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SUMMARY

The establishment in the 19th century of various musical organizations,
educational institutions specialized in the field, determines a
bifurcation in the development of the fiddle playing phenomenon: on
the one hand, the activity of instrumental musicians of oral tradition,
on the other hand, instrumentalists who promote oral musical culture,
being however schooled within music education institutions. This
process is intensified in the 20th century. Over the years, the musicians
of oral tradition, who know the specific repertoire of a certain folklore
area, the manner of performance, including the practice of
ornamentation, are replaced by musicians who studied the profession
only in specialized institutions and even if they show musical talent,
they are not always initiated into the fundamental elements of
traditional performance, they excel in the use of ornamentation, often
transforming the authentic, folkloric melody into an extraordinary
performance. The stylistic eclecticism in the performance manner of the
young generation of violinists determined the realization of a scientific
research and the elaboration of the methods of acquiring the
traditional instrumental ornamental style, specific to the folkloric space
of the Republic of Moldova. Ignat Bratu (1919-1993) represented and
promoted the art of the violinists of the southern area of Bessarabia.
He knew the traditional training environment of a musician, preserved
the traditional element and developed it, at the same time perfecting
his mastery in the contemporary conditions of interaction with literate
music.

REZUMAT

Infiintarea in secolul al XIX-lea a diferitor organizatii muzicale, institutii
de Tnvdtdmant specializate in domeniu, determind o bifurcare in
dezvoltarea fenomenului ldutdriei: pe de o parte activitatea
muzicantilor instrumentisti de traditie orald, pe de alta instrumentisti
ce promoveazd cultura muzicald orald, dar scoliti in cadrul institutiilor
de invdtdmant muzical. Acest proces se intensificd in sec. al XX-lea. Cu
trecerea anilor muzicienii de traditie orald, cunoscdtori ai repertoriului
specific unei anumite zone folclorice, a manierei interpretative, inclusiv
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a practicdrii ornamentatie, sunt inlocuiti de muzicieni ce au studiat
meseria doar in institutii de profil si chiar dacd dau dovada de talent
muzical, nu intotdeauna sunt initiati in elemente fundamentale de
executie traditionald, exceleazd in utilizarea ornamentatiei,
transformdand deseori melodia autenticd, folcloricd, intr-un studiul
performant. Eclectismul stilistic in maniera interpretativd a generatiei
tinere de muzicieni violonisti a determinat realizarea unei cercetdri
stiintifice si elaborarea metodelor de insusire a stilului ornamental
instrumental traditional, specific spatiului folcloric al Republicii
Moldova. Ignat Bratu (1919-1993) a reprezentat si promovat arta
ldutarilor violonisti ai toposului de sud al Basarabiei. EI a cunoscut
mediul traditional de formare a unui muzician, a pdstrat elementul
traditional, l-a dezvoltat, perfectiondndu-si totodatd mdiestria in
conditii contemporane de interactiune cu muzica literatd.
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INTRODUCTION

Ornamentation is present in all the types of musical art: folk, religious,
academic, pop, jazz, etc. As far as Romanian musical folklore is concerned, it
has a rich tradition. It is known that an important source of musical
ornamentation is the “spontaneous improvisation of the performer, who,
performing a written or traditional melody (therefore of oral circulation),
enlivens, varies or amplifies it.” (Radulescu-Pascu, 1998, p. 10). This
characteristic particularity of ornamentation is still specific to the
performance of folk music nowadays, unlike in the case of literate music,
where the graphic fixation, the indication of the place of the ornament in the
musical text is a natural act of the creative process. At the same time, the
ornamentation in traditional music is not an anarchic, chaotic phenomenon,
executed at random. It is determined by several emotional, psychological,
structural, aesthetic, ritual, communicative factors, etc., it is part of the
musical structure of the folkloric creations and does not only have the
function of beautification.

Regrettably, ornamentation is frequently treated excessively by some
violinists, especially by those of the younger generation, distorting the
specifics of the melody, sometimes having repercussions on the musical
structure as well. The balanced use of ornamentation reflects a traditional skill
accumulated over time, an education in this sense, provided by the traditional
context in which the performer was trained. It is the result of that
spontaneous act of folkloric creativity that belongs to the unwritten laws of
the creative process. In a traditional context, the violinist, at the beginning of
his career, being the creative spiritual exponent of a certain collective, took
over the repertoire of the experienced and appreciated musicians in that
environment, filtering it through his own artistic personality and, preserving
the stylistic essence of the music, he transmitted it further in his turn.
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The natural continuity in mastering the instrumental ornamental style,
which existed in the area of instrumental professionalism of oral tradition,
gradually disappeared starting with the second half of the 20th century. This
was conditioned by several factors, among which: the social-political one; the
establishment of folk music groups with musicians as employees; the
imposition by the authorities of the performance of pieces artificially created
in folk style; the training of instrumentalists in academic institutions and the
marginalization of musicians of oral tradition in the circuit of their professional
activity; the technical and mass media progress. The stylistic eclecticism in the
performing manner of the young generation of violinists, the rush for
originality, often distorting the aesthetic essence of folk creations conditions
the research and development of methods of acquiring the traditional,
general and individual instrumental ornamental style. In this sense, we
consider it important to study the performing manner of those fiddlers who
knew the traditional environment of a musician’s training, kept the traditional
element, developed it, while perfecting their mastery in the actual conditions
of interaction with literate music. One of them is Ignat Bratu (1919-1993).

IGNAT BRATU - BIOGRAPHICAL AND ACTIVITY LANDMARKS

Ignat Bratu represented and promoted the art of fiddler violinists of
the southern area of Bessarabia, originating from the small town of Cahul.
“Nenea Ignat” (Uncle Ignat) - that’s what they called him in the musicians’
environment. He was a man with a sense of humour, with a big heart, with a
noble, gentle soul, who loved life, people, and family. Maestro violinist Nicolae
Botgros, also native of southern Bessarabia, remarked in an interview: “The
whole world knows Nenea Ignat Bratu - the great violinist, actor, musician-
violinist, he was a man who gave us an extraordinary lesson of life. Whoever
played with nenea (uncle) Ignat received a solid education. A great human
being who left us a folk fiddle and human school of how to behave. He always
asked me how the musicians were doing. When | came from Romania, he
would ask what Budala was doing, what this or that person was doing, if | had
been to the grave of Toni lordache, or that of Dragoi... He went to school with
my father at the High School of Music in lasi, and knew the circle of the
greatest musicians” (Ignat Bratu). Other sources report from Ignat Bratu’s
memories that he studied for a year at a music school (Dragomir, 1981:21).

A fiddler with the school of life, in fact, as a child he took over from his
father, Filip Bratu, the art of handling the bow on the strings of the violin, even
though his parents did not really want him to be a musician. Ignat Bratu
himself used to say: “My father hid from me the instruments of all kinds that
we had in the house, but | would steal the violin and lock myself in the barn,
where | learned to play, so that when he found out about my doings, there
was nothing he could do anymore” (Dragomir, 1981:21). His parents being
gypsies, they stayed in one place in winter, while during the rest of the year
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they roamed with a cart the entire Romanian space, his father being also a
master blacksmith who made hoes, spades, which he sold. The older brother
helped his father, and Ignat played the violin. He amazed everyone with his
performing mastery, and his mother, jokingly or seriously, said: “You will be a
great Paganini” (information taken from the pan-pipe player Mihai Dumitru).

Gheorghe Tartdu, the first conductor of the Folk Music Orchestra of
the Chisinau State Philharmonic (founded in 1946, currently the Serghei
Lunchevici National Philharmonic), later called Fluieras, heard him playing, and
in 1953 Ignat Bratu was employed as a soloist-violinist in the orchestra. In 1956,
the violinist Serghei Lunchevici took the helm of the Fluieras and contributed
substantially to the improvement of the orchestra in terms of performance. It
gradually became a highly professional orchestra, performing numerous tours
abroad, obviously with the participation of Ignat Bratu. From 1961, at the
suggestion of Vladimir Curbet, the founder and director of the Joc National
Folk Dance Ensemble (today the Joc National Ballet), Ignat Bratu was
transferred to the ensemble’s orchestra, where he worked until 1968. With
the ensemble Joc, he also toured in Germany, Canada, Greece, Poland and
many other countries, promoting the art of traditional violin performance.

In 1968, the Folk Music Orchestra was established under the
patronage of the TeleRadio Committee of the former MSSR, the artistic
director and conductor being Dumitru Blajinu - another famous violinist, a
representative of the northern area of Bessarabia. At the maestro’s
suggestion, Ignat Bratu joined this orchestra. He had many concerts, made
recordings for the Radio Music Fund. We mention something important from
the work of the Folclor Folk Music Orchestra. Its members, either singers or
instrumentalists, went into the field to record authentic material, which was
later performed by the orchestra. It is, in fact, the merit of the conductor
Dumitru Blajinu, who was not only a great violinist and conductor, but also a
folklore enthusiast, a researcher, later editing valuable collections of musical
folklore such as: Alind, dorule, alind, Chisinau: Grafema Libris Publishing House,
2008, Antologie de folclor muzical: 1107 melodii si cantece din Moldova istorica,
Constanta: Ex Ponto Publishing House, 2002, and others.

In addition to his work in the Folclor Folk Music Orchestra Ignat Bratu
led the folk music band in a prestigious national-style restaurant, the Wine
Cellar from Chisinau, delighting the audience with the most beautiful folk
songs from the south of Bessarabia: Hora de la sud, Cordghiasca and others. In
particular, he preferred romances such as: De ce m-ati dus de langa voi, Vioara,
Car frumos cu patru boi, A venit aseard mama but especially Trecea un car cu boi
pe drum. The fiddler Nenea (uncle) Ignat also appeared as an actor in the films
Codrii (The Forests) in 1967 and Podurile (The Bridges) in 1973 at Moldova-Film
(Turcan, 2016:104).
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WAYS OF ORNAMENTING MELODIES

Regrettably, few recorded solo works performed by Ignat Bratu have
been preserved, but these are true folklore pearls: Hangul si Doina, Ostropait
de la Soroca, Melodie ldutdreascd, Melodie de dor.

The ornamentation of the melodies performed by the maestro reflects
that balance, that moderation and musical wisdom, specific to the generation
of fiddlers who came directly from the tradition. We give as example the well-
known work Melodie de dor, (can be found on Youtube), which represents
him. In it, we find a series of ornaments that the fiddler prefers and which
reflect the specifics of the music of the folkloric area where it comes from. We
observe a combination of ornaments: anterior double appoggiatura located
on the neighbouring (lower and upper) notes of the main note linked to a
lower mordent, performed at a semitone interval, not respecting the effect of
the key signature and being followed by a simple anterior appoggiatura joined
by legato with the note it adorns:
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Fig. 1. Combination of ornaments double appoggiatura and mordant

Ignat Bratu frequently used this combination: appoggiatura and
mordent or appoggiatura and trill, performed very quickly by striking with the
fingers of the left hand, coordinating with the speed of the bow movement,
which highlights each particular ornament by controlling the adherence with
the string:
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Fig. 2. Combination of ornaments appoggiatura and mordant
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Fig. 3. Combination of ornaments double appoggiatura and trill

Another ornamental procedure encountered is the formula made up
of a quadruplet of main notes in sixteenth values interspersed with two simple
appoggiaturas (one posterior and one anterior) played by means of a legato.
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This formula is repeated several times, both on the A string in position | and
on the E string in position lll, using the same fingering:
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Fig. 5. 16™ notes with appoggiatura

In the piece Melodie de dor he used as an ornament a playing technique
procedure less used by other violinists - the tremolo. It is executed by rapidly
alternating at the legato two sounds at different intervals (the minor third in
the given case):
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The violinist skilfully uses ornaments to achieve a special expressive
effect in the performance of the melody. With great skill he combines various
ornaments with a sweet vibrato at the end of the musical phrase. Thus, Ignat
Bratu obtained by playing the violin sonority effects typical of music with a
lyrical, descriptive character.
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Fig. 8. Combination of ornaments with vibrato
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Referring to the ways of using ornaments by the fiddler violinist Ignat
Bratu, we emphasize the presence of other elements of performing technique
as ornamentation, apart from tremolo, such as pizzicato and flageolet.
Analyzing Ignat Bratu’s manner of performance we find a moderate use of
ornaments, as he avoided loading the melody with them. As a rule, successive,
interspersed ornamentation should be avoided and a temporary space from
one ornament/ornamental formula to the other should be created.

CONCLUSIONS

Even if there are few recordings of maestro Ignat Bratu, his value in
preserving the manner of execution specific to the southern area of
Bessarabia is indisputable. Constantin Dragomir (1981, p.21) remarks: “In the
landscape of violin music in our region, Ignat Bratu is one of the few musicians
who are guided more by the innate artistic sense and less by playing the notes.
The temptation of the bow must be great for a man like him, and the
vibrations of the fingers are those of the heart. The violinist had the chance to
hear many songs in his life. His ear caught the most select ones and placed
them like swallows on the strings of the violin, with which he brought many
springs to people.”

We emphasize the importance of knowing the ornamental
phenomenon of different Romanian areas. The correct performance of the
ornaments depends on the understanding of the place where they are used,
which particular ornament is used, the type of creation, the rhythmic accents,
the employment of a certain fingering, bow drawing, but also on an
emotional-ideological content of the folk musical work. It is also absolutely
necessary to cultivate the sense, understanding and responsibility towards
the use of ornaments, the correct use of the particular ornamentation and of
that characteristic of a certain folklore area, the avoidance of borrowings,
which affect the image and sound score of the pieces, destroying the
authenticity of the folkloric source.

ASPECTE ALE ORNAMENTARII MELODIILOR N
INTERPRETAREA LAUTARULUI VIOLONIST IGNAT BRATU -
REPREZENTANT AUTENTIC AL TOPOSULUI DE SUD AL
BASARABIEI

Cuvinte cheie
Muzica instrumentala traditionald, vioard, interpretare, lautar, ornamentare.
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INTRODUCERE

Ornamentica este prezenta Tn toate tipurile de arta muzicala: populars,
religioasd, academic3, estrad3, jazz s.a. In ceea ce priveste folclorul muzical
romanesc, ea are o traditie bogata. Se stie ca o sursa importanta a
ornamenticii muzicale este ,, improvizatia spontana a interpretului, care,
executdnd o melodie scrisa sau traditionald (deci de circulatie orald), o
insufleteste, o variazd sau o amplifica.” (Radulescu-Pascu, 1998: 10). Aceasta
particularitate caracteristica a ornamenticii este specifica interpretdrii muzicii
folclorice si in prezent, spre deosebire de cea literata, unde fixarea grafica,
indicarea locului ornamentului n textul muzical constituie un act firesc al
procesului de creatie. Totodata ornamentul in muzica traditionala nu este un
fenomen anarhic, haotic, executat la intamplare. El este determinat de mai
multi factori de ordin emotional, psihologic, structural, estetic, ritual,
comunicativ s.a., face parte din structura muzicala a creatiilor folclorice si nu
are functia doar de infrumusetare.

Cu regret, ornamentarea este frecvent tratata exagerat de unii
violonisti, in special de cdtre cei din generatia tandrd, deformand specificul
melodiei, avand uneori repercusiuni si asupra structurii muzicale. Utilizarea
echilibrata a ornamentului reflecta o abilitate traditionala acumulata in timp,
o educatie in acest sens, oferita de contextul traditional in care s-a format
interpretul. Este rezultatul acelui act spontan al creativitatii folclorice ce tine
de legile nescrise ale procesului de creatie. In context traditional, interpretul
violonist, la inceput de meserie, fiind exponentul spiritual creator al unei
anumite colectivitati, prelua de la muzicienii experimentati si apreciati in
mediul respectiv, repertoriul lor, filtrandu-l prin propria personalitate artistica
si pastrand esenta stilistica a muzicii 1l transmitea la randul sau mai departe.

Continuitatea fireasca in Tnsusirea stilului ornamental instrumental, care
a existat in sfera profesionalismului instrumental de traditie oralg, treptat
dispare incepand cu a doua jumdtate a sec. XX. Acest lucru a fost conditionat
de mai multi factori, printre care: cel social-politic; infiintarea formatiilor de
muzica populara cu muzicieni pe post de salariati; impunerea de catre
autoritati a interpretarii pieselor create artificial in stil folcloric; instruirea Tn
institutii academice a instrumentistilor si marginalizarea muzicienilor de
traditie oraldn circuitul activitatii lor profesionale; progresul tehnic si al mass-
mediei s.a. Eclectismul stilistic Tn maniera interpretativa a generatiei tinere de
muzicieni violonisti, goana dupa originalitate, deseori denaturand esenta
esteticd a creatiilor folclorice, conditioneaza cercetarea si elaborarea
metodelor de insusire a stilului ornamental instrumental traditional, general si
individual. Tn acest sens consideram important de a studia maniera
interpretativa a acelor lautari violonisti, care au cunoscut mediul traditional de
formare a unui muzician, au pastrat elementul traditional, I-au dezvoltat,
perfectionandu-si totodata maiestria Tn conditile contemporane de
interactiune cu muzica literatd. Unul dintre ei este Ignat Bratu (1919-1993).
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IGNAT BRATU - REPERE BIOGRAFICE SI DE ACTIVITATE ARTISTICA

Ignat Bratu a reprezentat si a promovat arta ldautarilor violonisti a
toposului de sud al Basarabiei, originar fiind din ordselul Cahul. ”’Nenea Ignat”
— asa il numeau n mediul muzicienilor. Un om cu spiritul umorului, cu inima
mare, cu suflet nobil, bland, iubitor de viata, de oameni, de familie. Maestrul
violonist Nicolae Botgros, la fel originar din sudul Basarabiei, intr-un interviu a
remarcat: ,,Pe nenea Ignat Bratu il stie o lume intreaga — marele lautar, actor,
muzician-violonist, a fost un om care ne-a dat o lectie de viata extraordinara.
Cine a cantat cu nenea Ignat a primit o educatie solida. Mare om de omenie
care ne-a lasat o scoala populara ldutdreasca si omeneasca de a ne comporta.
Ma intreba intotdeauna cum o mai duc muzicantii. Cdnd veneam din Romania,
intreba ce face Budala, ce face cutare, dacd am fost pe la mormantul lui Toni
lordache, al lui Dragoi... El a facut scoala impreuna cu tatdl meu, la liceul de
muzicd din lasi, si cunostea cercul celor mai mari muzicanti” (Ignat Bratu). Alte
surse relateaza din amintirile lui Ignat Bratu, precum ca a studiat un an la o
scoala de muzicd (Dragomir, 1981: 21).

Lautar cu scoala vietii, de fapt, de mic a preluat de la tatal sau, Filip Bratu,
arta de amanui arcusul pe corzile viorii, chiar daca parintii lui nu preafsi doreau
sa facd meseria de muzicant. Insusi Ignat Bratu povestea: ,,Tata ascundea de
mine instrumentele de tot felul pe care le aveam in casa, da eu furam vioara si
ma Tnchideam in hambar, unde am deprins a canta, incat atunci, cand a dat de
poznele mele, nu mai avea ce sa-mi facd” (Dragomir, 1981: 21).

Parintii fiind tigani, iarna stateau locului, Tn restul anului cutreierau cu
caruta prin tot spatiul romanesc, tatal sau era si mester in fierarie. El
confectiona sape, harlete s.a., pe care le vindea. Fratele mai mare 1l ajuta pe
taicd sdu, iar Ignat canta la vioard. Uimea pe toatd lumea cu madiestria
interpretativd, iar maica-sa mai in gluma, maiin serios Tn zicea: O sa fii un mare
Paganini (informatie preluata de la naistul Mihai Dumitru).

Gheorghe Tartdu, primul dirijor al orchestrei de muzica populara
(fondata n 1946) a Filarmonicii de Stat din Chisinau (actualmente Filarmonica
Nationala Serghei Lunchevici), ulterior numitd Fluieras, l-a auzit cantand si in
anul 1953 Ignat Bratu este angajat in calitate de solist-violonist in orchestra.
Din 1956 la carma Fluieras-ului vine violonistul Serghei Lunchevici, care
contribuie substantial la perfectionarea interpretativa a orchestrei. Ea devine
treptat o formatie de inalt profesionalism, efectuand numeroase turnee peste
hotare. Din 1961, la propunerea lui Vladimir Curbet, fondatorul si directorul
Ansamblului National de dansuri populare Joc (astazi Baletul National Joc)
Ignat Bratu se transfera in orchestra ansamblului, unde activeaza pana in anul
1968. Cu Joc-ul, la fel, are turnee in Germania, Canada, Grecia, Polonia si multe
alte tari, promovand arta interpretativa violonistica traditionala.

Tn anul 1968, pe langa comitetul TeleRadio a fostei RSSM este infiintata
orchestra de muzica populara Folclor, conducator artistic si dirijor fiind
Dumitru Blajinu — un alt celebru lautar, reprezentant al toposului de nord al
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Basarabiei. La propunerea maestrului, Ignat Bratu vine Th aceasta orchestra.
Are multe concerte, face inregistrari in fondul radio. Mentionam un lucru
importat din activitatea orchestrei de muzica populara Folclor. Membrii ei, fie
cantareti, fie instrumentisti, mergeau in teren pentru a inregistra material
autentic, care ulterior era interpretat de orchestra. Este, de fapt meritul
dirijorului Dumitru Blajinu, care a fost nu doar un mare violonist si dirijor, dar
si un pasionat de folclor, un cercetdtor, editand ulterior colectii valoroase de
folclor muzical, cum sunt Alind, dorule, alind, Chisindu: Editura Grafema Libris,
2008, Antologie de folclor muzical: 1107 melodii si cantece din Moldova istoricd,
Constanta: Editura Ex Ponto, 2002 s.a.

Pe langa activitatea in orchestra de muzica populara Folclor, Ignat Bratu
conduce taraful intr-un restaurant prestigios in stil national Cramd din
Chisinau, delectand publicul cu cele mai frumoase melodii folclorice din sudul
Basarabiei: Hora de la sud, Cordghiasca s.a. In mod deosebit el prefera
romantele, precum De ce m-ati dus de ldangd voi, Vioara, Car frumos cu patru boi,
A venit aseard mama, dar mai ales Trecea un car cu boi pe drum. Lautarul Nenea
Ignat s-a produs si ca actor in filmele Codrii, anul 1967 si Podurile din anul 1973
la Moldova-Film (Turcan, 2016: 104).

MODALITA'[I DE ORNAMENTARE A MELODIILOR

Cu regret, n interpretarea lui Ignat Bratu s-au pdstrat putine lucrdri
solistice Tnregistrate, dar acestea sunt adevdrate perle folclorice: Hangul si
Doina, Ostropdt de la Soroca, Melodie ldutdreascd, Melodie de dor.

Ornamentarea melodiilor in interpretarea maestrului reflecta acel
echilibru, acea moderare si intelepciune muzicald, specificd generatiei de
[dutari veniti nemijlocit din traditie. Aducem exemplu cunoscuta lucrarea
Melodie de dor (link in Referinte), care il reprezinta. in ea intalnim un sir de
ornamente pe care le prefera ldutarul si care reflecta specificul melosului zonei
folclorice de unde vine. Observam o imbinare de ornamente: apogiatura dubla
anterioarad situatd pe notele vecine (inferioard si superioara) ale notei reale,
legate de un mordent inferior, interpretat la un interval de semiton,
nerespectand efectul armurii si fiind urmate de o apogiatura simpla anterioara
unita prin legato de nota pe care o orneaza:
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Fig. 1. Imbinare de ornamente: apogiatura dubli si mordent

Ignat Bratu foloseste frecvent imbinarea: apogiaturd si mordent sau
apogiatura si tril, executate foarte rapid prin percutarea degetelor mainii
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stangi, coordonand cu viteza miscarii arcusului, care scoate in evidenta fiecare
ornament aparte prin controlul aderentei cu coarda:
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Fig. 3. Imbinare de ornamente: apogiaturd dubla si tril

Un alt procedeu ornamental intalnit este formula alcatuita dintr-un
cvartolet de note reale Tn valori de saisprezecimi intercalat cu doua apogiaturi
simple (una posterioara si alta anterioara) interpretat prin trasatura legato.
Aceasta formula este repetata de mai multe ori, atat pe coarda la in pozitia |,
cat si pe coarda mi'in pozitia Ill, folosind aceeasi digitatie:
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Fig. 4. Saisprezecimi cu apogiaturi
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Fig. 5. Saisprezecimi cu apogiaturi

In Melodie de dor a utilizat un procedeu de tehnica interpretativa pe
post de ornament, mai putin folosit de alti lautari — tremolo. Este executat prin
alternarea rapida la trasatura legato a doua sunete la diferite intervale (terta
micd, n cazul dat):
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Violonistul foloseste cu maiestrie ornamentele pentru a obtine un
efect de expresivitate aparte n executia melodiei. Cu 0 mare iscusinta imbina
diferite ornamente cu un vibrato dulce la sfarsitul frazei muzicale. Astfel, Ignat
Bratu obtinea prin interpretarea la vioara efecte de sonoritate proprii muzicii
cu caracter liric, descriptiv:
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Fig. 7. Ornamente cu rol in expresivitate
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Fig. 8. Imbinarea unor ornamente cu vibrato

Referindu-ne la modalitdtile de folosire a ornamentelor de catre lautarul
violonist Ignat Bratu, subliniem prezenta si altor elemente de tehnica
interpretativd, in afard de tremolo ca ornamentare, precum pizzicato si
flajoletul. Analizand manierea de interpretare a lui Ignat Bratu constatam o
utilizare moderata a ornamentelor, evitarea incarcarii cu ornamente a
melodiei. Ca o legitate se impune eludarea ornamentarii succesive, intercalate
si crearea unui spatiu temporar de la un ornament/ formula ornamentala la
celalalt.

CONCLUzZII

Chiar daca au ramas putine Tnregistrari cu maestru Ignat Bratu, totusi
valoarea acestuia in pastrarea manierei de executie specifica zonei toposul de
sud al Basarabiei, este incontestabila. Constantin Dragomir (1981: 21) remarca:
,»In peisajul muzicii I3utaresti de la noi Ignat Bratu e din numarul celor putini
muzicanti, care sunt calduziti mai mult de simtul artistic Tnndscut si mai putin
de cantatul pe note. Mare lucru mai e si ispita arcusului pentru un om ca
dumnealui, iar vibratiile degetelor sunt cele ale inimii. Violonistului i-a fost dat
sa auda multe cantecein viata sa. Urechea-ile-a prins din zbor pe cele mai alese
si le-a asezat ca pe niste randunici pe strunele viorii, cu care a adus multe
primaveri oamenilor”.

Subliniem importanta cunoasterii fenomenului ornamental al diferitor
zone romanesti. Interpretarea corecta a ornamentelor depinde de intelegerea
locului unde sunt utilizate, care anume ornament este folosit, tipul de creatie,
accentele ritmice, aplicarea unei anumite digitatii, trasaturi de arcus, dar si de
un continut emotional-ideatic al lucrarii muzicale folclorice. De asemenea
absolut necesar este cultivarea simtului, intelegerii si responsabilitatii fata de
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utilizarea ornamentelor, folosirea corecta a ornamentadrii particulare si a celei
caracteristice unei anumite zone folclorice, evitarea unor imprumuturi, care
afecteazd imaginea si partitura sonora a pieselor, stirbesc autenticitatea sursei
folclorice.
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Melodie de dor [Song of longing]:

(https://www.youtube.com/watch?v=0tAyXq8wrhA)

Transcribed by Vitalie Grib
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