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PROLOGUE

Gunta Melbarde —
Editor by e-journal,
piano and chamber music teacherazfeps Medi$ Riga ' Music
School. Graduated from Leningrad State Conservatory
Master's degree of Pedagogy obtained in Latviawvésaity.
Artistic director of International Festival — Comien of chamber

ensembles for young performahte Play Music with Friends

Creator of numerous anthology’s for young musicians

Dear colleagues!

This is our fifth magazine, which has been put tbhge as a New school year's present for
young chamber musicians and their teachers. Wek thiacerely all the authors who are sharing their
experience generously and selflessly! We are Igpkorward to receive your letters with reviews,
thoughts and suggestions. Our e-mail is the samaptay@inbox.lv.

Sometimes there can be moments, when doubt andlidishre taking over, during our daily
routine and stress, and then it may be worth listeio words, said by Rainer Schmiddagen
Quartett) “I wish that in the field of chamber music theveuld be more work with children. | am sure
that there is nothing better than chamber musicHiddren — everyone is important and no one is les
significant.”

| could address just said to composers — our cqueanies, to parents as well, but most of all —
to us, teachers. First prize in some contest igheimost important for keeping and spreading kove
music. It is the creation of appropriate environmenoviding “musical circumstances.” | would like
encourage my colleagues and ask them: play mukig!rRusic together with your students! | am sure
— it will be so inspiring for them that your creagicooperation will get new level, and it's quaia
be much higher. Use every common lesson! Then roétlyese great advices, read in this magazine,
will get clearer, bigger meaning and sense.

We will make it - together with friends!



REWIEW, IDEAS, COMMENTS

Dear friends,

Once again, | leave Riga with regret, and yet mgrthis truly
filed with joy and inspiration after seeing the
festival/competition create so much positive engsgy much
enthusiasm, so much happiness. The absolute suctdsis
weekend could easily be seen in the bright eyessamlgs of
the children, in the deep inner love radiating hie faces of
their parents and friends, in the comfortable andnély
relations between the teachers. Everywhere the lsimp
pleasure of listening to each other and helpind estber to
play better was victorious, in the evening churoncert, in
the days' competition, in the botanical garden eana the
hallways of the school as children prepared to playan to get back into the hall to listen to rfids.
And most delightful of all, in the final concertlegerly organized before the announcement of the
results, it was clear that a new threshold had lmeessed, that the children had indeed achieved a
higher level of ease and comfort on stage. Onedcseé that the ultimate lesson of how to be with
music and share it with others had really beemiegr

Of course, if this happens so well, it is not jins fact of organizing the weekend that makes it
possible. It works because you have thought anpapeel everything so carefully and well for so long,
and that you have the gift of bringing so many gpeodple together to collaborate, to contribute, to
facilitate. 1 am filled with wonder and admiratioand only hope that your efforts will continue fs
long as you wish. In this way, in spite of all difflties, the world slowly becomes a better place.

With deepest gratitude for your kindness and gesigro

Evan Rothstein ECMTA, Paris, France

Thank you again for a wonderful weekendRiga! The
festival and competition was a complete succesgdor We were also
satisfied with our stay at Hotdlurnieks The girls liked being in Riga
and hopefully we can be back next year for th& afniversary of the
festival.

| would like to send you a CD made by me and meigpia
Anne Rosenlund a couple of years ago. Could yoasglesend me
your address?

| wish you a restful summer and hope to hear fram soon.
You can answer in German if you wish. As you natiteinderstand
German, but have unfortunately forgotten how taakpépromise to

improve my language skills for next year!

My son Kasper sends his best regards to!

Love,
Asa GustavssonMusikinstitutet Kungsvagen, Espoo, Finland



Dear Gunta,

On behalf of my colleagues and myself | want tankhgou for the well-organized competition
and kind words to us. We are excited about youonasichnd on your hospitality. | think that your
competition has a great future and is very usaultéachers and students — have something to learn
from you. If we have a decent student, always looward to your invitation.

| wish you a good summer and more success in thesfu

Yours,
Paulius Bernardas KonceMusic School B. Dvarionas, Vilnius, Lithuania



Daiva Stulgytepianist,

gratuated Kaunas J.Naujalis Music Gymnasium and
Lithuanian Academy of Music and Theatre. She is
currently accompanist — assistant at the Lithuanian
Academy of Music and Theatre, head of the chamber
ensemble department in Kaunas J.Naujalis Music
Gymnasium. Performs publicly on a regular basis,

mostly as a member of various chamber ensembles.

How to solve communication problems in a chamber ensemble

For me chamber music is the most interesting typenwosic. For many years have | been
playing in different ensembles and also tryingeach others.

| would not really like to discuss pedagogic issuregeneral, as my pedagogic experience is
closely connected with the school in which | woskaachamber ensemble teacher - Kaunas J.Naujalis
Music Gymnasium. In this school children are prepgaio become professional musicians. That does
not mean, however, that every student eventualtpioes one, but almost everyone having finished
the gymnasium continues their studies at diffefégher music education institutions. Therefore the
selected specialty is teached and studied withrg serious approach and the expectations from the
students are high. Starting with form 9, extra eaty are introduced, such as orchestra, concegmast
class for pianists and chamber ensemble. But betaehing form 9, children are taught merely as
soloists. Of course, some students play in chamheembles with friends, especially if they parétg
in contests, but that does not occur frequentlyintinstrumentalists also have a string ensemble,
where they also acquire skills of joint play. Buisithe pianists that always have to work alorteatTis
why many of them find chamber music a completely aeea and impinge upon some difficulties.

The first problem is the formation of an ensemhladoubtedly, first of all we have to make
sure that the professional abilities of its paptcits are close to equal, so that they are able to
participate in contests and concerts together. Mesmbf chamber ensembles come and go from time
to time for children desire to play together witleir friends or at least acceptable partners. Samest

that becomes an obstacle too, because not alwggsdafriend is a good musician. What is the correct



solution? Sometimes the ensemble will break ughé thildren just do not want to play together.
However, along with music skills communication kkihay also be taught.

What is a chamber ensemble? It is a group of pasbtehave the same goal, in this case it is to

learn and perform a piece of music. For an inexmeed student this is a long and complicated
process. Not only must he or she learn to listeémrte or herself, but also he or she has to panatn
to the partner, listen to the jointly created irgbans, rhythm, dynamics and so on. Thus, in otder
achieve desirable results the ensemble memberstbaverk long and dreary hours together. This is
when we impinge on not only professional, but @lsmmunication problems. The first one is to listen
to the parter, not only to oneself. It is not redhat easy as it sounds. For example, | explaithé¢o
pianist that in a certain fragment he does not hhedead and only has to accompany the soloist and
listen to what the partner is trying to say to hide is startled: "Why am | not the leader?" Hst ju
wants to be the same what he has been for yeahe -stone cold soloist. But the basis of
communication is the ability to listen to each oth€his is what we imperceptibly learn during
chamber ensemble classes. Students often areamfiuotmake concessions to each other. They think
that their play is rhythmically and dynamically oect and instead of trying to make an agreemert sta
filling with dissatisfaction. It is very importamd teach kids HOW to work together, for the workan
piece of music is a continuous creative processnduvhich everyone is able and has to expressthis
her opinion. To my students | suggest this methagltry out all the variants suggested and only then
decide which one is the best. It is possible toerak agreement on which is the best way by takiag t
author's wish into account. Another way is to réadhe situation immediately, to adjust to thetpear.
It is very important to do such things during skes in order to prepare one selves to any unexpecte
occurrences on stage, where one has to react guicklp and adjust to one's friend in case if
something does not go as planned. For childrenithis rather complicated task, but also a very
developing one.

| have noticed, that students often are awareef thistakes, but do not correct them. Here we
impinge on psychological problems. Children, espéciteenagers, often want to express their
personality, to be in the centre, to dominate dkeir friends. Making music in a chamber ensembile,
on the contrary, teaches to be WITH the othersdnalominate, but sometimes even to concede. In an
ensemble everyone has equal rights and is equalilyalle. Everyone has the ability to express him- o
herself while others have to help to accomplish. tiA¢hen children learn "the rules of the game&yth
start to like it.

Another important aspect is the creation of a legisemble from students with completely

different characters and temperaments. To be hohleste trios. | think three is the perfect numiogér



players for studying. Here is an example: an engzrabthree totally different students has been
formed: an active and technically well-prepared dempianist full of vigor and energy, a musical,
sensitive but somewhat insecure male violinist, aedlm and collected female cellist. | must notd t
they are all 12-graders who soon have to pass¢hamber ensemble exam.

At first, the work stays on square one becauseitiimist is constantly absent; the girls have to
rehearse on their own. It turns later out thatvilbénist does not feel satisfied about the atm@sphn
the ensemble; it seems to him that the girls keapntatizing him. Now music classes turn into
psychology classes. Gradually it becomes clear,t whe violinist wants and hopes for. Naturally,
among girls with strong characters he feels infégipinsufficient strength both as a professioaad
as a human. The pianist is dissatisfied becaukesahability to keep his word to attend the relsaés.
After long conversations the tension decreased.&bentually they all understand that everyone is
unique and they are no exception and that it is @ood that they are so different. Our world cassis
of many completely varied people, who supplemenhesher. It came out that the work on the piece
started only after all three of them had overcohgediscomfort caused by their diversity. In addtib
must mention that not only did this particular enbée splendidly pass their exam, but also they took
down the first price at a chamber ensemble conpetih Panevezhis. It was with great sadness that
they stopped their joint creative activity.

Until now | have focused on active, courageousdechil, who are not afraid to express their
opinion and freely communicate with the teachemnveier, there are also ones that simply do not have
their own opinion or are afraid to express it. i, introverted student listens to whatever dacher
says an does what he or she is told to, but nda@vsinitiative. Chamber music can also help pesson

of such type to discover themselves, for chambesiernia a non-verbal means of communication.

PR LR @  \We cannot express in words the things we try toisay
< 7 ‘ | music. It is important that for a timid student watable
partner is selected so that they can establish a go
relationship later on. Making music jointly on stag
when the participants share the same tasks and,goal
unites them. After a contest somewhere abroadsbrifu
another city children feel as if they were one tethiat

has just come back from an outing or a summer camp.

They have lived through some adventures togetireronveniences during the trip, anxiety before the

performance, the joy of success. Even if the stisdare not strong enough to participate in a contes



they can learn to love chamber music if the teadaer select for them not difficult, but interesting
pieces that awakes their imagination, for instarfde piece implies literary content. There aoeng
pupils that try to "dissolve”, to "hide themssV in the ensemble. In these cases, the teachstr m
explain, that all members are equal, that evergomghnion and everyone's part are equally impartant
That is great, if such an ensemble has an opptytohiperforming live. It is obvious that mostlyeth
best ones are invited to various events and thdse ave not that strong do not have that many
opportunities to perform on stage. That is whysitvery useful to organize concerts for parents, in
which everybody could take part. When playing ineasemble, children do not feel that much fear as
they would playing alone, and they do not haveeton their parts by heart. And the most important
thing is to make the children feel the pleasur@lafing and being together. If they make music with
joy, then | consider my goal achieved.

| pay a lot of attention to communication and ®importance in an ensemble. | think that it is
not only the basis for a good ensemble, but als® @inthe human values, particularly important
nowadays. The communication century, strange thaougiay seem, alienates usacebook, Skype,
SMSare not real communication, but only its imitatide can chat with numerous Internet friends all
day long, but become helpless having met them NMaking chamber music is at the same easy and
difficult means of communication. On the one haiindt does not cause any problems - a group of
people just has to sit down and start playing. kndther hand, if we look deeper, music is onéef t
most intimate means of communication. As | haveay mentioned, one can say a lot more with
music than with words. Thus we find ourselves iruadefined and unstable sphere, where we become
more vulnerable. Most probably children are notrawa that and are busy solving other problems, but
year after year, as they become more mature, teghtaisks are not of that difficulty.
That is when we start approaching the feeling af micro-society.
In a real ensemble partners have to feel emotiomaity,
simultaneous breath, become one organism uniteonkbybeautiful
goal. That is why | teach my younger studentsnd & goal to share,
to breathe simultaneously. It is only a physicalascat first, but it
may become really useful. By the way, it is gréathere is a wind
instrument player in the ensemble. Breathing isdrspensable part| S
of his or her play and | suggest that the othetippants breathe
along the wind instrument player, for pianists amstking

instrumentalists often do not fully realize whemne £nd of the



phrase is, it is not connected with their physloaath. The example of the wind instrumentalists ca
help them.

It is vital to make sure that children enjoy makoigamber music. Students industriously work
during specialty classes - play endless scalestnties, sometimes forgetting why they are doirg. th
| try to remind them that this toil is necessarttsat later they can perform wonderful pieces amdye
the music. In order to substantiate my words | rnteesklect an appropriate repertoire and thatisano
easy task. As there is almost no new music inibuaries, | have to use the Internet. Most of iheet
| use Internet libraries (IMSLP, ScorSer) and defgeces for pedagogic purposes. | also listen to
different recordings and then try to find the ssooé the pieces | like. | avoid giving baroque and
classicism music to students of the first few geade they do not have the required skills yes asde.
Articulation, touch, sense of style - all this talextra time to be worked on, which is just too mtar
beginners. | start with simple romantic pieces,érample, piano trios of Hans Sitt, Hermann Berens,
compositions of Karl Reinecke, Joachim Raff andef&uk. For more advanced students, especially
when preparing for competitions, | look for somathmore interesting, like Trio for flute, oboe and
piano by Madeleine Dring, “Invierno porteno” by AstPiazzolla, Three Cheerful Pieces for piano trio
by Rodion Shchedrin. Sometimes it is difficult tond opuses for an unusual, non-traditional
combination of instruments. In such cases one tasrnge a piece, which requires a lot of time, bu
undoubtedly always pays off.

To sum up, a chamber ensemble teacher has to adbteof problems. In my view, he or she
can get lucky only if he or she is on the sidehd students — if the teacher is empathic, is able t
understand the students' problems, regards therisasr her friends, but not as obstinate and
disobedient teenagers. We are only separated bypuplec of decades of life and professional
experience. If a student trusts me and tells mautabis or her problems, I tell him or her about the
ones | impinged on in my teens. Then a real firrmd@ppears between us. Mutual trust and
understanding, friendly relationship between trecher and the student can make miracles. Children
attend chamber ensemble classes with pleasurezdegbrtably and freely, make music with joy. This
is the ultimate reward for our sincere, devotedkwor

(Translated by Aleksey Pegushev)
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is currently Deputy Head of Strings, Guildhall Schaand
Instructor of Chamber Music at the Summer Stringadamy, & S5 2
Indiana University since 1997. From 2004 to 20&Gshrved as a [t S
pedagogical consultant t®roQuartet — Centre européen dds
musique de chambreAlso recognized as a specialist in America
music, he has taught music history and analysteeat)niversity

of Paris 8 — Saint Denisince 2001, and has collaborated with t
Théatre de Chéateletnd theCité de la musiquéor program notes,
conferences, and video projects. Since Novemb@® 24tk is

Chairman of the European Chamber Music Teachersoéation,

and writes a bimonthly column on chamber musicvdids for

Ensemble Magazine.

Teaching chamber music to children: string quartets at the

Indiana University Summer String Academy
http://www.music.indiana.edu/precollege/summenmnisitindex.shtml
http://music.indiana.edu/precollege/year-roundigsiindex.shtml

Basic challenges

The pedagogical approach described in the follovgages has been developed through practice and
observation in many different contexts and thakedntact with many wonderful teachers and artists
both in the United States and in Europe. More $jpedly, this approach arose in part as a respomse
the needs of the adolescent students of the foek@B@mmer String Academy in Bloomington, which
has provided a special laboratory for reflectingtlo® nature and process of chamber music learning.
Some of its elements are borrowed from non-mugicattices as well, from concepts quite current in
theater and modern dance. Much of this will beady quite familiar to many of our colleagues, and
do not pretend to have invented or discovered igaes or methods not already in use. But in many
ways, as | was preparing this paper, | became m@e aware of the extent to which the philosophy of
the Summer String Academy and its founder Mimi Zpeave been crucial to the development of this
program of training in chamber music. The structarel mission of chamber music within this
academy were not my invention, and | am respongdsl®nly a small part of the overall program: |
have simply tried to contribute to its developmekizery summer for the past 14 years | have had the
privilege of teaching chamber music in this academgspecially favorable conditions, and this has
made it possible to develop strategies and workhaost which may present some interest to
colleagues, even if their own circumstances mafedif For this reason it seems useful to include
below a brief description of the specific enviromhén which this instruction takes place. Some
aspects may be usable in other contexts, othenapgiess so.

The basic challenge may be resumed in this way: bamwone create in a very short time - in the
context of a summer academy focusing on intensidezidual development and with young people of
sometimes very different levels of experience - rileeessary conditions for coherent and confident
awareness in rehearsal and performance of chamimc™ Further, how might one make room in this
context for establishing a structured foundatiorcleimber music skills that goes beyond the simple
fact of playing together and producing a more a@slsatisfactory performance? Two principle
objectives -building confidence and providing transposable Iskihat can be integrated into the
student’s basic work vocabularyare often, and unfortunately, considered as skrgror accessory,



sacrificed to the need to produce good performaguekly by any means. All of us are familiar with
this challenge — and not only in the context ofumer academy. Young people must of course
devote a great deal of time and energy to indiMicheaformance skills, and the role of collective
activities in a training program is often eithereowhelming and unreasonable (as in the case of some
overly ambitious orchestral programs) or is treatean unstructured way.
By “unstructured way” | mean that whereas individimaining is usually organized as the progressive
development and exploitation of fundamental skiisljective practice in summer academies tends to
be simply performance - or result-oriented: a ¢erfgaogram must simply be performed in a certain
time. This is true as much in orchestral playisgrachamber music. This has certain advantages an
interest, of course, but the students’ acquisiteold accumulation of retainable and transposable
chamber music skills remains fairly aleatbryThese skills might be resumed, non-exhaustiasythe
following:

* multiple levels of communication (telegraphing aneivn and interpreting other’s intentions);

* multiple levels of listening (that is, the ability listen to oneself, to others, and to all in tiela

to each other);
» reflexive action (that is, being aware of what esealoing, what others are doing and all in
relation to each other);

* tuning and harmonic listening;

» planned rehearsing and score study;

» decision-making (for oneself and in collaboratioittvothers);

» informed interpretation (historically, stylisticg)ltechnically).

These are rarely addressed as foundational aspettaining — they are usually simply dealt with
incidentally as problems arise. Most coachinga summer academy are devoted only to realizing the
performance of the assigned piece, making it saowt as quickly as possible, and so the idea of
spending time establishing and developing fundaateskills seems superfluous. Some might think
that this is inevitable because of the limits aifdi if one spends 20 minutes teaching a quartelatp
scales or doing communication exercises in evesyode, perhaps they will not have time to learnrthei
performance piece. My own experience leads meslie\® that, just as in individual instruction, one
must make time for the establishment of good reheasethnique, and this investment leads to
significant long-term benefits, and greatly faeilés all related aspects of ensemble practice and
performance.

It should be clear that when | speak of foundati@amndundamental skills, | am speaking primarily of
rehearsal techniqueThis is drawn from a pedagogical principle ussdatl teachers working in
Professor Zweig’s circlelessons should be used to show students how tdiggzacChamber music
rehearsing presents special problems however, gjnod rehearsal technique often requires some
serious analytical skills, which few adolescentsgess. Noticing that something can be improved is
often difficult, since the mistakes usually arisat from individual parts — although this of course
happens - but from the incorrect interaction betwgarts, which students either do not hear or do no
recognize as part of their shared responsibililyo(‘you played out of tune”). They may know how to
improve their own intonation or passage-work, khaytare often at a loss as to how to improve
collectively.

Another difficulty is that solfege, counterpoinigdred bass, and harmony are rarely taught in pre-
college music programs in the United States, soyrstudents do not know — except intuitively — about

! By ,transposable skills”, | mean those which aoe specific to the piece at hand, and which caarbployed to allow
students to work independently in the future.



chords, harmonic progressions, cadences, motiviegmneents, classical form, and such. Quite
surprisingly, many very talented students do nanekrear harmonically unless trained to do so, and
more often than not they do not even notice if nbées they are playing are consonant or dissonant
with regard to the harmony of a given passageis fttot that they are indifferent to harmony, they
simply do not notice its details. In most casesythan learn to become sensitive to the expressive
implications of the play of tension and resolutiwhich underlies most musical expression in tonal
music, but achieving this also takes time away figimng direct advice about interpretation. This
means that in order to facilitate and acceleratekwoertain very simple rules of thumb must be
established quickly in order allow the student emsles to acquire enough analytical and practical
skills to rehearse well on their own, and to lag #olid foundations of reliable performance. This
should be done, however, without turning a chamfgsic lesson into a musicology lecture!

It is evident that this work with adolescents — ethl believe can also be done in some version with
younger students, and which is still beneficial émiversity-level students — relies on the abitiby
draw pertinent, interpretive conclusions from atie®} and historical information. For want of spac

| will address only a few of these issues hereusowy primarily on practice techniques. But fiitst
seems necessary to describe the context in whiglngtruction takes place.

The context

The Summer String Academy of Indiana Universityg&abs School of Music was founded over 25
years ago by its present director Mimi Zweig, pssfa of violin and viola and director during the
school year of the University’s pre-college Striegademy. This pre-college program was a reaction to
the conditions of music instruction for children ihe region, in which no structured, long-term,
conservatory-style instruction in musical performamwas available before the university level. The
creation of this program was also Ms Zweig’'s peataesponse to the inspiration she experienced
encountering the work of such pedagogues as Pdlardoor S. Suzuki, and her desire to engage in a
holistic, positively based form of talent educatio®ome of the basic principles guiding this work,
which have guided my chamber music instructionluite:
» the creation of a non-judgmental environment, inclwithe neutral observation of errors only
serves to inform improvement;
» the function of lessons as a place to learn hoprdctice;
» the focus on progressive acquisition of skills vhan be cumulative and which anticipate
difficulties in the repertoire;
» the belief that teaching must allow the studentikce® to be liberated, with the recognition that
liberty comes through competency and discipline.
With the help of colleagues who now direct simifapjects across the United States, Ms. Zweig
developed a program that allows children to begstruction in violin and cello at age 5 and conginu
through to college, and this program was embeddethe university music school. Thus it was
possible to develop simultaneously the pedagogwgitig of university students, recruited for teaghin
apprenticeships within the program, and to makelligent use of the faculty of the university schoo
of music, whose work and students provided insipinafor the younger students. In the absencelof al
orchestral instruments in pre-college, ensemblgimpdghas been mostly limited to the group playifig o
solo repertoire, a kind of training in precisiordaeam spirit for which they are justly celebrafdte
“Violin Virtuosi” regularly tours across the cougitand in foreign countries, playing most recently a
the ESTA congress in Sweden in 2011). Although mat this group playing is in unison, the
conviction that individual development is acquitddough collective practice is considered from the
beginning a fundamental aspect of the program.



Originally, the summer academy was intended togmgland complement the instruction provided
during the school year, but it grew rapidly into iaternational program, now enrolling about 100
young violinists, violists, and cellists from eveygrt of the United States, and including studéots
Canada, Europe, South America, Africa, and Asiae Blummer String Academy (SSA) lasts for 4
weeks, takes place on the university campus antinvibhe buildings of the university music school,
which makes it possible to make use of all humadh raaterial resources of the institution: logistical
and administrative support, photocopying resourceByidual studios for teaching, student assigtant
to oversee practice (including chamber music as#is), pianists to collaborate with the studio st&s
individual practice rooms for every student, cohtalls, lecture halls for masterclasses, a magmti
music library, and computer technology support.e Blsademy provides intensive training to students
aged 12 to 18: two individual lessons a week witimaster teacher, numerous support lessons with
teacher assistants and professional piano coaohesperformance masterclass each week with the
principle teacher, numerous group masterclassésimiited professors, and 4 ¥ hours of individual
practice each day (divided between morning andiagemlways with 10 minutes breaks every hour).
In the evenings there are concerts of the Uniwe&itmmer Festival.

The structure of chamber music instruction

Considering the intensity of this program of studymight seem surprising that chamber music
occupies an important place in the daily sched@let since collective music making is part of thie-p
college program since its beginnings, its rolehia summer academy springs directly from the same
pedagogical conception. Development of the chamhesic skills mentioned in my introduction has
alwaysbeen considered an indispensable, integratedopdine development of individual skills, and
not as accessory. The schedule and type of chambeic activity however are extremely flexible,
according to the age, level of competence and exp=r of the students. Whatever the specific ptoje
might be, two hours of chamber music rehearsal isrie@mly scheduled at least four days a week,
with coachings and masterclasses in addition & thi

Younger students will generally divide the
week between larger chamber ensemb
(such as a violin ensemble, or a “baroq
ensemble” of up to 12 students), stri
guartets and participation in a string chamb
orchestra, with the chamber ensembl
meeting twice weekly for two hours and t
chamber orchestra as well twice weekly f&
two hours. While the chamber orchestra is
conducted ensemble, in the baroq
ensemble, which | have overseen for ma
years, students are rehearsed in such a
that they may perform fairly comple
contrapuntal music without conductor, and
which basic skills of autonomous chamber
music performance — and rehearsal — are introdpaagtessively. Since this ensemble is usually made
of the youngest students of the academy, it go&sowi saying that even where their individual skill
are impressive, they possess very little experiémdbe autonomous performance of chamber music.
Repertoire is thus chosen whose tempi, charactard, textures are varied, and whose different
instrumental lines dialogue in a fairly evenly distited way, so that the responsibilities for emtes
and the interpretive abilities of the young studemill be exploited fully and equitably. The wanskth

this ensemble is in many ways similar to the workkhwthe quartets, and the differences, while
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interesting, would require too much space, so lehawsen to leave further description for another
time.

More experienced students will devote all of tlefiamber music time to a single ensemble, playing in
a string quartet or piano quintet with a staff g#icoach, and they will rehearse two hours, 4 days
week. Each ensemble receives two one-hour lessibimsa principle teacher, the rehearsal times being
additionally supervised by university student appces. A few of these projects will be particlyar
ambitious, including the preparation of completerkgo(Mendelssohn Octet, Brahms Sextets, or
others) and will meet almost every day with a mast@ch. The majority of the chamber groups will,
however, be organized into string quartets — thst pummer there were 19 — and, whatever theil, leve
most of these groups will be playing music of Haydilthough | work almost every year with the
baroque ensemble, and occasionally coach the efsemvlih piano, my primary work has been with
these Haydn string quartets.

Making quartets

Here again, | cannot claim any particular initiativin the first years of the academy, chamber enusi
repertoire was organized as in many other acadeithiasis, according to a principle of variety as a
function of the instruments available, but it wasfBssor Zweig who introduced progressively thaide
that the playing of string quartets should form @hsolute backbone of the program, and that thie bas
repertoire should be the works of Haydn. | mysatindered at first if this would provide sufficient
variety and interest for teenagers, but now | wawt want to proceed otherwise. And so it has been
for many years that even as some groups exploertoee from Mozart to Shostakovich, most of the
guartets play Haydn, or at least begin with Hayaing that among the final concerts there has always
been one devoted almost entirely to Haydn quairtettse form of a concert/competition, whose winner
will perform a second time in a gala concert.

As with many summer academies and schools, thdegteipediment to string quartet playing has
always been the relative scarcity of violists, &md difficulty has been solved for many yearshe t
simplest way. It must be said, once again, thatas Professor Zweig's personal experience - as a
violinist switching to viola to obtain her first giessional orchestra engagement — that served as an
example (other examples, such as the story of b&tion of the Guarneri Quartet, are also inspiring
for the students). It was thus decided that thekstd university violas be made available to vidts,

and that students should be encouraged to plag inothamber music and orchestra for the summer,
as a means of artistic and professional developmBetng able to play viola thus becomes an added
value, a special skill which, on occasion, alsal¢éeto a wholly new artistic path, since some young
people discover that they actually prefer to plenfavand decide to switch permanently.

To facilitate the transition, one of the viola e$ors, James Przygocki, devised a remarkablytieec
introductory session for viola-playing violinistshigh is always presented collectively on the faday

of the academy. The session includes notionscbihigue and progressively difficult alto-clef reagli
Participation in the session immediately creat&sd of social bond between viola-playing violirgst
and helps to avoid feelings of individual frustoati Further support in learning the parts is then
offered both by viola and violin teachers.

At first it was decided by the teachers which & tholinists in each quartet would play viola, but
recent years this has been left to each group tadele normally without much difficulty (most
teenagers would rather play string quartet repertdhan baroque music for three violins and



continuo!). The fact that studerthooseto play viola in order to build a string quartetturn creates a
more positive energy than if the task had been sagdy the teachers.

Defining the repertoire and establishing short andong-term goals

It must be remembered that almost all of the ensesnare made of young people who have not
worked together before, and many have never playag quartets intensively. Teachers form the
groups after listening to audition videos, and aditm to considerations of age, maturity, and
experience. Those who have had good chamber nexgierience are nevertheless accustomed to
having a longer time to prepare music than theyiwithe course of the SSA. Thus, in order to ashie
the goals listed above in this context, it is extedy important proceed in a systematic way, so that
skills can be acquired, a real quartet identityalelsdhed, and a quality performance assured. This
means that a certain structure must be clear itetzher's mind and communicated to the students:

» work will consist of short- and long-term goals ked by performance for peers in weekly
masterclasses (students will play whatever theyready to play, be it a single phrase or an
entire piece);

* learned repertoire will be repeated as much asildesi®m the weekly masterclasses, even as
new material is added;

» there are only three masterclasses (every Fridefgré the final concerts, so there can be no
exceptions: everyone must play each week;

* good principles of observation and critical listemiwill be encouraged by making the
masterclasses interactive, assigning small grodpstunlents to follow the score and make
suggestions to each performing ensemble;

* suggestions by students must be constructive, clilge appraisals discouraged (positive
comments are acceptable);

* basic exercises for communication skills, intomati@nd sound will be introduced progressively
in every lesson and practiced in every rehearsales in unison, octaves, and in chords in
various voicings will be used as a basis for dieotexercises;

» students will be reminded every week of the nundfeéehearsals and lessons remaining before
performance and instructed during lessons in thila@adeof organizing their rehearsals;

» each group will learn a Bach choral in the keyhaf piece they are playing;

» it will be made clear that each group will begirttwa movement of Haydn, and by the second
week will either be able to continue with that maent, add another movement of the same
piece, or choose to play a different repertoire;

» each group will be provided with a score and inticidry texts concerning the repertoire

and most importantly

* in preparing the performance repertoire, emphadisbe placed on “guided discovery”: all
parts will be unmarked (part of their task mustsishof paying attention to each other’s parts
and working out bowings and fingerings) and timdl Wwe left to allow students to make
mistakes about tempo, bow strokes, articulatiod,fargeringso that solutions respond directly
to experienced problems and difficulties.

As mentioned above, the quartets of Haydn provideexessary materials for this work, but | have
found it indispensable to begin work not with fimbvements — as is generally the case — but wé&h th
menuets. These movements are among the shortest characteristic, and most technically
accessible, and provide the first short-term gdahe summer: all of the quartets must perform for



each other in a performance workshop whatever tiage prepared of these menuets at the end of the
first week. In fact, most students will start thihking that this first task is much too easy:yowhen
confronted with the necessity of playing for claases after four rehearsals do they realize thginda
well together is so demanding that it is indeeddrdb start with “easier” repertoire. But the pees of
creating a sense of shared identity begins herBr@essor Zweig has often said, the first perforoea

is only the beginning of the learning of the piegad for a quartet, it is the first necessary stethe
creation of a quartet sound. Work on other movementother repertoire begun afterwards usually
goes much more quickly and productively.

In terms of interpretation, starting with menuetsesgnts other advantages, in the sense that teey ar
filled with contrast and variety, and are easilatiein relation to the different types of dancempe
referenced: some menuets are clearly of a mordlgmature, others are closer to the landler style
have other folk characteristics (a musette effectexample). Some are clearly dramatic, othersicom
Reference to dance types is of course much moreretnas a visual, rhythmic, and stylistic image,
and this gives many opportunities for stimulatihg tmagination of the students. This compact form
thus allows the groups to experiment and gain gkitlollective expression in a very short time, trel
ability to create a sense dfaracterandstyleshould be encouraged from the first lessons.

Guided discovery: taking risks to achieve higher gals

| am each year accorded a class of six or severneagsian addition to the baroque ensemble, andree a
thus able to work on an entire opus of Haydn ear:\this project has been going on for some time.
Originally, a small set of pedagogically solid Hayduartets were used each summer, but since
students come back year after year, and most ofliHgyartets can be readily used in this context, |
decided that exploring an entire opus with thesclasuld be more instructive than always playing the
same famous quartets. Why so? Because each ogllis ieea marvelous snap-shot representing
Haydn’s preoccupations at a particular moment sdareer, whether it be the exploitation of some
technical aspect (the fugues in Opus 20), the respdo the influence of performance opportunities
(the Opus 71 and 74 composed for London), the poesef a particular performer (Opus 64 for Toth),
and so on. The stylistic diversity is really exndioary, and immersing the class in a particulansop
allows the students to become concretely familigh ws stylistic particularities (rather than siimp
thinking of Haydn’s music as possessing a simpdedgenous style). The circumstances surrounding
the writing, performing, and publishing of each s@liows students to appreciate more deeply the fac
that music springs not only from the inspired gsrofithe composer, but also arises from encounters,
developments, opportunities, trends, inventiond, @ranges in society, technology, and the other art
Knowing, for example, at what moment Haydn consslipwrites for public performance and for what
reasons is not without consequence for perfornagd,for many young students this will be theirtfirs
encounter with this level of contextualization. Mdgheless, this kind of ‘living-in-the-moment’ af
particular composer is a great opportunity onlyhié works are accompanied pegrtinenthistorical

and stylistic information.

In this we are very fortunate to have not only teenarkable work of Robbins-Landon, of which
excerpts are always read to the students, butlaspew editions of Haydn quartets from Peterdeddi
expertly by Simon Rowland—Jones. Each volume @ositacore and parts, as well as a detailed
introduction explaining notions of sources anddrisal context for each opus, as well as extremely
useful information about the interpretation of Hmre’s bowings, articulations, tempi, and dynamics
Students are provided with scores and copies akthexts, and the information is constantly refirre
to in practical discussions of interpretation.



The practical questions will arise immediately: wéwe bowings different for similar music in each
instrumental part? Why is there no dynamic markatghe beginning of the movement, and what
dynamic is implied? Why is a melody written witluid the first time and not the second? Do dots and
slashes above the notes always indicatecatoor martel€? What is the meaning of the tempo
indications? Does the absence of bowings mearathadtes should be playel#tach® These are all
textual and stylistic issues which raise the qoestf Haydn’'s relationship with musicians, of
conventions of the time, of interpretive freedorh,compositional short-hand, and they all give the
teacher the opportunity to pass on a relative fieetb the students to choose what makes sense and
what sounds good to and for them. It is for tldason a very good idea to allow students to play
passages with a baroque or transitional bow asxperinent, so that they can understand better the
kind of articulation and sound ideal that Haydn trgyebably was working with.

Getting a historical perspective is indispensabteaforking on this music, and the use of a welkeli
urtext provides the opportunity for guiding studerib make informed artistic choices. More
importantly, it also allows them to understand tia score is not — as many of us learned — aébibl
reflecting fixed and immutable composer’s intentibat rather a blueprint to be realized accordimng t
both conventions and imagination, combining infatioraand creativity. The teacher who is willing to
enter this procesguided discoverys of course taking a risk: it would be much easiad more
predictable to simply tell the students what tardorder to make everything sound good immediately.
But learning about the role of the interpreter iaydn’s time means taking individual and collective
responsibility, and this goal is pedagogically sige in spite of its risks. Nevertheless, it igym
experience that if students “own” their interpritat their playing will have more conviction and be
ultimately more satisfying, even if it is very difent from what the teacher might have preferred.
What is at issue is fundamental if we are indeedckéng to provide transposable skillge are trying

to build the confidence of the students in autonsmperformance, not building a particular
interpretation preconceived by the teacheThe use of a repertoire characterized by a certai
interpretive freedom, in unmarked parts, providese#lent material for dealing with these issues.

Learning to rehearse: listening and communicating

No exercise is too simple in form to provide useful
skills and insights: all is a question of the qtyabf
listening to which the students may aspire. Tkis i
why every quartet is instructed to begin with cakef
tuning, without haste, according to the principtés
slightly tempered fifths, particularly in the lower
strings: this will be the students’ first appremat of

the fact that playing in tune in a quartet requires
harmonic and not purely melodic listening. Cellists
and violists may have already encountered thigiffsu
their teachers have instructed them to check GGnd
strings with the piano even before playing sonatas
and concertos, but most students are not awarengbdred tuning in pianos, and are certainly not
aware of the various compromises used between teahp@&d other tunings used in chamber music.
Each group must proceed with unison and octaveescpleferably corresponding to the key of their
designated repertoire, played without any tempotsdever, without any vibrato, with note changes
lead in rotation by one student at a time. If itnst possible to tune and blend the sounds of the
instruments within a few seconds, the studentsiresteucted to build the sound one by one starting
from the cello. Since most groups are not abldddhis exercise easily, we are content to limé th
scale to a single octave, since time will alwaymam a preoccupation. It must be made clear to the




students that this simple exercise in scale plaigngot an end in itself: it is to show how to pree
intonation in all passages. Once it becomes passibplay the ascending and descending scalesn thi
manner, it is essential to replay it in a tempohwat clear pulse, matching bow speed and timbre. |
suggest again that this be lead by each studentation using half notes, so that there is timshow
and feel the pulse and the bow changes, and allests are encouraged to participate in the
establishment of the pulse. In this way, what wasexercise of intonation becomes an exercise for
cueing, bow changes, rhythmic and timbral unitylthdugh some groups find that they have an
immediate, intuitive unity, in most cases it is measonable to expect that students of such differe
backgrounds will feel and communicate a pulse mndied way, and it is even less reasonable to
expect that they will do this while learning a ditflt piece of music. Preparing this feeling oftyrin
scales is thus a way to facilitate the acquisibtbmore complicated skills.

Once this can be done easily, the leader is askpdattice accelerating and decelerating; then ingaki
crescendo and diminuendo; then varying articulatiomow speeds, vibrato, timbrepofticello,
flautando, pizzicato, tremolo, son écrasén every case, whoever is leading must makeréntions
clear, and the others must participate activelthia intention (and not simply follow passivelyJhe
students discover in this way that different atations, tempi, dynamics, etc require differentddrof
cues. In some ways this resembles the famous ¢Besr du style” of Raymond Queneau, in which a
text is presented over and over in different stylsd it remains entirely possible to simply ask
students to try to produce different characterslevplaying scales (for example, “like a rough and
rustic truck-driver” or “like smooth and sweet cbtate mousse”). Eventually, these warm-up
exercises become rather complex sessions of imgatien, in which a great variety of bow techniques,
timbres, articulations, and dynamics provide thearjunity for students to practice the relation
between what they are and what others understamd tb be preparing to do, what they actually do
and what others are doing, and, most importartly rélation between gesture and sound.

Of course, all of these must noé done in one session, but be introduced pragedgsiuring the first
three weeks of rehearsal so that no more than I%i@0tes is spent working on them in each session.
But whatever the group is able to do must be usea warm-up at the beginning of every rehearsal,
and will be reintroduced if it happens that a gaar skill is lacking in the preparation of theosken
repertoire.

These exercises must be completed with scale-glagichords. This can be done in the simplest way,
by explaining that the same scale should be play#tbut vibrato or tempo, but that the viola anff'2
violin must start on different notes (th& @&nd ' of the triad). This produces beautiful diatonic
harmonies (in minor keys | prefer to use naturahani so that there will be no accidentals), and
students will discover quickly that notes that thejieve to be in tune on their own instrument niest
slightly modified in order to be in tune with theot. When all are playing together they may notice
that intonation is bad, but will not necessarilyah&hich part is responsible: in this case the @¢hor
must be carefully built one voice at a time. Tkiisd of listening is fundamental, and it is perfgct
useless to simply tell a student quartet that fiiay out of tune if they have not been througheatt
this most primary stage of harmonic training. tfdents are very good at all of these basic ex&scis
they may also try different inversions and spaciofjthe triads. If they are very advanced, they may
also use more complex four-note chords.

Simple as they are, these warm-ups provide not gabd listening and communication skills; they
provide models for practice of the repertoire withavhich progress will otherwise be slow and
incomplete. We will see in the following sectioays in which these skills can be applied.



Rules of thumb: harmony practice as a key to intonton, phrasing, and tempo

As mentioned in my introduction, many very talentgddents do not really notice the tension and
release of dissonance and consonance in the nhesicare playing. | have been properly astonished
sometimes by their apparent indifference to thisdamental aspect of tonal music, but reassured at
how quickly they begin to understand it once tlaiention is drawn to it. And it has been fascimgti
even breathtaking, to observe how this growing casness leads directly to the resolution of other
aspects of interpretation, primarily that of phngsiand tempo, but also that of character and
articulation. Once students can hear, for exantpéebuilding up of harmonic tension in a phrabeyt
resist naturally the temptation to place false atx;éo slow down, to use inappropriate articuladior
bow strokes, or to make contradictory use of dywami

The bridge from the scale exercises in chords tanigaharmonic listening in the repertoire is, of
course, the playing of Bach chorales. Many colleaguse them as warm-up pieces for themselves and
for their students, and it is true that they ardirsely made that the simple playing of them wilnast
always have a beneficial effect on students. Butilitbe seen here that one of the keys to tuning a
capturing the essence of the phrasing, emotion aatincilation of passages of more complex classical
repertoire is in fact the reduction of these passdag their “chorale form.” In this case, it is chu
easier to understand that practicing a Bach chasateore than the playing of a simple warm-up piece
it is in fact a mini-laboratory for learning how poactice all tonal music. Further, since there ro
dynamics, no articulations, and no overtly desorgptwriting, each chorale is open to tremendous
interpretive possibilities, and the students shd@djuided to try many versions, both in practioe &
masterclass.

In order to direct their attention without givingpeim a detailed harmony lesson requires some
simplification and reduction, using what | referas “rules of thumb.” In most of Haydn’s quartets,

is usually enough to follow the bass line, takeo inbnsideration the speed of apparent change of
harmonies indicated by changing bass notes, anthaséther players to focus on those notes of their
parts which fall on the corresponding beats: if timee they play sounds “wrong,” then they should
simply play the following note... and if not that gnine next (it is usually the resolution of a
dissonance). In passages where there is rhythisptadement, it is extremely helpful to “corredtiet
displacement, by eliminating rests and synchrogiparts which have been set apart. Notes which are
short need to be prolonged, so that their tonalicei to other notes can be heard. Notes whichgda
underneath a slur can be simplified as single, heligs, and virtuosic passages may be reduced to
consonant pitches which fall on strong beats. &heih a penchant for music theory may find some
hints of schenkerian procedures in the followingraples, but | am here only interested in what is
pertinent to performance, and will leave more te&oal considerations for another time.

The most direct application of these exercises daancern a passage in octaves or unison, which
must be practiced slowly and in which harmonic kinig will help avoid wasteful arguments about
melodic pitch. The opening of Opus 74, no. 2 presidn excellent example of how intonation practice
can morph naturally into an exercise of rhythmiatyumhich in turn makes it easier for students to
capture the flowing élan of the alla breve phrasirigalso underlines, in passing, the importante o
conceiving slow practice moving from backgrounddoeground as part of a continuity and not as a
separate, disconnected activity. Slow practicingathing more than practicing quickly in slow matjo

as with a video: the coordination, particularly tiee of the bow, must lead in a continuous linenfro
slowed down to speeded up execution.



| must insist that nonef the examples which follow are presented to sttglen written form:they
must work from their parts or the score and usertbars. But once a pattern has been understood,
they must retain it and use it repeatedly in pcaciin order to build confidence and fluidity.

Opus 74, no. 2 opens in octaves and unison, amad thhe beginning the following exercise should be
used to learn to listen and tune (violin 2 may ipguate or be added later):

Example 1, mm 1-4

Very slowly, progressively faster
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The situation in the first statement of the thenfeerathis introduction, since the melody is

accompanied by flowing eighth-notes which muddysoperception of the pulse and intonation: for
this reason students will usually play measure® 9nlich slower than the introduction. This can be
avoided by proceeding as follows:

Example 2, mm 9-12

Very slow, progressively faster
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Once this version can be well-played, the rhythaspect of the parts is restored, slowly at first an
progressively faster, directing the students’ dibento the need to unify pulse, articulation, bspeed
and placement, as well as a sense of directidmeiphrase towards the end of the phrase:

Example 3, mm 9-10
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Once this preliminary work is done on the entirstfphrase, and it is both clear what the directibn
the phrase needs to be and how the parts may béicaied, it is then usually possible to restotefl
the details. Violin 2 and Viola should be remindedise their bows in the same way as when playing
the quarter-notes in the version in Example 3,h=d the pulse and articulation remain steady and



unified. Generally, many other aspects of theipigymprove dramatically in quality without it bgn
necessary to work on them. The students simply better and are more conscious of what they are
doing and where they are going.

Example 4, Haydn Op 74, no. Z! movement, mm 9-12.

-9 T | . :;w‘;' » ;;v-’?‘w'f
;
N S e — e T Ffe £ - -
D) 4 ‘4 ‘ ‘ ‘ ‘ —_—
P
o)
L. )
Vielin Il (0 B e e e P PP e PP
oJ o e o Je g gy .
P
Viol e T P e e e
10la U o o o & e o | o @ e e e @ e o o | @
J A o o oY % o o 0% % > - - [ ] oS o 6% o %
- - T — - = - - =
P
D e — — — d—
Cello ¥ —— i r S— i P S— i =

»r
Another excellent example is found in the openimgnte from the first movement of Opus 74, no 3,
known as “The Rider”. Because of the staggeredative entries, the theme has a fragmentary nature
that makes it challenging for students to maintaim pulse and achieve continuity; the tortured and
incomplete nature of the harmony usually leads thengive exaggerated weight to each apparent
arrival point. This can be avoided by evening aut prolonging the harmonic pitches, so that it loan
heard as a choral with a single long line leadmgrt inconclusive cadence:

Example 5, mm 11-20

Very slowly, molto tenuto
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Once this line has been mastered, it is really naasher for students to return to the surface dedad
maintain connections between their entries. Stisdeho had a tendency to slow down, to play quarter
notes in a staccato and non-melodic way, or tordauates incorrectly, understand much more quickly
the direction, character, and articulation necgstapreserve the integrity of the phrase. Andaeg
without saying that it is extremely important thia¢y hear and feel that the arrival in measures2tot
conclusive, so that thé®violin will not be tempted to give too much impanmte to his entry. Finding
the phrase’s ultimate destination would be the seef (it is in fact the arrival on the second Keyme

group).
Example 6, Opus 74, no. 3, first movement, mm 11-20



Very slowly
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A similar situation can be found in the developmsedtion of Opus 71, no. 2, where the octave leaps

and unsynchronized entries risk preventing studéots hearing the gradual increase in harmonic
tension. As in the preceding examples, the slovetfm@ must also include constant attention to the

relation between harmony, phrasing, bow placenmsow, speed and articulation, and the relationship

between the parts. But it is clear that in thisegall of these elements will greatly suffer ilirected

by sensitivity to harmonic events:

Example 7, mm 75-82
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Example 8, Opus 71, no. 2, first movement, mm 75-82
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Two concluding examples will underscore the faett fracticing only the parts as they are written is
not the most efficient method of working, and thas relatively easy to explain to adolescentsin
non-theoretical way how to invent practical methéalsimproving collectively. The end of the first
movement of Opus 64, no. 6 presents a variant @fist theme which poses a considerable challenge
for young players in terms of intonation, rhythmsemble playing, and phrasing, in large part bexaus
of rhythmic displacement, rapid off-beats, and @aeseof suspenseful harmonies. The first five
measures give an indication of the practice sahtichich can be applied to the whole passage.

Example 9, mm 123-128
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Practicing this version progressively faster leaitegnaturally to the restored details of the orad
which becomes much easier to play:

Example 10, Opus 64, no. 6, first movement, mm 123-
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A last example is with regard to the virtuosic @ags, which are often practiced slowly indepengentl
of the accompanying parts. This is a grave mistdiesolo line not only benefits from the reductain

his part, but needs these reference points toibéoreed through constant repetition with the pattie
collaboration of his colleagues. Whereas a probessiplayer could hope to practice alone and still
maintain a consciousness of the harmonic undemgsnof his part to guide him, a teenage student can
rarely distinguish by himself which of the notesaifarmonic tone, a passing tone, or an arpeggiatio
If the underlying melodic and harmonic structurediae evident to him, however, and workable
fingerings are found, all of the notes fall intcag®, and the bow-strokes, the dynamics, and the
relationship between the parts become equally aevidied organic. Otherwise, many hours of solitary
practice risk being crowned with disappointment] aven a very well-executed passage may sound
directionless and out of tune. Such difficult @agss as the following, from Opus 71, no. 1, require
much careful attention:



Example 11, mm 101-108
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Example 12, Opus 71, no. 1, first movement, mm 108 -
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Conclusion

| hope that it is clear that in all of the exampdagen in the preceding section, the methods oftpma

to be applied are those introduced in the warmxgrases. In other words, if a passage is being
practiced harmonically, and it is not possible & g chord in tune quickly, then the sequence of
harmonies must be played without tempo, and eachdchuilt by adding voices one by one. The
passage then must be repeated with a tempo, aedtegagain with increasing fast tempi. The cueing
exercises are preparation for the kind of obsewmatiecessary to maintain or improve unity in
execution throughout the rehearsal.

By proceeding in this manner, it is hoped that uwerg case, and no matter what the level of
competence or natural ability of the students m&yshudents will finish the four weeks of the Summe
String Academy with tools, with repertoire, witlieeeling of having constructed a true, shared chambe
music identity by having acquired performing anitical abilities that provide a foundation for fher
growth. We believe that in this way, the chambersim experience goes beyond a pleasant and
amusing occupation to contribute in a profound ardispensable way to the development of the
autonomous, artistic self in each young musician.



AN ARTISTIC PORTRAIT. INTERWIEV

Gundega Smiteomposer

Chairman of the board of the Latvian Composers’dnig
She studied at thaZeps MediS College of Music (1992-1998), in 1994
she began studies at th@dls Latvian Academy of Music in the
composition department witeteris Plakidis under whose direction she
received her Bachelor’s degree in 2005 and Mastieggee in 2007. She
worked as a music theory and piano teacher in Magdiools in Latvia
and as organist, also a teacher at the St. Jolomgrégation in
Philadelphia, USA (2001-02)

For her workTransformationshe won first prize at the Latvian Academ
of Music competition (1999) and gained a World Fatlen of Free
Latvians Cultural Foundation recognition certifiedidor her works
HomecomingandArriving, 2001. She gained 6th place at the 20
International Rostrum for Composerempetition for composers younge
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Culturescapeiternational young composers’ competition (fag thork

Isochasma2006), and received thealivaldis Kenipd Award (2006).She took part in the 5th arfti 16ternational
Latvian Music Camp at Ogre and Sigulda and alsoAbademic d'Villecrozen France. She supplemented her
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Is it easy to write chamber music for children?

Gunta Melharde, editor by e-journal: We became acquainted with you when you were @syaad
your mother brought you into my classroom to lgaiano. I've been following for your growth in the
coming years and | am proud and happy with all egrth Especially for your courage to seek and find
yourself. So | would like to speak to you as on@uwifs. And not just because you come frareps
MedinS’ School, but also because you have been oneedirgt Latvian composers who stood at the
cradle of the children’'s chamber music tradition.ypu remember when and how did you start to write
a children's chamber music?

Gundega Smitel guess, it often happens that the bond with teactwio gave you the basics
breaks at one moment, life goes on — new peopleandeachers comes into our lives. That's why
| am very pleased that with my first piano teadt@ed also music teacher in wider meaning) — with
you, Gunta, this bond continues and gets even marg,facets. Yes, | remember how | started to
write music for children. | was still student of sitiacademy composition class when you spoke to
me and convinced about beautiful aim — to creasentfer ensemble tradition in Latvia — and it was
not difficult to convince me. | took it like intesgng creative challenge and that's how my first
compositions for children arose.

GM: And all your family has been and is still activetwolved in this process. Does it have any
particular reasons?

Gundega Smite My family has always been deeply into music proessboth Professional

(grandfather — composer and conductor Alexandein&alsister leva Smite — pianist and



accompanist), and amateur level like my parentassipnate choir singers. [She’s mother - Editor
Anna Smite encouraged and facilitated the pubbeatf four notebooks in the collection "Let's
play music with friends", published lRasa ABCEd. GM]. Music was just always around us. As a
natural state, without which life is hard to imagin

GM: How much space in your works play tracks of chamasic directly to children and young
people's?

Gundega Smitelt would not be appropriate to call it big — | wantcontinue to write more and
more for children — but it is very important though

GM: Whether and why you think this area as essential?
Gundega SmiteThis scope is extremely important and there areymeasons for that. First, the
basics — chance to play in chamber ensemble fram lveginning — childhood, in my opinion,
creates not only joy about music, deepest undetstgrabout music (which is so very important),
but, together with chamber music culture — develepimof interplay and mutual tolerance
children’s personality definitely forms in the mgsisitive way! Second — repertoire. In chamber
music playing there must be equal amount of modeusic next to classical values. Sometimes
even Professional musicians shields from today’simiike exotic language which is not worthy to
learn. But it is worthy! It is important for musiehich is written today to be played and understood
now not after 100 years. But there is very smalbam of music which would be composed
especially for children chamber ensembles. Not Enapd primitive but serious and meaningful.
We only think that kids are small and can’t undamgt something deeper. Of course, there are some
specifics with children’s perception, but | am sthat it is important to start introducing young
musicians with new, modern music language from \d@mdhood. By the way, they seem to be
very open-minded to everything new and differents much difficult to accept the difference later.

GM: Your current position - whether it promotes the @iycomposing, or conversely - it interferes?
But maybe you see something like the substancéarhber music - to be "one of the", desire to hear
others, with the joy of giving and taking, when ydgame” helps each other to play better to achieve
the common goal - to make this world a better place

Gundega Smitel guess it will not be easy to answer this questiarly. One thing is, you
must be alone in composers’ profession, you nedth@ your own mental space which starts
to split and break when we involve ourselves intbnard activities. With this | mean my work
in Composers Union chair. It is egocentric, if logkform the position of me — composer, my
creativity suffers from that because it is extreyifficult to switch form active organizing to
creative activity. But another thing is — | am vgrgased that | can create something different

while being in this chair — | can organize festsyaloncerts, seminars. | am conceived very nice



program in next year’s ,Latvia’s New music daysSstigal — it will be made from premieres
only and children chamber music only! About 20 cosgrs will be asked to compose
especially for them!

GM: Tell me how you write! Do you choose instruments domposition at first or even specific
artists first? What determines the musical contémihe piece, the image system, characters anor&cti

Gundega Smitelt has been in a lot of vary, but mostly | compdseparticular musicians,
particular ensembles. It must be the social sidepfcharacter — | can get very strong inspiration
from some musician and | start to cooperate with at the very beginning of composition. As my
music is based on exploring the varietys of timpralso using widen play techniques, this
cooperation is necessary. Apart from that therenzaiay sources of inspiration — painting, poetry,
sound phenomena, nature processes...

GM: Do you have specific orders and cooperation inftald?
Gundega Smite Yes, | work like this for 10 years already, andehércan mention a lot of
musicians and ensembles, but first of all | wouke# lto mention ensembleAjtera veritas and

Latvia’s Radio choir.

GM: A few of your compositions were selected for thdigattory pieces of the IX International
festival competition of chamber ensembles for yopagormers “We Play Music with Friends”. They
were able to listen to both live and on CD. Woubdi ype willing to continue this collaboration?

Gundega Smite Definitely! In last few years I've composed mosfty Professional musicians
and | feel that something new for children chandreembles could arise! By the way, | think that
it is special responsibility — to write for childareEven bigger than when writing to Professional
choir of orchestra. Message that we include ingigatten for children and means we use to reveal
it in sound language must be searched with spaseiate. And another thing, maybe to some
children my composition will be the first commurtica with modern music language.

GM: We believe that the composers are our good frigrtas care about the fact that we have to play.
What do you wish them?

Gundega SmiteFind a way to turn his work to composing music young performers. This is
just casually watching it may seem that writing rausr children means to some extent or limit
yourself to simplify his musical thinking. The irm&orld of a child is extremely rich. Going intq it
maybe even ourselves — professional composerspanable to discover the essence of a some
things. Because, really anyone who, but to childeelre is impossible, especially in music.

GM: Do you want something to wish for the same youngimans and for teachers and parents?



Gundega SmiteOpen soul and wish to learn, to feel, to discovew theories in which sounds
can lead us! It is enormous wealth.
GM: Thank you for your time which you gave us, and welaoking forward to further meetings in
music!

(Translated by Lauris Mefiodis)



My name is Juta Berzina
| worked as a teacher of cello and chamber
ensemble in the Music SchooiwRils Jurfins
of Riga and am the head of the string
department.

In spring 2011, received a bachelor's
degree in composition at thazéps \tols
Latvian Academy of Music by Professor
Selga Mence.

For already 12 years I'm interested in
orchestration and arrangements for various
chamber ensembles.

For those who wish to arrange popular music

We all have faced the situation when student wamtplay something fronThe Beatles,
Madonnaor something else from the enormous variety ofutexpmusic. We can ignore these wishes
saying that the study process is very busy. Butarealso cheer the student a bit and fulfill histwi
The question is — how to manage that? It is muebteihave the melody and chords of the song written
somewhere. What's next?

There are some rules which must be remembered make the arrangement of popular music.
What are these rules?

First, the form of compositiorit doesn't matter, if you want simply to play sopwpular song
on piano or to make long paraphrase from its therttee form must be clear. Longer or shorter — it's
not the question, but you as well as student wHbperform it and listeners should have some idea
about what will come next, where is the beginnifighe composition, where is the culmination and
where — the ending.

Second,_the harmonic structure of compositidbsolute freedom with and without dissonant
sounds is acceptable in melody, and that is whiethmust be clear harmonies in background. It is the
same with co-voices and second voices — you caremaky nice second voice but you have to
remember that it can not be too dissonant withdomsilody (if they goes at the same time).

Third, the style of compositioriow do we want to interpret the composition andtdre the
peculiarities of chosen style. Jazz, rock, popndat- these are just words which provides some idea
about how this all should sound like. But they wiihy only empty words if we will not know at least
the main characteristics of the particular styld also — how to bring them into life or imitate tine

We know that almost every composition contains oélady, bass line and harmonic
background. We can change some of these elemera of them when arranging — it depends on
what effect we want to achieve. There are two np@rameters which we can change — rhythm or
harmonies (and bass line with it). Yes, we can ghaslso pitches if changing the melody, but they
will, however, enclose in the chord and harmonys Ithe rhythm which determines the style of our
improvisation. It is the harmony which determinles treativity of making it.

Let's start with basics. The base is always meloily particular harmonies — chords. Notation
is fixed very approximate in popular music. The miaind of notation is this — melody and it's chords
written near. We know the letter system (C, D, &)etOften these letters are written together with
some sign/number/letter combinations. The easiest i — to ignore it all, leaving only the basic




harmony. In case if two letters are divided witas$l, we look only to first and do not think abdu t

other one (about bass).

It is useful if you need to react quickly. But it 8 not very professional. That's why here is

the legend of frequently used chords.
Cdim
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In brief:
m - minor

maj - great Major seventh

number - an appropriate interval from the origs@lnd
dim - diminished seventh chord or triad

aug - increased triad or seventh

negative sign - decrease (also flat)

plus - increase (and sharp)

sus - a delayed third in the interval marked Nr.

C/ G - Up to C major chord, but G in bass
(information fromwww.soundroom.ry

Speaking of chords, we definitely must speak alioaiL2-bar bluesprogression which is the
base of all modern popular music. It is the stnetd2 bars in length — four bars with particular,

constant harmonies repeats three times. Thersvarkinds of thel2-bar blues

Archaic 12-bar blues

2 A typical Jam sessiorl2-bar blues
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Mainly used triads

Mainly used seventh chord, not triads




The transcript in notes:
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Common to both progressions — there is obligatonyctin the 3rd bar; 4th bar is the bar of
transition (there are pauses in melody). It iskibet to write blues in 12/8 meter, accenting thakve
beat. Free rhythm is characteristic: in some ks player can imitate delay, in other — rush.

When blues became faster Swivgs born — now it is simply one of the names &azj In the
1930's with the wordwing dance music for large wind brass with rhythm sectidrums, piano,
contrabass and guitar) was meant.

Making the tempo even faster and joining electnttar rhythm'and'bluesvas born — afro
American music style which got the namoek'n'roll among the white Americans. Basically it has the
same harmony as archaic blues only with differemtgo and rhythm.

(Info from www.soundroom.rj




Strict following to all the harmony changes and the delicacies can be rather hard,
complicated, and not always it's necessary. Thexeveo easy ways how to imitate jazz — attach to
triads a seventh, or sixths. And then you can plagthing, the effect of jazz will be achieved.

We will return to harmonies, but now a little abehythm. We know that many music genres
have their specific rhythmic design — the “callceyd” the the genre. It is the same in popular musi

Jazz music is based on swing. It is the type oadidn with constant deflection from strong
beats and avoiding them in rhythmic design as aiin accenting. Two equal length notes will never
be player equally — one will be played longer, othshorter.

So, this kind of notation:

As well as this:

s~ 2999991999929

Will be performed as follows:
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Next important thing is accenting; traditionally#r the second and the fourth beat.
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Sometimes it is not necessary to stick with itntilee rhythm becomes more gentle. The main
thing is to combine rhythm so that at least oneeatavould not be on the strong beat. As it is
mentioned before, swing is also a dance. Besidatsthkils term is also used as name for pulsating
feeling of rhythm which forms between musiciansinigithe performance (it is also callgdooveor
drive).

It is told that Louis Armstrong introduced everylodith his own version of swing history in
Bing Crosby's radio show. When Crosby introduced &s the real master of swing who may tell what
is swing, Armstrong said: “Oh, swing? Well, ok..eWalled it ragtime earlier, then blues, then jazz.
Now it is swing. White men — they always brings aha

It means, if we stick to pulsing rhythm — it doésnatter, triols or punctuated — and will join
some syncope to avoid strong beat, we can imitate and following styles, even without knowing
which is which.

Such genres dsoogie-woogiendrock’n’roll developed from swing.

Boogie-woogieis the style of jazz, originally it is piano musatyle, but these piano
compositions are performed by orchestras and im&ntial ensembles as well. The style developed in
the beginning of 20th century. Financial considerst didn't let cafeterias to hire orchestras dmay t
were forced to go with pianists only. Pianists te@rto create special playing techniques to imitate
orchestra. At the time popular genre ragtime wasadly using technique when with left hand pianist
jumps from bass to chord — so caldde piano The pianists who were not so technical or were no
professional pianists continued playing blues. &uthe clients of cafe's wanted to dance, theyeplay
it faster and with outspoken rhythm (so calletrel-house pianp In this style they tried to imitate
three guitars which plays — one chords, other badsthe third melody, and not the whole orchedtra.




all together made characteristics and coloring obdie-woogie. Most of the boogie-woogie
compositions are based on the same 12 bar prognedsft hand stands practically on the same spot
all the time, the main task is to create continudiyshm movement. Right hand has absolute freedom
— simple but rhythmically outspoken melodic struetu The style got its name when the record Pine
Top's Boogie-Woogie was released in 1928.

One of the variants for boogie-woogie rhythm angnsbis this:
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If we make arrangement in boogie-woogie style,muest invent one bar long bass line
in punctuated rhythm and repeat it in 12 bar pregjos. Figurations for left hand can be in différen
pitches as well (for example, including some chroehathe important thing is that left hand remaine
“on the spot”. For right hand there could be vafyngprovisations from the pitches of chord, , with
without chromatics, with such rhythmical diversgianist is capable for.

Rock'n'roll started in 1950's and with its tradisat is rooted in blues. Rock'n'roll's rhythmical
design is similar only the performance is differeartd also instrumentation is wider (electric gulita
saxophone, sometimes trumpet etc.):
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| already mentioned the possibilities of imitatid®ke can even not define precisely the style: iftake
the12-bar blueand play it slowly, on triplets movement, we cahiave a impression of blues:
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But if we fasten the tempo, we can make somethimgedo rock'n'roll:
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Right hand party can be improved with punctuategthin, different parallel chords and
intervals, tremolos etc. - as virtuous as it isgdas. Here is one more rhythmical formula of dance
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The main thing is to provide constant movementightenotes and syncopate bass. This is the
main rule if we want to imitate popular music. Giviermula in fastest or slowest tempos can create
the impression of rock music (especially with fiftin bass) as well datino style imitation. Let's
continue with thisLatino is common name for South American dances and rhg/thife must admit
though, that each dance has it's own specificsthayt are all very similar in accenting. The common



thing is — accented are not only the strong beatsalso some other beat. And all the difference
between the dances is — what is accented and aehwioment.

Let's start with the most well-knowntango.
The characteristic is — 2/4 meter, but it sounke #/4, basically it is 4/8 meter. Tango has

many different variants. Common in all of themdsent on fourth beat.

Classical:
Tango

Tango Argentina:
Argentinas (angso
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Tango habanera:
Tango Habanéra
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But mostly tango associates with this rhythm:
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Outstanding tango mastastor Piazollauses completely different formula (for examplehis
LibertangQ:
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All these formulas can be used to make arrangesmentango style, it is only necessary to
stress the fourth beat. It is ideal if you comlsegeral varies during the composition.

Next dance iSamba
It was born in Brasilia in early 20th century, udhcing from African music tradition. It is

written in 2/4 meter, but it can also be in 4/4& tharacteristic — 2 bar structure. In first bdirsg beats
are accented, in the second syncope is made:

Samba
4=60 - 100
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Another option rhythmic pattern:
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Bossa-nova
This dance was formed in the 50's of the twentesthtury based on samba. A characteristic

feature — a continuous pulse on the eighth, with tilpical accent (this is usually done on drums).
Another noticeable feature — the party is full bé taltered guitar chords and accents that are not

duplicated and often do not coincide with the malgthmic accents:



Bossa-nova

Another option:
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There are three dances more that must be mentioned.

Rumba: Cuban dance, in which significantly impact theiédn and Spanish musical culture.

Rumba gained popularity since the 30’s of the tvedimtcentury. Its formula is not changed: the
emphasis on the*14™ and 7" eighth in 4 / 4.

One option:

Rumba
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Another version of the rhythmic formula:

| e

Mambo - the other Cuban dance (also 30's of the lagticgn
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Cha-cha-cha is the third popular Cuban dance (50s of the tisdncentury): feature - missing
the second beat in a bass line, replacing it with eéighth notes in the texture:
Ca-éa-ca
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All the above mentioned told to get acquainted wiififierent styles and features they provide

But in reality, to create the impression of Latimérican flavor, it is sufficient to use two formsla
One of them for the basis the rhythm-formula cha-cha:
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and the other is similar to the rumba:
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What is written in all of the above? Because i€#dy if you, creating arrangements, are at least

minimally guided in styles and in their diversifgut if we have no way or time to really dig and
thoroughly, we can achieve the desired effect byensample means.




And a little more on rhythmical figures of popularusic. Almost all styles and genres of
popular music is rooted in the musical culture &ida, which is inherent in a wide variety of rhitic
patterns and the simultaneous sounding of sevhayghmic formulas. Thus, in this case allowed all
sorts of variations and changes. For example, tbgienchanges at any certain unit of length, astlea
one-eighth, rhythm-formula all the time remains $laene, but each time it comes with a delay of one-
eighth:
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It is also possible to double the rhythmic patteyrshortening to half length of note — then a 4-
beat longitudinal bar get the feeling as the 8-beaf(this is commonly used in slow pieces):
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By developing a melodic line, each bar can notiegih a ' beat of bar, and beat her,
engaging in one-eighth the past (as an examplehase a Latvian folk sorfgtzveju, dziediju
augstaj kalna):

Staveju, dzieddju augstajd kalnd.
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And it's version, more syncopation as:

Ritma wvariants.
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(from websitevww.corpuscul.nej}

It's all about the short marks, chords and rhythpaitterns.

Now, in more detail about the possibilities of agaments. Any work (as already mentioned)
consists of a melody, bass line and harmonic §jllietween melody and bass. The easiest way how to
make an arrangement — just write the melody and lras (the basic chord sound or just a chord é th
harmony). Continue to use the exampl&aieju, dziediju.

If we have the following melody,

Ritma wvariants.
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A few words on the harmonization of itself and pistential variation. There are a variety of
opportunities to change the harmony, if you wishis not prohibited. For the harmony - this isrgai
which can be used at times to emphasize some stitggecpisode in the novel. It also allows you to
lengthen the product instead of allowing the ficlabrd by placing the harmony that requires further
development. In fact, there is only one princiglattshould be observed by changing the harmony, or
searching for new opportunities to - they shoultdbediscordant with the melody. At least one sound
in the chord must be shared with the melody.

Continuing on the bass line - and it may have thffi€ options:

repetition of notes —
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This is the simplest version, which can also belmaed together — for a change, or stick to just
one, if the situation requires. If you do not havelay the melody, you can choose any of the above
formulas proposed by the rhythm-and play the apjtgharmonies (in the left-hand — the bass note
or a fifth, and in the right-hand — complete theick® chord.) Thus it is possible to "catch twadbir
with one stone" — we no longer need to invent aay types of textures (the scheme is ready) and we'l
automatically find ourselves in an appropriateestyl

However, if these riffs sound too complicated (af rot as important to make an arrangement
in a particular style), then you can stick to sienplpes of textures. The main thing is that inldfe
hand pulse was continuous, or come static. If yaht hand plays the melody, the left can play the
following:

* arpeggio sounds of triads (creating a romantjgrassion);

» divide the chord on bass, and third, or skiptthed and play bass and a quart (creating the
impression of polka or march);

e
. =

T
|

L 188

} :




» play only an octave or a fifth (interval or figuion) in the eighth movement (like rock).
If your left hand plays bass (better to take a sonmnan octave and avoid triad in a narrow locatam
skip third sound, replacing it with fifth), thenethight hand can plays the following figuration:

* by the sounds of triads (for best results keeppilise of 3 audio in 4 / 4 size) up or down;

* by the sounds of triads in the volume of an ogtap or down;

* divide the chord on third and main sound in a daard direction (in the right hand,

unlike the left, follow the movement of third);

 chordal movement eighths.

It is also possible to unify the movement arpedgads up the sounds from the left-hand to his
right; the right in free moments takes proper chofcharmony, and the left - bass. With regard to
changes in tone, the easiest way (as mentionesihe iuse of syncopation and rhythmic shifts.

You can also tune to play third or sixth doublinglahords. You can add a second or a third
voice, but they (in order to avoid dissonance) #hdoe based on a combination of thirds or other
consonance intervals. Sometimes you can use tlyphmoly - various short second voices or canons.
The melody may emphasize attaching toady in tha fafra static chord.

These simple tools, we can simulate different stypjep, and thus creatively to enrich the
learning process and expand the repertoire studBetsdes — who would have banned for popular
music arrangements to include also some speciimenhts of piano technique for the student which
has long been tired from Etudes by C. Czerny?

(Translated by Lauris Mefiodis)



Pille Taniloo, pianistin,
Lehrerin in Heino Eller Musikschule (Klavier-Klasse

und Klavierbegleitung). Musikerziehung hat in die
Tallinn Music School und der Estnischen Musik-und
Theaterakademie bekommen. Master-Abschluss in
Musikbegleitung. Sie leitet das Kammermusik-Abtegu
in H. Eller Musikschule. Oft nimmt in die Arbeit de
Jury des Festivals Otepéaa (Otepaa) in EstlandAlkiiv

musiziert zusammen mit Kammermusiker aus Tartu.

Mehr: http://www.tmk.ee/

Aktivitaten der Abteilung Kammerensemble
in H. Eller Musikschule Tartu

In Estland gibt es drei Musikschulen, die ihren i8em eine musikalische Mittelschulbildung

geben. Zwei von ihnen — die Musikoberschule Talluma die Georg-Ots-Musikschule — befinden sich

in Tallinn, unsere, die Heino-Eller- Musikschuledt in Tartu. Tartu ist der Einwohnerzahl nach die
zweitgrésste Stadt Estlands. Die Tartuer Musikselat eine 90-jahrige Geschichte. Seit 1971 tragt
unsere Schule den Namen des Komponisten Heino. EleEller ist ein hervorragender estnischer

Komponist gewesen, der in der Tartuer MusikschileJahre lang gearbeitet hat. Er hat hier die
sogenannte Tartuer Richtung gegrindet — er un@ $@mpositionsschiler (Ed. Tubin, Ed. Oja und A.

Karindi) waren fur alles Neue und Zeitgenossiscffeno Alle Komponisten dieser Richtung haben

auch Kammermusik geschaffen. In die Schatzkammemesimischen Kammermusik gehoren solche
Werke wie 5 Streichquartette und 2 Violinensonatem H. Eller, das Klavierquintett von Ed. Oja, das

Klavierquartett und 4 Kammersonaten von Ed. Tubin.

Heute studieren an der H.-Eller-Musikschule in Mételstufe etwa 130 Schiiler. Mit dem Fach
Kammerensemble beschaftigen sie sich im dritten undvierten Studienjahr — insgesamt vier
Semester. Es ist fur sie verbindlich, Musik vonseéredenen Stilepochen zu spielen. Zur Wahl der
Werke werden keine strengen Anforderungen gesteds, soll aber das Repertoire flr
Kammerensembles (eine Sonate, ein Zyklus von $ti)cgespielt werden. Jeder Lehrer geht bei der
Wahl des Repertoires von dem Niveau der Spielerdemd Bestand des Ensembles aus, ebenso wird
die Initiative der Schuler gern gesehen. Meisteimd wn Laufe von zwei Jahren eine Sonate im alten
Stil (Bach, Handel), ein klassisches oder romah&ésc Werk oder ein Teil von diesem, ein

zeitgendssisches Werk und etwas auch von estnissb@men durchgenommen. Im Wintersemester



wird im Fach eine Vorprifung, im Frahlingssemestgre Prifung abgelegt. Das Fach wird im IV.
Studienjahr mit einer Staatsprufung beendet, dgeRdcher umfasst.

Zur Zeit wird bei der Jugend-Abteilung der Musiksleh das Fach Kammerensemble nicht
unterrichtet. Viele Padagogen arbeiten projektwaigeden von ihnen selbst gegrindeten Ensembles,
die sich meistens aus ihren Schilern zusammense&zenwird an Konzerten, Festivals und
Wettbewerben teilgenommen. So war es zum Beisjpiglgn Kammermusikern mdglich, in Pdltsamaa
oder Otepaa aufzutreten, wo die entsprechendenb@ettbe stattfanden. Gunta Melbarde, unsere
gute Kollegin aus Lettland, hat unsere Schiler edaden, am Festival-Wettbewerb "We Play Music
With Friends" teilzunehmen, der in Lettland stattfet. Heutzutage sind in unserer Schule zwei
Ensembles sténdig tatig: das Ensemble fir Blechidmamente "Eller Brass" (unter Leitung des
Lehrers Priit Sonn) und das Flotenensemble "Elgrifdie Lehrerin Anneli Kuusk). In den beiden
Ensembles spielen sowohl Schiler aus Jugend- elisaas der Mittelstufe.

Kontakte

Unsere Kammermusikabteilung hat regulére Kontakteden beiden Musikschulen in Tallinn.
Uber zehn Jahre haben wir unsere Tradition fortggseinmal im Jahr zusammenzukommen und ein
gemeinsames Konzert zu geben. Dieses Konzert ssthbutzutage unter Schilern sehr popular.
Internationale Kontakte haben wir mit der JazepshiMeMusikschule in Riga und mit der
Musikschule in Espoo. Mit diesen Schulen zusammebeh wir im Jahre 2005 das
Kammermusikfestival "Festari" gegriindet. Jede Szlmubanisiert in ihrem Land mehrere Konzerte.
Dazu gehoren auch Meisterkurse unter der Leitukgroger Musiker-Padagogen
Repertoire, Ereignisse.

Das vergangene Studienjahr ist arbeits- und abweusreich gewesen und hat viele
Musikereignisse geboten. Im Kammerensemble habeSdhBler unter der Leitung von 12 Lehrern
oder Lehrerinnen gespielt. Es wurden viele mit Aéteilung verbundene interessante Ereignisse
veranstaltet. Wir haben an dem am 17. Februargsfatidenen gemeinsamen Konzert von drei

Schulen (Musikoberschule Tallinn, G.-Ots-Musiksehtd.-Eller-Musikschule Tartu) teilgenommen.

. 1 Wir sind durch 2 Ensembles vertreten gewesen:
' ‘ Helena Kisand und Tiina Tomingas haben ,Thema
und Variationen fur Violine und Klavier" von O.
Messiaen und Karina Ulper, Karel Véhi, Brita
8 Reinmann und Liina Nigdas Werkvon M. Vihmand

M "Atacca!" fur zwei Klaviere, Schlaginstrumente und



Klarinette vorgetragen. Die beiden Ensembles wurdender Lehrerin Monika Mattiesen angeleitet.
Am 4. Marz haben wir erstmalig an dem internatienalFestival "IN CORPORE"in Tallinn
angenommen. Dort wurden zwei Kammerensembles voMttiesen hervorgehoben: Janari Jorro
und Joonatan Jirgenson mit dem Werk von A. PartéManser" und Karina Ulper, Karel Vahi, Brita
Reinmann und Liina Nigu mit dem Werk ,Attaca” von Mihmand".

Vom 1. bis zum 3. April sind die Direktorin der H.-

Eller-Musikschule Tartu Kadri Leivategija und die
Lehrerin derselben Schule Pille Taniloo auf dem 5
Kongress der ECMTA in Rom gewesen, auf de
die  Musikschule Tartu der Gesellschaft
europaischer Kammermusik-Lehrer als Mitglied
beigetreten ist. Das ist fir uns eine dankenswertg
Méglichkeit gewesen, Kollegen aus andererf:
Staaten kennenzulernen und auf dem Gebie
Kammermusik neue Informationen zu bekommen.

Am 19. Mai hat in der Aula der Universitat Tartunédammerkonzert aus der Serie "Musiker
der Zukunft" stattgefunden, auf dem ein grofRer Timbkerer Kammerensembles, darunter auch
Vokalensembles, aufgetreten sind. Es wurde sowaitgendssische estnische Vokalmusik (Lieder von
Tonu Korvits, Lepo Sumera, Arvo Part und Kuldar Kimals auch klassische Kammerwerke
(Beethoven, Brahms, Schumann) vorgetragen. Ebesisdas bei der Musikschule standig tatiges
Ensemble fur Blechblasinstrumente Eller Brass dtdten, das drei Teile einer mittelalterlichen
Tanzsuite von T. Susato vorgetragen hat. DiesealNem auf Kammermusik orientierte Konzert am
Ende des Fruhlingssemesters ist in der Eller-Scaulesehr erwartetes Ereignis geworden und stellt
eine schone Zusammenfassung des ganzen Jahres dar.

Am 31. Mai hat das Staatsprufung-Konzert der Absalgn der Musikschule stattgefunden.
Die Prufung ist sehr umfassend gewesen: es habram d@ Ensembles mit insgesamt 27 Schilern
teilgenommen. Die Vorsitzende des Prifungsaussebussr Dozentin Natalia Sakkos aus der
Estnischen Musik- und Theaterakademie, die einer sgite Vorbereitung der Ensembles
hervorgehoben hat, die das groR3artige Gelingendimdhohe Qualitat der ganzen Pufung garantierte.
Jedes Ensemble konnte sich nach seinem Geschmadkr@yramm auswahlen, nur die Dauer des

Programms — 20 Minuten — war reglementiert. Es deéan klassische Kammersonaten (Mozart,



Beethoven) und Musik des 20. Jahrhunderts (Debdssgyin, Piazolla, Vasks). Man konnte sich fur
zwei Violinen und zwei liegende Harfen arrangid¢¢eanmermusik anhoren (Vivaldi, Part, Piazolla).

! Auf einer sehr hohen Ebene sind Vokalensembles
(7) unter der Leitung der Lehrerin Jaanika Rand-
Sirp vertreten gewesen. Es wurden sowohl
Opernduette als auch Kammermusik vorgetragen.
Den Publikumserfolg haben zum Beispiel "Blaue
Augen hat das Madchen" von R. Schumann, das
Quartett "Caro mio Druck und Schluck" von W. A.

. Mozart, das Duett von Malatesta und Don Pasquale
aus der Oper "Don Pasquale" u.v.a. verdient. Fishitier aus der Abteilung Blechblasinstrumente
sind zusammen mit dem Eller Brass aufgetreten, @slem Werke von A. Vivaldi und T. Susato
vorgetragen.

Am 4. Juni sind Schuler unserer Schule auf demiga Rtattgefundenen IX. internationalen
Festival-Wettbewerb fiur Kammermusik "We play Mug¥ith Friends" erfolgreich aufgetreten. In der
Kategorie C haben die Flétistin Kersti Perandi ded Pianist Ragnar Kriiska den I. Platz gewonnen.
Sie haben den I. Teil der Grande Sonate concertgmt®5 von Fr. Kuhlau, das Sttick ,Auf dem Flu3”
(estnisch:"Jdel") von H. Eller und die Pastorale von D. Ages vorgetragen. Das Ensemble wurde
von der Lehrerin Ruth Ernstson angeleitet. In datelgorie A haben Helena Saks, die Schilerin der
Jugend-Abteilung der Eller-Schule (Fl6te) und Gredaandrat, der Schiler derselben Abteilung
(Gitarre), den lll. Platz verdient. Das Ensembledeuvon der Lehrerin Anneli Kuusk und dem Lehrer
Peep Peterson angeleitet. An der Arbeit der Jutysiéh auch Anneli Kuusk, die Floten- und
Ensemblelehrerin der Eller-Schule, beteiligt.

Der Sommer hat fir uns eine Zeit sowohl furdirhg als auch fir Machen neuer Plane bedeutet.

Wir wollen diesen aktiven und schopferischen Kurshain Zukunft einhalten.



Alexander Kulikov, violinist.
He graduated from the Leningrad State Conservatory
Rimsky-Korsakov. Worked in the orchestra of anceamd
modern music, in the Leningrad Symphony Orchesica a
string quartet, and taught. In 1990 he moved ttaRoh
where he worked in the orchestra of the Finnishdvat
Opera, and since 1995 is a teacher of violin araandter
music at the Musical Institute Kungsvegen in thg of
Espoo. Concertmaster of the Chamber Orchestratgpaie
member ofAlexander-String Quartets well as various
chamber ensembles. Since 2010 - Member of theafury
the International Competition of Chamber Ensemidlies
play music with friendd_ed theWinter masterclasses-2011
for teachers of chamber ensembhlefiga.

How did we play with friends

IX International festival — competition of chambarsembles for young performers took place
in Riga, the capital of Latvia from June tH& & June the'8 2011. | was blessed with the opportunity
to participate in judging for the second time, &®sides that, as some of my students participated i
the contest, | was also among those excited teaetiey had prepared their students for performing.

After the first experience working for this compietn | returned home overjoyed. Every time |
thought something about that trip to Riga, theifigebf celebration returned. And now, after a whole
year filled with daily routine, success and faikyré asked myself, thinking of forthcoming trip to
competition — will it be the same marvelous atmesphwill everything be the same as a year before,
or maybe all the impression was only delusion?

Together with my colleague flutist Asa Gustavssam awrived with two chamber ensembles
from our school (Music Institute Kungsvagen, EspBmland) this year. Riga met us with sunny
summer day and friendly smiles. Inevitable anxietyjourney soon calm down. Concert in Old St.
Gertrude church had planned, which was perfectijaized by Juta 8zina. Here we felt the spirit of
chamber music which was present among participglhtd the festival's time. The idea of this coricer
was ideal by itself — young musicians participaterell as teachers and members of jury, bringing in
life the motto of the festival — to play with frige. Concert in Old St. Gertrude church sounded like

wonderful prelude, becoming informal opening of teenpetition.



45 ensembles participated in this year's compatitioit's more than one hundred young
musicians from Latvia, Lithuania, Estonia and FmlaThis is the geography of competition at the
moment. In my opinion, the structure of competitiswery well organized — participants are divided
five groups by their age which lets them to compeith the musicians at their own level of
background. Definitely a positive thing is that nmly very gifted children participate but also
everyone who likes to play chamber music. And eifesometimes not all goes as teachers had
planned, the main goal — step to creative developmés achieved. At the same time, it was vergnic
that the readiness of ensembles in general wadlgdugh, sometimes it was even difficult to choose
favorites in each group, and there were practically unsuccessful performances. All approved
excellent professional readiness, but | will repeatve are dealing with regular children only with
desire to play together, not some prodigies whdrareing for star career. However, contest is esit
and someone always will be the best!

Speaking of this, | can't say anything about jumsk. It is always difficult to value children’s
creation, especially if we speak about creative metition. For me the friendly atmosphere between
the members of our small team was a great helpemsher of jury, as well as help and support from
colleagues. | want to thank for it and also for ¢neat work organization to the head of jury — Gunt
Spraze and the secretary of jury — Evija Sukevi

And now back to the contest — | want to remark dheat variety of repertoire, performed by
participants. A lot of compositions were new to nidesides, for this year's competition every
participant had to perform one modern Latvian musimposition as obligatory. | think that this is
very good innovation. First, it is stimulating centporary compositors to write music for the chiidre
which, as we know, is not so easy — you must kndet af things, for example, the technical level of

next performer, imagery, what will (or will not) rcg away young musicians and so on. And this kind



of compositions is very necessary, because therstélironly few bright original compositions, weh
particularly for children ensemble. | loved compiosis of Andris Balodis, Gundega Smite afiiks
ESenvalds. Second, it is important for the childtenget into modern music, to listen to new
harmonies, to find and understand it's logic asxspossible, otherwise music which is mirror of o
time will stay like foreign language for them. Atturd, it is tribute to the country which welcomes
participants so sincerely, but for those who lind_atvia, it shows the love to their motherland &sd
culture.

From the pedagogic point of view, festival — conipmt has two ways of influence. The
importance of this event can not be overvalued. W@ see in the long preparing process how their
attitude to performed music and their tasks becomese and more serious, you start to realize how
important it is for children's motivation to havech creative competition. And the first questioonfir
the students after competition is — what will waypin the next season? It expresses so much. Beside
the opportunity to watch and listen to performanakeshildren from different countries expands their
point of view and allows to valuate objective th@vn performance. After all — international festiva
competition is event which can possibly give sughnapression that children's interest about chamber
music will take the lead for long time. Teacheistehing and valuating the work of colleagues and
making contacts, receive new experience, ideaseaes the work in different countries as well as new
repertoire. After all, is it possible to have betggportunity to meet foreign colleagues than such
international festival?

| would like to say a couple of words about semiteing place the next day, when the
members of jury could express their opinion abaritest, pedagogical problems and situation in the
field of musical education. The head of jury — [eesfor Gunta Spge gave very instructive speech
about stage culture, one thing that many teacloegef or are not able to tell their students. P¥ohas
Kazlauskas (Kaunas, Lithuania) gave interesting detdiled overview about the situation in music
education in Lithuania. Dr. Evan Rothstein (ECMTiA) about his organization and about the place
of chamber music in Europe. | have memorized ont@sosentences: “Today education and culture are
in danger.” It is hard not to agree with him. Themmercialization of culture, entertainment spirit,
desire to shock, which do not require intellectefbrt and emotional return — this is what we see i
today's mass art in place of spiritual understap@ibout this world, which is the real assignment of
artist. In the time when request dictates offeplascents and later also adults are forced tofgatith
samples of pop culture, consumption of which does nequire any effort. You can't listen to
Beethoven or watch to the paintings of Cranachautlunderstanding — you need to learn it!

Few years ago in some town of Finland an experimai surprising results took place. It all



begun when people started to show dissatisfactimutabunch of youngsters gathering in shopping
center, drinking beer, swearing and doing othetdigo youth” types of activities. Someone (hist@y i
silent about his name) offered extraordinary solutinstead of police and other strict measurements
they played records of classical music in this @l&rganizers were surprised when youngsters dtarte
to disperse after 10-15 minutes, and surroundifigs] with silent music, became deserted. Thoss ea
and heads, accustomed to deafening rhythms anddieglevithout musical thought did not stand
classical music with its “deepness, courage anchbay,” as said by Pushkin (A. PushkMozart and
Salieri).

Events like international festivals — contests &l &s enthusiasts like the artistic director of
this festival Gunta Meklirde together with her colleagues and assistantganaers of the event, are
extremely necessary to maintain traditions and liev@s many people as possible in the field of
culture. | want to wish for the next year, whicHlvgie anniversary (because it will be™ hternational
festival — contest), not some special successabudreative atmosphere and as large inspiratidn as
saw in Riga again.

(Translated by Lauris Mefiodis)



CARSTEN DURER

(1963), freier Journalist, griindete und leBAACCATO-Verlag
(Dusseldorf/Deutschland); Herausgeber und Cheftedak
PIANONews — Das Magazin fur Klavier und Fligeund

ENSEMBLE — Magazin fur KammermusikNeben diesen verlegt

Carsten Durer das Unternehmen auch Biografien,ieprnd
wertvolle padagogische Biicher im Bereich KlaviezblEn seiner
journalistischen Tatigkeit halt er auch Vortrage $tudenten und

Konzerteinfihrungen und sitzt immer wieder in Jurga
internationalen Klavier- und Kammermusikwettbewerbéudem ist
CarsterDurer Vorstandsmitglied dé&turopean Chamber Music
Teachers AssociatioieCMTA ), derAnton Rubinstein Akademig
sowie Vorsitzender des VereiNaisical Bridgesund gehdrt zur Jury
deseECHO Klassik des deutschen Schallplattenpreises fiur die Klass
(Information austtp://www.toepfer-fvs.de/1251.htnl

Wir danken herzlich HerrrCarsten Ddrer fir die freundliche Erlaubnis seine Einfihrung zum
spannenden Bucheben zu viert: 35 Streichquartette in Interviewshd Portrats in unserem e-Journal zu
veroffentlichen. Wir empfehlen jemand, die in ddasefehquartett interessiert sind, dieses wertv8lileeh zu
bestellen und lesen. Adresse des Verlagsw.staccato-verlag.de

LEBEN ZU VIERT

Zum Geleit

35 Streichquartette — eine beeindruckende Zahlatré®s und Interviews, die in nur einigen
Jahren redaktioneller Arbeit fur ,ENSEMBLE — Maga#iir Kammermusik® entstanden sind (neben
zahllosen anderen Portrats von Ensembles und Kiinsttlie sich der Kammermusik widmen). In
diesem Band sind die besten und wichtigsten Irt@rsiund Portrats von Streichquartetten aus den
vergangenen Jahren des Magazins zusammengefasst.

Streichquartett, die Koningsdisziplin. Das ist &agriff, der eigentlich fur die Komponisten
selbst gilt, die Streichquartette verfasst habeit. &r Vorgabem.uiggi Boccheriniund Joseph Haydn
waren die Komponisten schwer beeindruckt davon,geschickt man fur vier gleichartige Instrumente
schreiben kann. Doch es ist auch eine Koningsdiszifir die austbenden Interpreten, fir die
Streicher, die sich entschieden haben, sich gamz Aesammenspiel und dem - teilweise sehr
intensiven — Zusammenleben zu widmen. Denn wohlmkagin anderes Genre verlangt den
Einzelpersonen so viel Disziplin und Durchhaltevégen ab wie das Streichquartett. Das ,Leben zu
viert* ist schon fast ein gefligeltes Word gewordend so ist es spannend, von den Interpretentselbs
zu lesen, wie sie arbeiten, was sie denken, wabesieegt. Das war der Beweggrund, dieses Buch
zusammenzustellen. Denn es bietet einen Quersahmith die Geschichte des Streichquartetts tUber
fast ein halbes Jahrhundert, angefangen bailman Berg Quarteft bis hin zu den jlngsten
Streichquartetten, die sich erst von einigen Jaldamauf eingelassen haben, ein Leben zu viert zu
furen.

Dabei sind Interviews immer auch ein Ausdruck desrdnts, in dem sie gefuhrt wurden.
Sie haben in etlichen Aussagen allgemeinen Stederfiir die Arbeits- und Denkweise des jeweiligen
Streichquartetts, bilden aber auch eine Momentdufiea Einige der Quartette, die in diesem Buch
vertreten sind, haben ihre Besetzungen langst geéinthben sich also verédndert. Dann sind die
Interviews ein Blick in die Vergangenheit des Enbls, aber in eine, die auf dem Weg zu neuen
Interpretationsansatzen weiterfuhrt.

Wie facettenreich das Denken und Arbeiten ist, wiedfaltig die Felder fur Streichquartette



sind, kann man ebenso anhand dieser Interviewseahldda gibt es solche, die sich der Moderne
verschrieben haben, solche, die sich auf das hstomformierte Musizieren eingelassen haben, und
solche, die sich bestimmten Repertoire-Regionermeid All diese Dinge zeigen, wie lebendig die
Streichquartett-Szene ist und bleibt. Denn nochhalgen sich so viele junge Streichquartette augein
hohen Niveau auf den Konzertbuhnen getummelt. Eusdfuck fur die ewig junge Besetzung
Streichquartett.

Dieses Buch bietet einen Einblick und einen Aushlicdie Welt der Streichquartette, nicht
durch eine journalistische Autorenbrille gesehed bewertet, sondern durch konkrete und direkte
Aussagen der Interpreten selbst. Das macht das lcdesges Buches so spannend.
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