International Journal of Literature and Arts

2014; 2(5-1): 1-7 SCieNCePC
Published online August 26, 2014 (http://www.scigmablishinggroup.com/j/ijla) '_ - —
doi: 10.11648}j.ijla.s.2014020501.11 V Science Publishing Group

ISSN: 2331-0553 (Print); ISSN: 2331-057X (Online)

The idea of beauty in the piano cycle “Childhood Bi rds”
by Konstantin lliev

Krasimira Georgieva Fileva-Ruseva
Faculty of Music Pedagogy, Academy of Music, Daacd Fine Arts — Plovdiv, Bulgaria, Europe

Email address:
krassyfilleva@abv.bg

Tocitethisarticle:

Krasimira Georgieva Fileva-Ruseva. The |dea of Beautlie Piano Cycle “Childhood Birds” by Konstantiiell. International Journal
of Literature and ArtsSpecial Issue: Musical Theory, Psychology and §egha Vol. 2, No. 5-1, 2014, pp. 1-7.

doi: 10.11648/.ijla.s.2014020501.11

Abstract: There is beauty everywhere in nature. Sometimes essatures, that we are used to consider unsjdhihgt
with it. Looking more closely, ignoring the traditial view, we find colour combinations, proportipngovements that get
surprisingly beautiful as soon as we realize iafinthe depiction of beauty could take differemis as well as it could take
most unexpected characters for its prototypes. Kinthof beauty reveals to us the small gallergludiracters — the piano
cycle “Childhood Birds” by the Bulgarian composeori§tantin lliev. It is comprised of six plays. Inig piano cycle |
analyze the beauty of the characters — for exatmgdittle sweet-voiced nightingale, where the lgdies in its skilful
singing, i.e. in what it can do; unlike the rose, which the bird is perched, where the beauty iie#ts symmetry,
proportionality and grace — in being what it iseTdwallows are beautiful with the audacity to sflegvith the fierce mighty
wind. An example of the beauty of the constructisrihe classical regularity of the built-up musidatms; the slight
diversions from which are prompted by the specifipresentational tasks in each play. The beautepiction lies in the
outspoken and compelling description of all thegemby means of ingeniously found and utmost cenuisans. The cycle
as a whole is an example of yet another type afifyeathe beauty of invention, of creativenesgjis€overing a wonderful
in its clarity and brevity way of recreating a cheter so that it can be perfectly recognized, &athr life into it, to give it
emotions and meaning, the beauty of an artistame’tito materialize through sound the elusive inamality of a dream, the
beauty to challenge the imagination of the perfararmel make the listener soar, the beauty of thelmin

Keywords. Music, Piano Work, Beauty, Musical Analysis, Komgta lliev

1. Introduction 2. Objects, Aim, Subject and Tasks of

There is beauty everywhere in nature. Sometimes eve the Study
creatures, that we are used to consider unsidghtigt with it. ) ) o
Looking more closely, ignoring the traditional viewe find The"ob!ects of this s"tudy are the six pieces ofptiagmo
colour combinations, proportions, movements that gé&Ycle "“Childnood Birds™ by Konstantin lliev.
surprisingly beautiful as soon as we realize it.am the The aim is to reveal the different types of beauty,
depiction of beauty could take different forms asllas it Permeating the little collection of musical chaeast

could take most unexpected characters for its proés. The subjects of the study are the ways and means by
Such kind of beauty reveals to us the small galiefy which the composer achieves the exquisiteness ef th

characters — the piano cycle “Childhood Birds” the t miniatures and "teach" the pianists, studyingittie works,

Bulgarian composer Konstantin lliev. It is compdsa six beauty. . I
plays. The tasks, deriving from thus stated objective; are

* Discovering the beauty of the characters, portrayed
with musical means of expression;

* Highlighting the beauty of the musical structure;

* Clarifying the beauty of expression.
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3. The Beauty of the Characters

Beauty could be tender,
brilliant...

fragile, touching,

“The Little Nightingale on the Rose Bush” is a real

triumph of beauty. Because the very title and fecHicity

heroic
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modified: three literal repetitions of an upwardvement,
followed by a symmetrical reversal of each of the triads,
composing the arpeggio. This resembles the desitbeo
sculptor to add a tiny imperfection to his creatsanthat to
achieve the sense of realism. This constructiorhreet
similar elements and the fourth one different igeed in

of the musical exposé presuppose the existencevof t ..o 12 _ 13, 14 — 15 and 18 — 19: but this tireestements

characters which do not contrast each other, rothay in
conflict with each other, i. e. there are no reagorlook out
for the contradiction of a positive and a negatiharacter,
of beautiful and not beautiful, and the two imagEsexist”
successfully and rather complement one anotheGouéd
assume the presentation and the interaction oftypes of
beauty. The ethereal trills and tremolos in thehhiegister

represent the carefreeness of the bird song. Theat gr

dynamic amplitudes — a crescendo from pianissinforte
and then damping from poco forte to pianissimoriedrout
during a short period of time, the fine variatioimsthe
“deepness” of the sound as for instance amplificafrom
pianissimo to piano, as well as the abrupt dynaoidrasts,
like crescendo from mezzo forte, followed by piaii,
create the idea of a singer who has got a supertoat@ver
his voice. The short arpeggio-like movements eawgkhe
view of “fluttering” around the rose, after whichet song
starts over again without any discernible effostpell as the
repeated “initiations” every time from one and teme
harmonic interval strengthen the impression that little
sweet-voiced creature sings as easily and natuealyt
breathes. The rose is depicted in a different walyreugh
repeated ascending arpeggio movement in the lowvieey
starting from bar 2. The four identical arpeggiebjch are
not affected by the melodic motion in the upperceoi.e. it
could be said that they are a texture elementpiedéent of
the melody — a separate image, leave the impression
harmony and undisturbed tranquillity. The arpegisel!f
possesses an internally symmetric structure — nthjat —
small third — major second — small third — majarcdh
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Figure 1. “The Little Nightingale on the Rose Bush”, b. 2 -5

The fact that symmetry in art is regarded as g

manifestation of staticity supports the assumpttoat this
melodic structure (it is not an accompaniment aoés not
show functional dependence on the melodic moverment
the upper voice) depicts the static, motionlessqeage —
the rose bush. The strict symmetry is also a takenassic
beauty and harmony. The even, uninterrupted quayéim
in its turn suggests calm, fluent rhythmicity, ahd metric
pulsation — a six-beat meter — further createdabéng of
ethereal grace. Whereas at the beginning the aipékeg
movement is found in the middle register, fromsheh bar
it transits to a higher register; and its structigreslightly

are twice as short. In bars 16 — 17 the first type
repetitiveness is restored — the four elementsiabie same.

In bars 12 — 15 “the stillness” is marked through pedal
point on h (the texture plan now is of two lineset
melodically active voice in quaver pulsation is thigher
one; in the lower voice the h tones have a durasfaiotted
halves); in bars 16 -17, the feeling of stillnesgivoked by
the repeated’gones. In all the structures in the higher voice
of the two-voiced texture plan, the even quavesgtidn is
constantly preserved. It helps to discern the corapb of
the musical texture in which the image of the rbaeeh is
“encoded”, no matter in which voice the repeatesingnts
are conducted.
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Figure 2. “The Little Nightingale on the Rose Bush”, b. 121-

A shortened repetition follows — the appearancerdy
the first two bars of each of the two four-bar satpes of the
beginning of the mensural part of the piece — Bars3 are
repeated in bars 22 — 23, and bars 6 — 7 — in2hars 25.
This perfect proportionality completes the idea tbé
classical elegance of the rose bush. Whereas ipdtigion
of bars 12 — 27, the little nightingale carelesslglls out”
from various tone pitches; sometimes it has to tgleat
“leaps” so that its melody could be heard now ia kigh,
now in the lowest voice as if the singer peeps foun
different branches of the bush, in all the momémtshich
the texture plan, depicting the rose, changesoitsition
compared to “the melody of the bird”, an even tidms is
rocured which also contributes to the impressibrihe
epiction of the bush’s branches. This rule is eetgld only
in the cadences. While in the onomatopoeic intrédon@and
conclusion there is no meter and the song flowslyrand
unrestrictedly, in the mensural partition the mglodanges
substantially (the type of change is discussed taign this
exposition). As if the natural elegance and symynetithe
rose bush “provokes” the sensitive artist to resptm its
proportionality. It means that the admirable cosetice of a
nightingale and a rose in this play is also a synmdfo
something much deeper — of the meeting of Naturatural
beauty — and Art — the skills of the little singého is able to
improvise carelessly, unhindered by any rules or
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requirements, as well as to skilfully imitate maiibeauty.

In "The Dream of the Little White Dove” is represed
the beauty of tranquillity. The broad, even, metotines
with continuous motions in one direction and corafigely
great diapason are calm, free and undisturbedlikesta
flight, like soaring up in the sky. The texture aso
extremely transparent and “airy” — throughout thikole
piece the exposition is two-voiced, usually on¢hefvoices
repeating one and the same motif. The eighths erfirtt
beat of each bar, provided by the voice with theeated
motif, being the shortest notes in this motif, @eme the
weight of the strong metric moment (breaking it apy in
addition to this they lend easiness and freedonthef
musical texture.
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Figure 3. “The Dream of the Little White Dove”, b. 1 - 6

The idea of tranquillity and calmness is alludedntohe
title itself. The white dove is a universal symiodlpeace.
The clear specification from the title itself — titde white
dove, gives a hint to both the performer and tseetier
about the conception of the composer — the sleajmress
of the little bird and the diminutive name whiclads the
associations to something small and tender as agethe
fine nuances with which this is reproduced in thesical
exposition — the delicacy of the variable third iegin the
repeated motif express the tender, touching beattys
calmness.

In “The Northern Wind Chasing the Swallows”, are

recreated the beauty of braveness of the fightmgt.sThe

ascending and descending gamma-like successioad in

registers, with quick and large dynamic amplitudiesm
piano up to forte in bars 1 — 3, from piano upaxi§simo in

bars 30 — 32) more likely characterize the wind.eTh

northern wind is usually violent and cold; and seind in
the low register is generally associated with dassnand
burden. The reasons for this are:

information. The high sound frequencies possess a
greater number of vibrations, compared to the lower
ones, which leads to a more frequent change of the
processes of activity and passivity of the peraeive
This means that “the cells responding to the higher
sounds more often systematically relax which secure
their greater activity in the process of perception
(,,KJ‘IGTKI/I, pearupyromue Ha BBICOKME 3BYKH Yallle
HMCIOT CHCTEMATHYECKHUI OTABIX, YTO obecrieuaBaeT

ux GOJIbIICH aKTHBHOCTBIO MPU BOCIIpUHUMaHKEM”) [2,

p. 60]. The similarity in the function of the viduand

the acoustic analyser determines the analogy high
sound — light, low sound — darkness. In the cold
seasons, autumn and winter, when the northern wind
blows more often, the greater part of the twenty-fo
hour period is dark. We also associate darkneds wit
“the dark forces”. All that leads us to regardwiad as

the negative character and the big dynamic amg@#ud
the abrupt turns in the direction of the gamma-like
movement, used to describe it — as fierce, wratufdl
mighty. The other basic types of movement — short
arpeggios mostly in the high register — depict the
swallows. The range of the arpeggio — a diminished
octave (only in one of the cases — enharmonic major
seventh) — provokes the feeling of anxiety, as agibf
great effort connected with the difficult attempigh
which the little birds try to stick around the wiity
they love and how hard they try not to leave th&ices.
The rather dense dynamics — forte, mezzo forte,
fortissimo — additionally suggest tension and effor
The fact that every other structure in which the
arpeggio motion emerges, begins from a higher tone
(the high register of the piano resounds sharp vithien
played loudly) even more distinctly illustrates the
strenuous, hard struggle of the swallows against th
raving gusts of the wind. Although in the end oé th
play the swallows are chased away and the evikforc
triumphs, it is beautiful when you are so tiny trelto
fight against the fierce might of the storm.

are: _ T R e
« The tones of the low register i. e. the ones wigheater P S L 5 dp=g € % —ﬁ NS
wavelength, compared to the higher tones, are R } == 7 f==
projected over a bigger surface of the brain stmest ( | N H‘ﬂf%ﬁ Fov b=

responsible for processing the sound informatidn [2 &= '\:__-_'_-/- B =

In the same way, a greater part of the brain cells,
assimilating motor impulses, is charged when

processing the information of a heavy object rather _ . . ‘
than of a light one. The similarity between therpaif The composer has paid special attention to the filag

senses (low — high sound and heavy — light) is thkittle Hen Laid an Egg” —_in i_t is depict_ed thg sassfu!

reason why the low tones are assimilated also agyhe character of the cycle; its image being situated ain

and the higher ones — as lightweight. prominent position — in the middle of the matched
« Light is an absolutely necessary condition for thdniniatures. In “The Little Hen Laid an Egg”, thethor very

functioning of the visual analyser. Lighting enabibe  ©ften instructed changes in the dynamics — crescemd

change of light-colour stimuli which causes andiminuendo. In musical works in slow tempo, the odéd

excitatory effect on the brain — thus providing then® usually is saturated with many dynamic changeih
activity of the brain cells in charge of the prosiag of vividly underline its punctuation. And vice versa,quick

Figure 4. “The Northern Wind Chasing the Swallows”, b. 203- 2
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tempo is usual the more general thinking. Whemibodic
line is detailed with so frequent variations in thgamics in
a work in fast tempo, as it is in the discussedeid is hard
for the listener to follow them; for that reasom tihequent
dynamic changes are regarded as a sign of flamleeyamin
the case of "The Little Hen Laid an Egg” — of hiasss.

Figure5. “The Little Hen Laid an Egg”, b. 7 — 12

The short turning motions in the melody, similarao
tongue-twister,
successions with “incomplete”
highlight this characteristic. The build-up to thdmination
is bright, attractive and memorable.
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Figure6. “The Little Hen Laid an Egg”, b. 13 — 22

As if in a celebration of success — the little Iethe only
positive character in this cycle that has led it$ ® a
successful end the spectacular culmination
onomatopoeic (imitating its “voice”). The onomateo
culmination does not appear in any other piecéisfaycle.
In the short reprise, the small hen, having annednits
accomplishment in the culmination, modestly, withinitial
hastiness, goes back to its habitual busy life.

4. The Beauty of the Construction

The structure of the musical image could also b
beautiful.

Apart from the second miniature — “The Dream of the

Little White Dove” and the last one - “The Northanind
Chasing The Swallows”, the rest of the plays folltve
same “scheme” — introduction and conclusion forrng@n
onomatopoeic element, and in the middle there"sag”,
lending additional clarity in the character’s claegistic.
The first play — “The Sparrow at the Window” —hsiilt
up by 5-bar introduction and conclusion, in bothtlodse
sections the third bar is a pause; and a periddavwiepeated
structure, consisting of two four-bar half-sentendbe first

and the quick ascending gamma-lik
reversed movements

The Idea afuBgin the Piano Cycle “Childhood Birds” by Konstaniliev

one made up of two identical phrases; the seconasplof
the second half-sentence begins like the firstlari¢he end
is different to ensure the conclusion. The brillisimplicity

and proportionality have not prevented Mr. llievorfr

expressing the insistent questioning of the Igparrow, left
out in the cold without anybody to take care @it with its
quiet despair and exhaustion.

The different audible representation tasks in “Diieam
of the Little White Dove” have influenced the sture of
the piece as well. The two-bar introduction isdaled by
three four-bar phrases, and in the last two phrdkes
melody stretches into six bars, i.e. it graduakyeads. In
the first half-sentence the repeated motif is edrdut by the
lower voice and has four appearances, in the next
Ralf-sentence the characteristic melodic struakrepeated
in the high voice and has three literal repetitianghe last
half-sentence the motif resounds once again ifotie/oice
but the literal repetitions are only two (afterrihé appears
changed), as if the repeated, the familiar oneetbyuand
gradually fades away. Since the familiar motiféaf great
number of repetitions) is perceived as an anctogradual
surmount till the end of the piece (4 — 3 — 2 &taepetitions)
with the fluent extension of the duration of thegdes in the
melody (4 — 4 — 4 — 6 — 6 bars) and their rangeféptforth,
minor seventh, perfect fifth, perfect eleventh,aeef), with
almost mathematical precision recreate the tranquil
dissolving and falling into the non-material flight the
dream.

The construction of the “The Little Hen Laid an Egg
very orderly — the half-sentences follow one almost
“rhythmical” continuation — a four-bar onomatopoeic
introduction, two four-bar half-sentences of thstfperiod,

a six-bar build-up to the culmination, a four-bar
onomatopoeic culmination, an “impatiently” shortdng to
a common duration of six bars reprise, four-bar

ics)nomatopoeic conclusion (4—-4—-4—-6—-4 — ®ard). The
Culmination is prepared with a very strict and #ne

downward sequence which adds new features to theafto
of the successful character. The culmination cdingj (bars
19 — 22) with the point of the Golden Ratio (whiahthis

piece is calculated in bar 20) additionally progder the
classical properties of the play.

The structure of the fourth piece — “The Little ®oo in
the Forest” — reflects certain stagnation. The teligin
8nomatopoeic introduction is followed by a periddttoree
eight-bar half-sentences, the last of them fusinth \the
five-bar onomatopoeic conclusion. There is no lrigh
tulmination. The highest tone in the piece i$ @sr 18),
which is expected to bring the highest point ofsten, is
reached while in the accompanying texture planndirmaous
gradual descending movement of parallel fifths ééntained;
this doesn't allow for the higher melodic tone tusd as a
vivid emotional peak. The second high point (thidm bar
22) is less clearly expressed in the melody (itdhaEsady been
reached once), but, unlike the first one, it appearring the
only change in the lower texture plan to an ascentine of
shorter tone durations from the moment in which tekture
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plan receives the accompanying role (i.e. from ®arThis
adds a certain amount of tension to thia bar 22.
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Figure7. “The Little Cuckoo in the Forest”, b. 17 — 28.

sensitive and receptive forest singer. Additionadlyeeling

of classical elegance of the measured partitiamdated by
the cadence, the same in all of its three appeasdibars 10
— 11, 20 — 21 and 26 — 27), glamorizing each ofrtioee

complete musical phrases, similar to the linesafar in an

Ancient Greek Theatre.

In the “Northern Wind Chases the Swallows” the &src
seeming equal until a certain moment (the birdsagarto
hold their positions against the attacks of thedmar a
certain time), is reflected in the structure of thiece
through the equal duration of the sections, in Wwhice
characters are depicted — after the two-bar in#tieblast,
the gamma-like builds alternate every four baré wites of
arpeggio movements, and the fact that the culntnai$
preluded in only one of these four-bar sectiondhere is no

Both peaks however are located in a weak metric&ontinuous build-up, shows once again, that thetovy” of

moment (the third beat), which also prevents theomf
truly becoming a clear culmination and adds tdéleding of
gloominess, of dispersal of the peak moments. &
introduction another similar “voice” answers to ttedl of
the cuckoo, while in the melodically formed periand in
the onomatopoeic conclusion in the second voicehiich a
sound-imitating descending minor third is heardisinot
present — there is no answer to the insistentlgatgu call.
This particularity of the onomatopoeia, the hal&tied
culminations, the elegiac melody and the “emptgi-long
parallel sixths and fifths in the accompanying te&tplan
(in no other piece in the cycle is the accompaninmsn
stagnant) portray in an unambiguous and powerfyl tha
loneliness of the bird.

In “The Little Nightingale on the Rose Bush” notypthe
texture plan, representing the rose, is classicdtlyctured.
The melody, regardless if it is in the sopranonothie lower
voice, is also influenced by this evenness, bt different
way. The section of bars 2 — 5 consists of two gésaThe
one in bars 2 — 3 is made of three elements withsdme

the force of nature has been achieved after aebuaiith
inconstant success. The triumph of the wind isakdin a

tnway, that once again illustrates the struggle dfieng

superiority — through two abrupt, separated by paus
two-bar builds, and the last (the third) stretcteeébur bars
with a fading from fortissimo to piano, which refts the
wind quieting down.

5. The Beauty in the Expression

When the means of expression are mastered to eelefyr
virtuosity, even the smallest character can be riteest
beautifully and impressively.

In “The Sparrow at the Window” the lack of a proenin
dominant in the harmony creates certain coldnasshdr

underlined by the successive movements in parallel

fourth-sixth chords, sixth chords and thirds. le thoments,
when we expect the appearance of the dominangwel
by the tonic, the root and the third tone of thend@nt triad
are heard in the lower texture plan, whereas inmntké&dy

range: h - fi$’, cis’ — gig, & — €. The next phrase shows a appears the first scale degree. This is immedidtdiywed

little variation. It consists of two motifs withrange of &é—

by a descending gradual movement in the harmonyndow

a* and ci$ — & respectively. When it appears anew in bars @ subdominant fifth chord (bars 11, 13, 19) oif &sin bars

— 9 the first phrase is a repetition of the onenftmars 2 — 3,
and the motifs of the second have a tone range &nd cisl
- g". The phrases in bars 12 — 13 and 16 — 17, siyilarthe
phrase in bars 2 — 3, both consist of three elesnéht

7 and 9, the appearance of a dominant fourth-silxtrd in
the accompaniment coincides with the sixth degrfethe
scale in the melody; and instead of the expectad toeic,
we hear a fifth scale degree in the melody andugtliesixth

phrase in bars 16 —17 is a repetition of the oreais 12 — 13, chord of the sixth scale degree — in the accompanyi

but an octave lower, exactly as the phrase in Bars
repeats the one from bars 2 — 3 in an octave lowdri)e in
the 14" bar and its repetition in the #®ar, the first two
sub-motifs are combined in one common figure, ke

texture plan. In bars 15 and 17, the repetitiothefmelodic

content of bars 7 and 9 — in the accompaniment,

simultaneously with Zappears a sixth chord on the third
scale degree, followed by a sixth chord on the sgczale

phrases in bars 14 —15 and 18 —19 each consistwoof degree, i.e. again there is no expressed aggravalioe
motifs. This again is similar to the structuretus phrases of tonic chord is heard only at the end of the peridulthe 2%

bars 4 — 5 and 8 — 9 (consisting of two motifsjdkation to
those in bars 2 — 3 and 6 — 7 (consisting of titements).
This analysis shows the repetitiveness and theskatian,
achieved through exact rules and in the framingthef
melody; it reveals certain symmetry, as if the sieal
elegant proportionality and beauty of logic haveeag their
well proportioned influence even over the free-gdll but

bar and in the conclusion — the last bar of theeiebar 26,
but in both cases, in the harmony is present onéhef
leading tones (seventh or second scale degreehirfgra
dissonance, which brings a certain amount of tenside
dissonances in the tonic triad at the end of thbera
complete musical idea, due to the overlay of haimon
seconds, create an acoustic effect of “beatingickwvbould
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be perceived as trembling, cold shivering. Theifgebf
coldness is intensified by the parallel movementshe
lower texture plan in legato (bars 6 — 9 and 17); Which
call out associations of sliding on a smooth icsfaze.

single-voiced at the end, and the beautiful but matbdy
with gloomy melodic peaks — the composer manages to
convey the loneliness of the character.

The wild, primal beauty of the raging tempest ia fiihe
Northern Wind Chases the Swallows” is depicted eisfiig

B . . . .
o~ em s well and impressively in the moment of the buildtopthe
= —_ = —_ culmination through an ascending chromatic scateertwo

/- T o e Ty hands, the parallel gamma-like sequences beingaepa
L ! ' | | from each other by a tritone.

6. Conclusions
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1. In the narrated funny stories which with their fdea
are affined to fables, the beauty of the charadsenst
only the beauty of their talent and moral qualitiest
also of the morally beautiful attitude that thetldit
characters demand from us.

. The beauty of expression is actually the perfect

mastering of the means of expression in music, kwvhic

are combined in the most concise and influencing wa

The construction of the miniatures is beautifulhaits
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Figure 8. “The Sparrow at the Window”, b. 6 — 13

The lack of clearly expressed aggravations, which
weakens the accompanying role of this texture @aems 2
to “alienate”, “repulse” the melody — the “song” tie
sparrow. This is an extremely laconic, but very pdu
way to express the coldness of the winter scene plda of 3.

the sparrow is depicted through a few insisteng¢tigpns of

the motif:
£

] f}

Figure 9. The motif of the sparrow’s plea
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in a forte dynamic. In such a short piece with sactiny
character, it is expected that its “voice” will ingitated with

classical regularity, but also with its "functioitgl - it

is designed to correspond as much as possibbleeto t

ideas, expressed by the composer.

4. Based on these findings, it is clear that the Eypare
an intriguing, exciting and useful lesson on aefthe
for the student — pianists, for whom they are id&gh

The cycle as a whole is an example of yet anotipr of

beauty — the beauty of invention, of ingenuity and

creativeness, of discovering a wonderful in itsritfaand
brevity way of recreating a character so that ih d@e
perfectly recognized, to breath life into it, togiit emotions
and meaning, the beauty of an artist to “dare” tdamalize

a quieter dynamic. The elegantly laconic piece rifea through sound the elusive immateriality of a dredhe

enough re-creates both the urgent plea and thetintéyeauty to challenge the imagination of the perfariaed
expectation of an answer in the three one-bar g3se 3,5 make the listener soar, the beauty of the mind.

and 24), as well as the unresponsive indiffereosatds the

little freezing bird, also — through a “step-bysstdalling

from a very high to a medium register in the IaiseferenceS

onomatopoeic bars, and the fading of the distinud a
energetically dotted rhythm of the initial sounditimting  [1]
moment in the last bars — the desperation and the
despondency of the sparrow.

The ingenuous and entertaining onomatopoeia ifilthe
Little Hen Laid an Egg” in which the usual cackfele hen,
presented in the introduction and the conclusian ), is
clearly differentiated from the “triumphant voiceéfi the
culmination, in which the hen “announces” aboutltie egg
(fig. 6, bars 19 - 22), the memorable build-up tw t
culmination with a triple gradual overlay of disting voices
in the harmony, distinctly draws the attentiontaf listener to
what follows (fig. 6, bars 13 - 18), as well as tméncidence
of the culmination with the point of the Golden igaare all a
successful, spectacular and beautiful with its ity way to
depict and underline the success of the littleihero

In the “Cuckoo in the Forest”, with very few means
two-voiced onomatopoeia in the beginning and
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