
dar care s-a bucurat de succes si in
lumea muzicald concertisticd. Ca si
cadru didactic la  Universitatea
Southern California, unde a profesat

which time he composed the theme,
variations and Finaleop. 13 for
orchestra, a work that received
numerous international acclaim.
After five years in Paris, Miklos Rozsa
moves to London to pursue his
interest in the soundtracks.

During his stay in London, he was
awarded a collaboration contract
from Sir Alexander Korda's film
company, with whom he met with
success with the films the four
Feathersand the Thief of Baghdad.
When the first World War was
started in 1939, the composer
travels, with the company he worked
for, to Hollywood to continue his
work.  During this time, Miklos
Rézsadar did not stop writing works
for the concert life. Masterpieces
such as the Violin Concerto op. 24,
since 1953, the Concerto for cello op.
32, from 1967, and Sinfonia
Concertante op. 29 for violin and cello,
performed by musicians like Jascha
Heifetz, Janos Starker and Gregor
Piatigorsky, are just a few of his
compositions that have achieved
remarkable echo.

A stroke, however, diminishes his
work, failing to continue his work for
the film industry since 1982,
however he still manages to compose
works for solo instruments, an
example being the Sonata for solo
violin. He died three years later in his
home in Hollywood.

He was one of the few composers
recognized on the set, but also
enjoyed success in the concert music
world. As a professor at Southern
California University, where he has
been practicing for more than 20
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mai mult de 20 de ani, a fost creatorul
primei clase din Statele Unite dedicate
compozitiei coloanelor sonore.

DUO OP.8 PENTRU VIOLONCEL SIPIAN
In timpul verii anului 1930, Miklos
Rézsa a fost la festivalul Wagner din
Bayreuth, in Germania. Aceasta sansa
i-a fost oferitd de Madame Amy de
Horrack-Fournier, care impreuna cu
alti membrii ai elitei muzicale si
literare pariziene, aveau parte de
aceastd cilitorie in fiecare an. In
timpul festivalului, Miklos Rézsa a
fost prezentat compozitorului si
organistului Marcel Dupre care i-a
propus, dupa studierea compozitiilor
sale, sa se mute la Paris.

Aceasta propunere va fi luata in
considerare abia dupa trei ani, cand
climatul economic si politic sufera un
declin  puternic in  Germania,
compozitorul hotarand sa ramana in
Leipzig dupa finalizarea
Conservatorului. In timpul anilor
petrecuti In orasul nemtesc, Miklos
Rézsa se dedica compozitiilor salilor
concertistice si predarii.

Din aceastd perioada ia nastere si Duo
op. 8 pentru violoncel si pian, o opera
dedicata lui Julius Klengel, profesor la
Concervatorul din Leipzig si prim
violoncelist la Orchestra Gewandhaus.

ALLEGRO RISOLUTO ED ENERGICO
Prima parte a Duo-ului este scrisa in
forma de sonatd, bazata pe doua teme
distinctive, prima ivindu-se la
debutul lucrarii.

Compusa in modul mixolidian,
aceastd tema prezinta un prim centru
tonal pe Do, concluzionand cu o
semicadenta pe Sol. Instabilitatea
concluzionalda a frazelor 1i permite
compozitorului modularea brusca
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years, he was the creator of the first
class in the United States dedicated to
the composition of sound columns.

DUO OP. 8 FOR CELLO AND PIANO
During the summer of 1930, Miklos
Rézsaa was at the Wagner Festival in
Bayreuth, Germany. This
opportunity was given to her by
Madame Amy de Horrack-Fournier,
who along with other members of the
Parisian musical and literary elite,
took this trip every year. During the
festival, Miklos Rézsa was
introduced to composer and organist
Marcel Dupre who proposed, after
studying his compositions, to move
to Paris.

This proposal will only be considered
after three years, when the economic
and political climate suffers a severe
decline in Germany, the composer
deciding to stay in Leipzig after the
completion of the Conservatory.
During his years in the German city,
Miklos Rézsix dedicated his
compositions to concert halls and
teaching.

From this period, Duo Op 8. for cello
and piano is born, an opera dedicated
to Julius Klengel, professor at the
Leipzig Concerto and first cellist at
the Gewandhaus Orchestra.

ALLEGRO RISOLUTO ED ENERGICO
The first part of the duo is written in
sonata form, based on two distinctive
themes, the first being at the
beginning of the work.

Composed in the mixolian mode, this
theme presents a first tonal center on
the C, concluding with a semicadence
on G. The conclusive instability of the
phrases allows the composer to
modulate sharply toward other tonal
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spre alti centrii tonali si tranzitarea
facila catre dezvoltarea tematica.

centers and to transit easily toward
thematic development.
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Exemplul nr. 1 : Miklos Rézsa, Duo op. 8 pentru violoncel si pian, masurile 1-4, cu
permisiunea Breitkopf & Hartel
Example 1: Miklos R6zsa, Duo op. 8 for cello and piano, measures 1-4, with permission
from Breitkopf & Hartel

Tema poate fi Impartita in doua motive
distincte, fiecare dintre acestea avand
si caracteristici diverse. Acordurile
prezente marcheaza Inceputul si
finalul primului motiv, iar dupa un salt
de cvinta, formula ritmica
caracteristicd  muzicii ~ folclorice
maghiare, subliniaza centrul acestuia.
Acompaniamentul imita tema
subliniind natura martiala. Cel de-al
doilea motiv constrasteaza prin
melodicitate.

Juxtapunerea inceputului si al finalului
sugereazd mai multe paradigme
comparative: vertical versus orizontal,
serios versus jucaus, solid versus fluid.
Caracteristica care poate unifica cel
mai bine tema principala este indicatia
energico a lui Rozsa, care se gaseste in
marcarea tempo-ului de deschidere a
miscarii, Allegro risoluto ed energico, si,
de asemenea, reiterate de catre
compozitor direct sub prima afirmatie.
Colorarea modala a primei teme,
ritmurile caracteristice si salturile
melodice de cvinta perfecta tradeaza
influenta muzicii populare maghiare
asupra compozitorului sau.

Expozitia se deschide puternic, cu
doua afirmatii ale celor patru masuri
din prima temd. Intr-un mod
oarecum neasteptat, Rézsa
transpune cea de-a doua afirmatie la

The theme can be divided into two
distinct motifs, each of which has
different characteristics. The present
agreements mark the beginning and
the end of the first reason, and after a
quinta jump, the rhythmic formula
characteristic of Hungarian folk
music emphasizes its center. The
accompaniment imitates the theme
emphasizing the martial nature. The
second reason is constricted by
melodicity.

Juxtaposition of the beginning and the
end suggests several comparative
paradigms: Vertical versus horizontal,
serious versus playful, solid versus
fluid. The characteristic that can best
unify the main theme is the energetic
indication of Rdzsa, which is found in
the marking of the opening tempo of the
movement, Allegro risoluto ed energico,
and also reiterated by the composer
directly under the first statement.

The modal coloring of the first theme,
the characteristic rhythms and the
melodic jumps of perfect quinta
betray the influence of Hungarian
folk music on his composer.

The exhibition opens strongly, with
two statements of the four measures
in the first theme. In a somewhat
unexpected way, Rdzsa transposes
the second statement to a minor
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o tertd micd,la modul mixolidian pe
Mib. Aceasta schimbare brusca
tonala insufla mai multa energie, care
in cele din urma se risipeste In
masura opta, In finalul format din
cele doud grupe de saisprezecimi.

A
e

third, to the Mixolidian mode on the
E flat. This sudden tonal change
instills  more  energy, which

eventually dissipates to the eighth
degree, in the end formed by the two
groups of sixteenths.

Exemplul nr. 2: Miklos Rézsa, Duo op. 8 pentru violoncel si pian, masurile 5-8
Example 2: Miklos Rézsa, Duo op. 8 for cello and piano, measures 5-8

Intre masurile noui si saisprezece,
Rézsa Incepe pasajul cu o combinatie
contrapuncticd a wunei variatii a
capului temei primare, interpretata
de violoncel, cu finalul, interpretat
simultan de catre pian. Deschiderea
unui scurt pasaj tranzitoriu este
marcat de revenirea primei teme, de
data aceasta cu un centru tonal pe re,
In masura 17. Cu toate acestea,
energia acestei interventii este
eliberata rapid, relaxarea dinamicii si
tempo-ului 1n  masurile 20-21
pregatind introducerea temei
secundare. Odata cu noul enunt agogic,
Piu Andante, pianul prezinta tema
secundara in masurile 22-29, unde este
insotit de pizzicato-ul violoncelului. Asa
cum este traditional pentru o tema
secundara, caracterul sau este mai
putin zgomotos decit materialul
primar. Cu toate ca este de doua ori mai
lungd decat tema principald, tema
secundara poate fi impartita in mod
similar doua propozitii, fiecare dintre
ele, in acest caz, avand o lungime de cate
patru masuri.

Prima propozitie este marcata de
frecvente salturi intervalice de cvarte
perfecte si  ritmuri punctate
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Between the measures 9 and 16
measures, Rozsa begins the passage
with a counterpoint combination of a
variation of the head of the primary
theme, performed by the cello, with the
ending, performed simultaneously by
the piano. The opening of a short
transitional passage is marked by the
return of the first theme, this time with
a tonal center on D, in measure 17.
However, the energy of this
intervention is quickly released, the
relaxation of dynamics and tempo in
the measures 20-21 preparing the
introduction of the secondary theme.
With the new agogic statement, Piu
Andante, the piano presents the
secondary theme in the measures 22-
29, where it is accompanied by the
cello pizzicato. As it is traditional for
a secondary theme, its character is
less noisy than the primary material.
Although it is twice as long as the
main theme, the secondary theme
can be similarly divided into two
sentences, each of which, in this case,
has a length of four measures.

The first sentence is marked by
frequent intervals of perfect quartes
and Hungarian punctuated rhythms,
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maghiare, transmitdnd un caracter
de simplitate populara. Cea de-a doua
propozitie este mai inflorita si denota
un stil quasi improvizatoric. Ca si
tema principald, sfarsitul temei
secundare evita inchiderea tonala.
Miklos Roézsa prezinta materialul
celei de-a doua tema intr-o maniera
aproape identica cu cea din prima.
Doua expuneri, incd o data la o
distanta de terta mica, sunt realizate
intr-o succesiune rapida. Pianul
incepe in masura 22 expunerea temei
cu un centru tonal pe Fa, urmat de
violoncel enuntdnd tema in Lab,
incepand cu mdsura 30.

Sectiunea cuprinsa intre masurile
38-48 ar putea fi mai degraba privita
ca un pasaj tranzitoriu spre sectiunea
de dezvoltare, decait ca o
concluzionare a expozitiei. Asa cum
materialul primei teme a fost
dezvoltat in pasajul de tranzitie de la
masura 9 la  masura 21,
coompozitorul Incepe acelasi tip de
tratare In masura 38 prin
combinarea variantelor materialului
temei secunde. Diferenta fata de
prima sectiune tranzitorie o face de
aceasta data prin marcarea finalizarii
expozitiei redata de cresterea tempo-
ului si a energiei dinamice pregatind
revenirea materialului tematic prim
in deschiderea dezvoltarii.

In sectiunea de dezvoltare, Rozsa
petrece timp aproape egal tratand
atat materialul tematic primar, cat si
cel secundar. Cea mai notabila
caracteristica a acestei sectiuni este
modul in care compozitorul schimba
rolurile celor doua teme din
expozitie. Dupa afirmarea initiala in
fortissimo a temei principale de catre
pian, energia dinamica obisnuitad
acestui material este imediat

conveying a character of popular
simplicity. The second sentence is
more blossoming and denotes a quasi
improvisatory style. As the main
theme, the end of the secondary
theme avoids tonal closure.

Miklos Rézsa presents the material of
the second theme in a manner almost
identical to the one in the first. Two
exposures, once again at a small third
party distance, are made in rapid
succession. The piano begins in the
measure 22 the theme exposure with
a tonal center on the F, followed by
the cello enunciating the theme in the
A flat, starting with the measure 30.
The section between measures 38-48
could be seen as a transitional passage
to the development section rather
than as a conclusion of the exhibition.
As the material of the first theme was
developed in the transition passage
from measure 9 to measure 21, the co-
suppository  begins the same
treatment type in the measure 38 by
combining the variations of the
second theme material. The
difference from the first transitional
section is made this time by marking
the completion of the exhibition
rendered by the increase of tempo
and dynamic energy preparing the
return of the prime thematic material
to the opening of development.

In the development section, Rozsa
spends almost equal time dealing
with both primary and secondary
thematic material. The most notable
feature of this section is how the
composer changes the roles of the
two themes in the exhibition. After
the initial assertion in the fortissima
main theme by the piano, the
dynamic energy common to this
material is immediately released.
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degajatd. Urmatoarele doudzeci de
masuri, toate fiind dedicate
dezvoltdrii contrapunctice a temei
primare, raman la un nivel dinamic
relativ.  scazut.  Crescendo  si
stringendo care incep in masura 69
pregatesc sosirea temei secundare
transformate, care este prezentata in
masura 73 cu energia triumfatoare
asociata de obicei cu materialul
primar al miscarii.

De data aceasta dublu punctate,
ritmurile  maghiare  scurt-lungi
conferd temei o atmosferda ca de
fanfara, in timp ce acordurile
acompaniamentului de pe timpii
slabi sunt izbitor de asemanatoare
cu cele regasite la inceputul miscarii.
Restul sectiunii de dezvoltare este
dedicata permutarilor
contrapunctice ale temei secundare
care sunt similare cu tratarea
anterioard a materialul sonor primar.
Nu exista un pasaj de tranzitie tipic la
sfarsitul dezvoltarii in vederea
pregatirii reexpozitiei.

Stagnarea tonala asociata cu un astfel
de pasaj ar putea crea un suspans
prea puternic si ar prelungi un gest
nelalocul sau, pentru o miscare care
s-a deplasat pana acum cu nerabdare
de la o sectiune la alta.

Rézsa prezinta temele miscarii in
ordinea lor initiala in recapitulare.
Tema principald, care ajunge In
masura 103, este prezentata in mod
identic precum a fost la deschiderea
lucrarii, mai intdi In modul Do
mixolidian, urmat de o transpunere
la Mib. In loc si mentind acelasi
centru tonal atat pentru prima tema,
cat si pentru tema secundara, Rézsa
recapituleaza tema secundara in Re.
A doua afirmatie a temei secunde in
Fa, care incepe In masura 131,
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The next twenty measures, all of
which are dedicated to the
counterpoint development of the
primary theme, remain at a relatively
low dynamic level. Stringendoscopic
crescendosi begin in measure 69
prepare the arrival of the transformed
secondary theme, which is presented
in measure 73 with the triumphant
energy usually associated with the
primary material of motion.

This time double punctuated, the
short-long Hungarian rhythms give the
theme a fanfare-like atmosphere,
while the accompaniment agreements
on the low times are strikingly similar
to those found at the beginning of the
movement. The rest of the
development section is dedicated to
counterpoint permutations of the
secondary theme that are similar to the
previous treatment of the primary
sound material. There is no typical
transition passage at the end of
development to prepare for the
reexhibition.

The tonal stagnation associated with
such a passage could create too
strong a suspense and prolong an
unrandom gesture for a movement
that has so far moved eagerly from
one section to another.

Rozsa presents the themes of the
movement in their original order in
recapitulation. The main theme, which
reaches the measure 103, is presented
in the same way as it was at the opening
of the work, first in the do mixolidian
mode, followed by a transposition to
the E flat. Instead of maintaining the
same tonal center for both the first and
secondary themes, Rézsa recapitulates
the secondary theme in D.

The second statement of the second
theme in the F, which begins in measure
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continud tendinta relatiilor dintre
terte in cadrul miscarii. In timp ce
planul tonal general al recapitularii
este neconform celor mai stricte
definitii, incadrandu-se in limitele
libertatii, resepcta insa notiunile
secolului al XX-lea in ceea ce priveste
forma de sonata.

Coda reiese dintr-un scurt pasaj
dedicat dezvoltarii tematice a
materialului secundar, iar figura
sincopatd care 1i marcheaza
deschiderea in masura 145 este
derivata din accentul pus pe
intervalul de cvarta perfecta aflata in
tema secundara. Jocul ritmic regasit
intre masurile 145-149, sincope
combinate cu hemiold indicata prin
accente, este o trasatura tipica a
codelor lui Rozsa. Elemente ale
vioiciunii din finalul temei principale
apar 1n masura 150, instigand
construirea dramatica pentru
revenirea temei complete ITn masura
160, In Do mixolidian. Restul codei
este dominata de elemente ale
materialului sonor principal.
Acorduri  pentru violoncel si
expansiunea exterioara dramatica a
registrul pianului marcheaza
masurile finale.

Focalizarea texturala a lui Rozsa
pentru prima miscare a Duo op. 8 este
destinata claritatii si egalitatii vocilor
individuale. Prima parte prezinta
adesea texturi simple cu trei voci, cu
linii unice pentru fiecare mana de la
pian, pe langa violoncel. Rozsa
foloseste atat contrapunctul, cat si
melodia la care adauga texturi de
acompaniament pe tot parcursul
miscarii.

De exemplu, primele doua masuri ale
lucrarii  prezinta afirmdrea Ila
violoncel a temei principale Insotita

131, continues the trend of third-party
relationships within the movement.
While the general tonal plan of the
recapitulation is inconsistent with the
strictest definitions, falling within the
limits of freedom, it nevertheless
reconsiders the twentieth-century
notions of sonata form.

The coda emerges from a short
passage dedicated to the thematic
development of the secondary
material, and the syncopated figure
marking its opening in measure 145
is derived from the emphasis placed
on the perfect quart range in the
secondary theme. The rhythmic play
found between measures 145-149,
syncopes combined with hemiola
indicated by accents, is a typical
feature of Rozsa's tails. Elements of
the vioicion at the end of the main
theme appear in measure 150,
instigating the dramatic construction
for the return of the complete theme
in measure 160, in the mixolydian C.
The rest of the code is dominated by
elements of the main sound material.
Agreements for the cello and the
dramatic external expansion of the
piano register mark the final
measures.

Rézsa's textural focus on the first
movement of the Duo Op. 8 is
intended for the clarity and equality
of individual voices. The first part
often features simple textures with
three voices, with unique lines for
each hand of the piano, in addition to
the cello. Rozsa uses both the
counterpoint and the melody to
which he adds accompaniment
textures throughout the movement.
For example, the first two measures of
the work present the statement on the
cello of the main theme accompanied
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de acordurile inedite de la pian, a
caror note superioare contureaza si
prima tema. Aici, pianul actioneaza
atat ca un acompaniament cordal al
melodiei, cat si ca o voce
contrapunctici imitativd. Inceputul
miscarii este ca o conversatie intre
instrumente, care ofera tonul
egalitatii instrumentale care poate fi
observata pe tot parcursul miscarii.

TEMA CON VARIAZIONI

Dupa cum ne indica si titlul partii, a
doua miscare a Duo-ului pentru
violoncel si pian al lui Rozsa, op. 8 este
0o tema cu variatiuni. Astfel, in
urmadtorul capitol ma voi axa pe
materialul sonor sursa, adica tema,
iar fiecare variatie va fi descrisa.
Tema principala a acestei parti este In
mod evident compusa Intr-un stil
popular maghiar, reamintind de
afectul temei secundare din prima
miscare. Materialul temei este compus
de Miklos Rézsa, desfasurandu-se pe
parcursul a treisprezece masuri,
divizate In patru fraze interioare.

by the original piano accords, whose
superior notes also outline the first
theme. Here, the piano acts both as a
cordal accompaniment to the song and
as an imitative counterpoint voice. The
beginning of the movement is like a
conversation between instruments,
which gives the tone of instrumental
equality that can be observed
throughout the movement.

TEMA CON VARIAZIONI

As the title of the part indicates, the
second movement of Rozsa's cello
and piano duo, op. 8 is a theme with
variations. Thus, in the next chapter
[ will focus on the source sound
material, that is, the theme, and each
variation will be described.

The main theme of this part is
obviously composed in a Hungarian
folk style, recalling the affection of
the secondary theme in the first
movement. The material of the
theme is composed by Miklos Rdzsa,
taking place over thirteen measures,
divided into four internal phrases.

Exemplul nr. 3: Miklos Rdzsa, Duo op. 8 pentru violoncel si pian, masurile 1 - 11
Example 3: Miklos R6zsa, Duo op. 8 for cello and piano, the measures 1 - 11

Tema este marcata de cateva
elemente populare caracteristice
maghiare. Prima masura a fiecareia
dintre cele patru fraze este
evidentiata de ritmul punctat
specific. Intervalele de cvarta si
cvinta perfectd sunt subliniate de
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The theme is marked by some popular
features characteristic of Hungarian.
The first measure of each of the four
phrases is highlighted by the specific
dotted rhythm. The perfect quart and
gvinta intervals are underlined by the
dorian mode way of the theme. The
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modul dorian al temei. Masurile
cadentiale ale fiecarei fraze sunt
formate din doua doimi, iar initierea
prin duble la interval de cvinta
primelor trei fraze ale temei evoca
caracterul pastoral sau rustic asociat
in mod obisnuit cu muzica populara.
Compozitorul incepe a doua miscare
cu introducerea temei la violoncel,
fara  acompaniament, sugerand
traditia monodiei populare. Marcat
Andante sostenuto, caracterul general
este unul de tristete, quasi parlando.
Punctul culminant expresiv al temei
este In mdsura saptea, subliniat de
nuanta forte, urmand sa se Incheie in
atmosfera linistita cu care Incepuse.

Tema este prelucrata prin
intermediul a zece variatiuni, tabelul
de mai jos descriind masurile intre
care acestea se desfasoard, indicatiile
agogice, acolo unde este cazul, si
modurile in care sunt compuse.

cadential measures of each sentence
consist of two doubles, and the
initiation by double at the interval of the
first three sentences of the theme
evokes the pastoral or rustic character
commonly associated with popular
music.

The composer begins the second
movement with the introduction of the
theme to the cello, without
accompaniment, suggesting the tradition
of the popular monodies. Marked
Andante sostenuto, the general character
is one of sadness, quasi parlando. The
expressive climax of the theme is in the
seventh measure, emphasized by the
strong shade, and will end in the quiet
atmosphere with which it began.

The theme is processed by means of
ten variations, the table below
describing the measures between
which they are carried out, the agogic
indications, where appropriate, and
the ways in which they are composed.

Duo op. 8 Tema con Variazioni
Tema mas. 1-13 Dorian pe Do Andante sostenuto
Variatiunea 1 mds. 14-27 Dorian pe Do
Variatiunea 2 mds. 28-41 Dorian pe Do L’istesso tempo
Variatiunea 3 mds. 42-68 Dorian Do-Fa Allegro
Variatiunea 4 mas. 69-76 Dorian pe Mib Tranquillo
Variatiunea 5 mas. 77-96 Dorian Mib-Sol Allegro non troppo
Variatiunea 6 mds. 97-117 Eolian pe Sol Maestoso e largamente
Variatiunea 7 mds. 118-130 Dorian pe Sol Allegro
Variatiunea 8 mds. 131-160 Mixolidian Sol si Mib | Piu Allegro
Variatiunea 9 mas. 161-237 Dorian Mib-Mi-Do L’istesso tempo
Variatiunea 10 mas. 238-253 Dorian pe Do Tempo |

Exemplul nr.4: Miklos R6zsa, Duo op. 8 Tema con Variazioni
Example 4: Miklos R6zsa, Duo op. 8 Tema con Variazioni

Fragmentul de la inceputul mascarii,
cuprins iIntre masurile 1 si 27
cuprinde atat tema, neacompaniata,
cat si prima variatie. Prima variatie,
asemadndtoare unui coral,

The fragment from the beginning of
the mating, between measures 1 and
27, includes both the unaccompanied
theme and the first variation. The
first, choral-like variation, played this
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interpretata de aceasta data doar de
pian, atrage atentia asupra lirismului
inerent al temei. Afirmatia pianului
mentine centrul tonal pe Do si modul
Dorian stabilit mai intai de violoncel,
in timp ce acordul de do major care
incheie sectiunea aminteste de
ambiguitatea modald regasita in
prima parte a lucrarii.

Aceasta alternanta de expuneri
tematice Intre violoncel si pian
regasitd In tema si prima variatie
reflecta simtul egalilzarii
instrumentale despre care am scris in
prima parte.

Cea de-a doua variatie pastreaza atat
tempo-ul, centrul tonal, cat si textura
contrapuncticd prezenta in prima
sectiune a miscarii. Pianul prezinta o
linie melodica imbogatita, quasi
improvizata, a temei, timp in care
violoncelul aminteste de
acompaniamentul obbligato,
bazandu-se vag pe lilnia melodica a
temei, marcat de salturi intervalice
ascendente.

A treia variatiune prezinta o
diminuare a temei, cu un suport
armonic mai Indraznet, utilizand
cateodata textura imitativa.
Inceputul ei se bazeazi pe centrul
tonal stabilit anterior, Do, dar
cadenteaza la final pe Fa.

Revenirea la tempo-ul initial este data
de cea de-a patra variatiune, mutand
centrul tonal pe Mib, care, comparand
cu cele analizate anterior, este de fapt
pastrarea relatiei dintre centrele
tonale la o distanta de tertda mica. De
data aceasta atmosfera inoculata de
instrumentul care prezinta tema,
violoncelul, este una mai
romanticizatd, cu indicatia espressivo
cantabile, sustinuta de un
acompaniament bazat pe inlantuiri
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time only by the piano, draws
attention to the inherent lyricism of
the theme. The piano’s statement
maintains the tonal center on the C
and Dorian mode established first by
the cello, while the C major
agreement concluding the section
recalls the modal ambiguity found in
the first part of the work.

This  alternation of thematic
exposures between cello and piano
found in the theme and the first
variation reflects the sense of
instrumental egalilization 1 wrote
about in the first part.

The second variation preserves both
the tempo, the tonal center, and the
counterpoint texture present in the
first section of the movement. The
piano features an enriched, quasi
improvised melodic line of the
theme, during which the cello
reminds of the obbligato
accompaniment, relying loosely on
the melodic lilnia of the theme,
marked by ascending interval jumps.
The third variation shows a
diminution of the theme, with a
bolder harmonic support, sometimes
using the imitative texture. Its
beginning is based on the previously
established tonal center, do, but
ultimately falls on the F.

The return to the initial tempo is
given by the fourth variation, moving
the tonal center to the E flat, which,
compared to those previously
analyzed, is actually keeping the
relationship between the tonal
centers at a small third distance. This
time, the atmosphere inoculated by
the instrument presenting the theme,
the cello, is more romanticized, with
the indication of espresso cantable,
supported by an accompaniment
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acordice. Pauzele de optime de la
inceputul fiecarei fraze pastreaza
suflul linistit al variatiunii, pianul
raspunzand cu formule ritmice
imbogatite la fiecare incheie frazala.
Aidoma principiilor = componistice
sustrase din epocile anterioare, primele
cinci variatiuni pastreaza alternanta
agogica de repede-lent-repede. Astfel, a
cincea variatiune readuce caracterul
scherzando si tempo-ul Allegro celei de-
a treia variatiune, invocand un dialog
energic intre cele doud instrumente.
Linia  violoncelului  este acum
fragmentatd, conturand tema in piano,
bazata pe o formula ritmica repetata de
cate trei saisprezecimi, in timp ce pianul
raspunde cu o varianta tematica mai
ferm3, formata din optimi, marcata prin
forte.  Rdézsa  mentine  aceastd
constructie retorica pe toata durata
variatiei, mutand centrul tonal initial de
Mib la Sol la sfarsit. Marcat brusc cu
fortissimo in masurile 95-96, pianul
primeste ultimul cuvant in cadrul
dialogului.

Compozitorul confera un caracter
maiestuos, aproape arhaic, celei de-a
sasea variatiune, prin structurarea
liniei tematice oferite de violoncel
aproape exclusiv din progresii
acordice. Prin indicatia Maestoso e
largamente, caracterul maret al
variatiei este mentinut de dinamica
fortissimo-ului, care dureaza pana la
un scurt diminuendo 1n masura
finald. In timp ce declaratiile
acordurilor de la pian sunt uneori
disonante armonic, variatia per
ansamblu mentine centrul tonal pe
Sol, stabilit anterior.

Incepand cu a saptea variatie, R6zsa
abandoneaza alternanta dintre lent si
rapid si Incepe sa construiasca
drumul spre punctul culminant al

based on tunic chains. The pauses at
the beginning of each sentence keep
the quiet breath of variation, the
piano responding with rich rhythmic
formulas at each end of the sentence.
Like the compositional principles that
had been removed from previous eras,
the first five variations preserve the
agogic fast-fast-fast alternation. Thus,
the fifth variation brings back the
scherzandos character and the tempo
of the third Allegro, invoking an
energetic dialog between the two
instruments. The cello line is now
fragmented, outlining the piano theme,
based on a rhythmic formula repeated
by three sixes, while the piano
responds with a firmer thematic
variant, consisting of eight, marked by
force. R6zsa maintains this rhetorical
construction throughout the variation,
moving the initial tonal center of MIB
to the ground at the end. Suddenly
marked with forctisimo in measures
95-96, the piano receives the final
word in the dialog.

The composer gives a majestic,
almost archaic character to the sixth
variation, by structuring the thematic
line offered by the cello almost
exclusively from the  Attunic
progressions. By the Maestoso e
largament indication, the great
character of variation is maintained
by the dynamics of the fortissimo,
which lasts up to a short diminendo
in the final measure. While piano
accords are sometimes harmonically
dissonant, the overall variation
maintains the tonal center on the
ground, previously established.
Starting with the seventh variation,
Rézsa abandons the alternation
between slow and fast and begins to
build the way to the climax of the
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miscdrii. Marcata Allegro, aceasta
variatie prezinta o linie formata din
pizzicato la violoncel, care sustine
prezenta temei dominatd de
infloririle impresioniste,
asemanatoare harpei, a pianului.
Variatiunea a opta prezinta la pian un
pasaj construit In mare parte din
optimi, peste care violoncelul afirma
o varianta cantabilda a temei in
registrul acut al instrumentului.
Centrul tonal al variatiei fluctueaza
intre Sol si Mib, pana cand acesta din
urma este ferm stabilit In ultimele
patru masuri, care servesc la
pregdtirea sosirii celei de-a noua
variatie.

Deschiderea celei de-a noua si
penultima variatie are un caracter
distinct de dans, marcat de un
acompaniament metric regulat al
pianului si de permutarea stilizata a
temei interpretatd de violoncel
Prima fraza a variatiei ramane cu
centrul tonal Mib stabilit 1n
variatiunea precedentd, in timp ce a
doua fraza, interpretatd de pian,
incepand cu masura 169, moduleaza
cu un semiton, pana la Mi. Aceasta
variatie este cea mai diversa din
perspectiva tonala si, de asemenea,
prezinta cea mai extinsa evolutie a
dezvoltarii materialului  tematic.
Punctul culminant al miscarii are loc
in fraza care Incepe cu masura 203,
care prezinta o enuntare simultana a
doua variante tematice: una fin
augmentare, iar cealaltad 1in
diminuare. Aceasta coincide si cu
revenirea centrului tonal Do. Restul
variatiei serveste ca o disipare
treptatd a acestei energii culminante
in anticiparea variatiei finale a
miscarii.
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movement. Marked Allegro, this
variation features a line of pizzicato
la cello, which supports the presence
of the theme dominated by the
impressionist, harp-like blooms of
the piano.

The eighth variation presents a
passage built mostly from the
eighths, over which the cello states a
cantable variant of the theme in the
acute register of the instrument. The
tonal center of the variation
fluctuates between the soil and the E
flat until the latter is firmly
established in the last four measures,
which serve to prepare for the arrival
of the ninth variation.

The opening of the nine and
penultimate variation has a distinct
dance character, marked by a regular
metric accompaniment of the piano
and the stylized permutation of the
theme played by the cello. The first
sentence of the variation remains with
the tonal center of the MIB set in the
previous variation, while the second
sentence, played by the piano, starting
with measure 169, modulates with a
semitone, up to the E. This variation is
most diverse from a tonal perspective
and also shows the most extensive
evolution of thematic material
development. The climax of the
movement takes place in the phrase
beginning with measure 203, which
presents a simultaneous statement of
two thematic variants: One in
augmentation and the other in
diminution. This also coincides with
the return of the tonal do center. The
remainder of the variation serves as a
gradual dissipation of this culminating
energy in anticipation of the final
variation of motion.
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O reafirmare a temei la violoncel, In
forma sa originala, marcheaza a zecea
si ultima variatie. In timp ce partea de
violoncel este scrisa exact asa cum a
fost si la deschiderea miscarii, Rozsa
adaugd in aceastd variatie finald un
acompaniament subtil al pianului.
Transparenta impresionista a scriiturii
pianistice  subliniaza  simplitatea
inerentd a temei.

Miscarea se Incheie cu o permutare
linistit3, finalg, a trei masuri din prima
fraza a temei, interpretata de pian,
suprapusa peste o pedala a celei mai
grave note a violoncelului, do.

La fel ca cele scrise despre prima
miscare, abordarea texturala de catre
Rozsa in a doua miscare a duo-ului sau,
pare concentratd pe claritate si
egalitatea dintre violoncel si pian, jucand
un rol aparent mai semnificativin a doua
parte deoarece este folosita pentru a
evoca caracterul specific dat fiecarei
variatii. Preferinta pentru texturile
contrapunctice este din nou notabilg,
compozitorul folosind diverse tehnici
pentru a crea diferite afecte. Ca exempluy,
prima varianta corald a temei de la pian
evoca solemnitatea si lirismul, in timp ce
contrapunctul imitativ al celei de-a treia
variatii reprezinta un dialog ludic. Rozsa
trece la un mers melodic al violoncelului
la care adauga textura acompania-
mentului cu scopul de a evidentia
expresivitatea, In cea de-a cincea
variatiune, In timp ce a saptea are o
textura mai impresionista creatd de
miscarea paralela de cvarte arpegiate,
redand o nosoritate gentild. A noua
variatiune incepe cu o melodie
asemandtoare dansului Insotita de
acompaniament, dar devine din ce in ce
mai contrapuncticd pe masura ce
sectiunea se construieste la nivelul
punctului culminant al miscarii.

A reaffirmation of the theme of the
cello, in its original form, marks the
tenth and last variation. While the
cello part is written exactly as it was
at the opening of the movement,
Rozsa adds to this final variation a
subtle accompaniment of the piano.
The impressionistic transparency of
the piano writing underscores the
inherent simplicity of the theme.

The movement ends with a quiet, final
permutation of three measures from
the first sentence of the theme, played
by the piano, superimposed over a
pedal of the worst note of the cello, C.
Like those written about the first
movement, Rozsa’s textural approach
to the second movement of his duo
seems focused on clarity and equality
between cello and piano, playing a
seemingly more significant role in the
second part because it is used to evoke
the specific character given to each
variation. The preference for
counterpoint textures is again notable,
with the composer using various
techniques to create various affections.
As an example, the first choral version
of the piano theme evokes solemnity
and lyricism, while the imitative
counterpoint of the third variation
represents a playful dialog. Roézsa
moves on to a melodic cello walk to
which he adds the texture of the
accompaniment in order to highlight
expressiveness, in the fifth variation,
while the seventh has a more
impressionistic texture created by the
parallel movement of arpeggiate
quarts, rendering a gentile nostrity. The
ninth variation begins with a dance-like
melody accompanied by
accompaniment, but becomes more
counterpoint as the section builds up at
the level the climax of the movement.

87



CERCETARI SI STUDII, Vol. 5, No. 7/2024

CONCLUZII

Stilul componistic al lui Rézsa pentru
violoncel din cea de-a doua miscare a
duo-ului sdu, poate fi considerata atat
idiomatica cat si conservatoare. El
foloseste in mod eficient elementele
inerente ale calitatilor instrumentului
pentru a evoca diferitele caracteristici
ale miscarii. Compozitorul alege ca
prima afirmatie a temei sale
tulburatoare sa fie in registrul bogat si
scazut al violoncelului, in timp ce el
foloseste cel mai luminos registru, cel
acut, pentru a evidentia climaxurile de
pe parcursul miscarii. In general, Rézsa
utilizeaza registrul acut al violoncelului,
mai des In a doua parte a Duo-ului decat
in prima, desi nu exploateaza niciodata
cele mai 1inalte posibilitati ale
instrumentului in niciuna dintre ele.
Poate cel mai interesant exemplu de
tehnica violoncelistica idiomatica din
miscarea doua are loc in a sasea
variatiune, in care cvintele din baza
acordurilor ajutala crearea caracterului
antic al sectiunii.
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of the section.
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