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REZUMAT

Cu ajutorul programelor de tehnoredactare muzicala
astazi se pot obtine partituri de un nivel calitativ identic
cu cele de odinioara, realizate cu mijloace traditionale.
Studiul nostru urmadreste evidentierea diferentelor care
persista chiar si in zilele noastre intre ele, prin
intermediul unor exemple. Vom prezenta de asemenea
cdteva dintre problemele specifice care se ivesc pe
parcursul  utilizarii  practice a programelor de
tehnoredactare muzicald: in compozifie in general, in
activitatea editorialad muzicald si tangential in predarea
disciplinei de compozitie. Nu in ultimul rand, vom face
scurte referiri la modul in care se realizeaza astazi o
partitura in atelierul Editurii Muzicale din Budapesta
(Editio Musica Budapest).
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INTRODUCERE

Dupa cum se cunoaste, existd in domeniul tehnoredactarii
partiturilor muzicale douda programe ce pot fi utilizate
pentru o activitate cu adevarat serioasa: Finale si Sibelius.
Acestea sunt utilizate inclusiv de marea majoritate a
editurilor, compozitorilor, interpretilor, tehnoredactorilor,
cadrelor didactice din Ungaria. Se mai folosesc de
asemenea — mai ales in randul elevilor de gimnaziu si
liceu, precum si al amatorilor — cateva programe
accesibile Tn mod gratuit. Acestea Tnsa raman cu mult in
urma liderilor de piatd in domeniu, atdt in privinta
oportunitatilor concrete, cat si sub aspectul vizual al
realizdrii partiturilor, si totusi pot fi utile pentru insusirea
unor tehnici de baza.

In posesia unei pregatiri adecvate si cu o activitate
minutioasd necesard astazi se pot realiza atat cu Finale,
cat si cu Sibelius partituri de o calitate grafica
ireprosabila, similard celor obtinute prin proceduri
editoriale traditionale, potrivite inclusiv pentru lansarea
pe piata si difuzarea internationala.

Principala diferenta intre cele doud programe rezida in
functionalitatea acestora. Aceste diferente sunt poate de
ordinul nuantelor, dar totusi existente: Finale este
recomandabil mai ales pentru tehnoredactori si editori, in
vreme ce Sibelius pare sa fie mai util in scopul
activitatilor practice din randul compozitorilor, artistilor,
cadrelor didactice.

ABSTRACT

With the help of scorewriters or music notation
programs, we can nowadays obtain high quality music
scores identical with the ones obtained in the past by
means of traditional methods.

Our research aims to highlight the differences that
persist between them to this day, with the help of
examples. We shall also present several of the specific
problems which arise during the practical employment of
music notation software: in composition in general, in
the score editing activity, and tangentially in composition
teaching. Last but not least we shall briefly refer to the
manner in which scores are nowadays obtained in the
workshop of Editio Musica Budapest.
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INTRODUCTION

As we know, the field of music notation software
comprises two types of software that can be used for a
truly serious activity: Finale and Sibelius. They are also
used by the great majority of publishing houses,
composers, instrument players, publishers, and teaching
staff in Hungary. Secondary school students and
amateurs also use some open-source software, which in
spite of being far behind market-leading products both in
terms of the concrete opportunities it offers and of the
visual appearance of the scores is nevertheless useful for
learning certain basic skills.

People properly trained who perform a meticulous
activity that is indispensable nowadays can accomplish,
both in Finale and in Sibelius, scores of an irreproachable
graphic quality similar to those accomplished by means
of traditional editing procedures, which can be marketed
and distributed internationally.

The main difference between the two software types lies
in their functionality. These differences are perhaps
linked to mere nuances, but they exist nevertheless:
Finale is recommendable particularly for desktop
publishers and editors, while Sibelius seems to be more
useful for the purpose of practical activities among
composers, artists, teaching staff.
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Partiturile realizate cu Finale sunt deosebit de precise si
proportionale, mai conforme cu standardele si setarile
editoriale definitorii pentru formele traditionale de
tehnoredactare. Tocmai din aceste motive este utilizat cu
preferinta de catre tehnoredactori si editori. Pe de alta
parte, cu ajutorul Sibelius se pot rezolva probleme de
natura specific muzicala intr-un mod deosebit de flexibil.
Acest program favorizeaza solutiile creative, individuale.
De pilda: sunt mult mai usor de manevrat, de miscat
elementele grafice muzicale. Intr-un sens practic, este util
pentru realizarea unor partituri speciale, cum ar fi cele
din domeniul muzicii vechi sau al creatiei contemporane.
De aceea se recomanda mai ales pentru practicieni. Toate
acestea nu inseamnd insa cd Sibelius nu ar fi potrivit
pentru obtinerea unor partituri cu o grafie deosebit de
precisd si conformd cu standardele editoriale in toate
aspectele, Insd un asemenea rezultat necesitd poate o
atentie mai mare si cateodatda o minutiozitate sporita.

CREATIE COMPONISTICA

Tehnoredactarea computerizata a partiturilor muzicale a
intrat in uzul general al compozitorilor din Ungaria pe
parcursul anilor 2000. Au fost desigur persoane care, in
perioada anterioard, din anii 1990 sau chiar de la
inceputul anilor 1980 au manifestat un interes in acest
sens si si-au insusit bazele utilizarii programelor populare
de pe atunci, cum ar fi Score, Finale sau Encore. Tot asa
existd compozitori (mai ales cei varstnici), care Isi
noteaza lucririle si astizi pe hartie. Insi si acestia recurg
de multe ori la ajutorul unui tehnoredactor profesionist
sau amator, care introduce manuscrisul finalizat in
calculator. (Deoarece astazi, atat in cazul comenzilor
individuale, cat si in situatia concursurilor publice, este
un criteriu general ca partitura tiparita sa fie usor de citit
si de raspandit).

Pentru unii compozitori, trecerea la tehnica computerizata
a fost favorizatd fara doar si poate de faptul ca prin
intermediul acestor programe au fost capabili sa obtina ei
insisi un aspect grafic mai aratos al propriilor partituri.
Nu trebuie sa uitam nici faptul cd, in aceasta perioada,
incepand din anii 1990, activitatile editoriale muzicale
apartinind monopolului de stat au intrat in impas in
aproape toate tdrile limitrofe, indeosebi in domeniul
creatiei contemporane. (Astazi situatia s-a redresat
oarecum, dar totusi existd inca deficiente majore in ceea
ce priveste publicarea si difuzarea muzicii contemporane.
Aceasta problema poate fi solutionatd doar partial prin
intermediul activitatii editurilor particulare, mai ales in
lipsa fondurilor necesare.) S-a conturat asadar o
necesitate elementard in randul compozitorilor ca in
conditiile dificile generate de retragerea statului din acest
domeniu sa reuseascd si In continuare sa isi difuzeze
partiturile intr-o forma demna si apta pentru uzul practic.
Una dintre cele mai importante facilitati ale
tehnoredactarii computerizate se manifestd in domeniul
realizarii stimelor. Inainte, aceasta fusese o activitate
deosebit de obositoare, ce consuma mult timp si multi
bani. Astazi, softurile distribuie partidele in mod automat
si le salveaza in partituri separate. Cu aceasta, cea mai
semnificativd parte a procesului de realizare a stimelor
este infaptuita: ramane doar distribuireca masurilor,
corectura si aranjarea pe pagind (e o alta chestiune,
desigur, ca angajatii bibliotecilor muzicale din trecut
si-au putut completa veniturile chiar in mod semnificativ
prin copierea stimelor).
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The scores written in Finale are particularly precise and
proportional and come much closer to the editorial
standards and settings that define the traditional forms of
publishing. Due to these reasons they are preferred by
desktop publishers and editors. On the other hand, with
the help of Sibelius we can solve issues of a specific
musical nature in a very flexible manner. This software
favours individual, creative solutions - for instance, it
makes it much easier to shift, to move the graphic
musical elements. In a practical sense, it is useful for
writing special scores, such as the ones belonging to old
music or to the contemporary output. For this reason,
they are recommended first and foremost to specialists.
Nevertheless, this does not mean that Sibelius is
inappropriate for the writing of scores with a very precise
graphic content that conforms to all aspects of editorial
standards, but this kind of outcome probably requires
more attention and sometimes an increased degree of
meticulousness.

COMPOSITIONAL OUTPUT

The use of music notation software for the writing of
music scores became a general practice with Hungarian
composers during the 2000s. There were however
musicians who, in the previous years, during the 1990s or
even at the beginning of the 1980s, had manifested
interest in this regard and had learned the basics of such
popular software of the time as Score, Finale, and
Encore. On the other hand, there are composers
(especially the venerable ones) who still notate their
music on paper nowadays. Nevertheless, even they
frequently resort to the help of a professional or amateur
publisher to transfer the final manuscript into computer
software notation. (Because, nowadays, in the case of
individual commissions as well as of public contests it is
a general criterion that the sheet music should be easy to
read and spread.)

For some composers, the transition to the use of
computer programmes was favoured, without a shadow
of a doubt, by the fact that the software provided them
with the possibility to accomplish a better graphic
appearance of their own scores. We must also not forget
that, in the period starting with the 1990s, the musical
editorial activities that had been subjected to the
complete authority of the state reached an impasse in
almost all neighbouring countries, especially in the realm
of contemporary composition. (At present, the situation is
repaired to a certain extent, but there are still major
shortcomings with regard to the publication and
distribution of contemporary music. This problem can be
only partially solved with the help of private publishing
houses, since the necessary funds are often absent.)

In the difficult circumstances generated by the
withdrawal of the statal support from this field, the
composers were faced with an elementary necessity to
perpetuate the distribution of their music in a respectable
form appropriate for practical use.

One of the most important facilities of the music notation
software is the production of parts. In former times this
used to be an extremely tedious activity that consumed a
lot of time and money. Nowadays, the software
distributes the parts automatically and saves them into
separate scores. With this, the most significant task of
part production is achieved: the only things left to be
done are the distribution of measures, the correction and
the page layout (another matter worth mentioning is that,
in times past, the employees of musical libraries were
able to derive sometimes significant extra incomes by

copying parts).



Asadar, tehnoredactarea computerizatd a partiturilor
muzicale are avantaje practice serioase. Si totusi, pentru
multd vreme, atat compozitorii cat mai ales participantii
din sistemul de educatie muzicala au fost reticenti in
privinta utilizarii lor. Meritd sd facem aici un scurt
excurs.

Compozitia si notatia muzicald au coexistat pe tot
parcursul istoriei muzicii europene intr-o interdependenta
fecunda. O anume inovatie semnificativd din domeniul
notatiei a fost generata de reguld prin schimbari survenite
pe planul gandirii muzicale materializate pe plan
componistic. Un asemenea moment a fost aparitia
notatiei mensurale in secolul al XIV-lea, sau cea a
partiturii generale de la inceputul secolului al XVII-lea.
Insi acest proces a fost unul bidirectional, ce s-a
oferite de schimbarea notatiei au inspirat compozitorii sa
gaseasca solutii muzicale creatoare.

Arta muzicala si notatia au mers asadar intotdeauna mana
in mana. Tocmai prin acest fapt se explica reticenta
compozitorilor pentru tehnoredactarea computerizata in
faza incipientd a introducerii noii tehnologii. Bunaoara,
usurinta si rapiditatea notatiei facilitate de aceste mijloace
putea sd sugereze unora cd arta compozitiei se poate
transforma in acest fel Intr-un proces mai mecanic si mai
superficial. (Vezi de pilda ispita functiei de ,.copy-
paste”.) Un alt exemplu din experienta personald: un
dirijor imi povestea revoltat despre o solutie grafica
dintr-o partitura, in legatura cu care compozitorul, de
altfel celebru, s-a scuzat cu urmatoarea explicatie: ,,nu se
poate rezolva altfel in program*®.

Desigur, nu aceasta este abordarea corectd. Ca orice alt
mijloc, softul de tehnoredactare muzicala trebuie pus in
slujba noastra. Compozitorul trebuie sd lucreze pe o
asemenea problemd, pana cand intentia creatoare a
oferite.

Masinile trebuie imblanzite sd devina instrumente.
(Aceasta distinctie dintre instrument si masind apare la
René Guénon. Primul — fie vorbim de un ciocan sau un
ferastrau — este de fapt ,,prelungirea* corpului uman, de
vreme ce procesele din interiorul masinilor sunt de cele
mai multe ori dificil de cuprins sau de controlat, astfel
purtand in sine pericolul ca omul sa fie subjugat de ele.)
Schimbarea mediului purtator, al instrumentului tehnic a
generat dintotdeauna crize pasagere in istoria culturii.
Asa s-a intamplat si in cazul digitalizarii notatiei
muzicale. Spre zilele noastre se observa totusi cd, prin
dezvoltarea acestor programe, a expansiunii digitalizarii,
ca si prin aparitia noilor generatii, aceasta criza pare sa se
atenueze, sa se rezolve.

ACTIVITATI EDITORIALE

Trecerea de la procedurile traditionale la tehnoredactarea
muzicala computerizata s-a dovedit a fi cu sigurantd cea
mai problematica in domeniul editurilor. Partiturile
destinate publicarii trebuie sa corespundd nu doar unor
criterii practice (interpretative), dar trebuie sd se
conformeze unui larg sistem de reguli si standarde
consacrate de-a lungul secolelor in viata muzicala
internationald si in acelasi timp sa aiba in vedere
obiceiurile, traditiile locale, ca si preferintele
compozitorului. Tehnoredactarea computerizata destinata
uzului general nu a putut sd ajungd din urma pentru multa
vreme nivelul calitativ al partiturilor realizate cu mijloace
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Therefore, music notation programmes have serious
practical advantages. Still, for along time, both the
composers and the people involved in the music
education system were reticent to use them. This is a
subject worth making a small digression into.
Composition and music notation have coexisted
throughout the history of European music within a fecund
interdependence. A certain significant innovation in the
field of notation was usually generated by changes taking
place at the level of musical thinking materialized in the
realm of composition.

Such a moment was the appearance of the mensural
notation at the beginning of the 14" century and that of
the general score at the beginning of the 17%. This
process was however bidirectional and sometimes
developed in a reversed direction as well: the new
possibilities offered by the changed notation inspired
composers to find new creative musical solutions.

The musical art and the notation have thus always walked
hand in hand. This very fact also explains the composers’
reticence to use music notation software in the incipient
stage of this new technology. For instance, the easiness
and the speed of the notation offered by these means
might have suggested to some that the art of composition
can thus turn into a more mechanical and superficial
process. (See, for instance, the temptation posed by the
“copy-paste” function.) I may add yet another example
from my personal experience: a quite annoyed conductor
told me about a graphic solution in a score for which the
composer (a famous one, actually) excused himself with
the following explanation: “the software provides no
other possibility”.

Obviously, this is not the correct approach. Like any
other tool, the music notation software must serve our
purposes. The composer must work on such issues until
their creative intention completely matches the graphic
possibilities at hand.

The machines must be tamed into instruments. (This
distinction between instrument and tool appears at René
Guénon. The first — whether a hammer or a saw — is in
fact a “prolongation” of the human body, since the
processes inside the machines are most of the times hard
to comprehend or control, so that they carry in
themselves the danger of subjugating man.) The change
of the carrier environment, of the technical instrument
has always generated transient crises in the history of
culture. That is what happened with the digitalization of
musical notation. In more recent times however we have
been able to notice that, nevertheless, due to the
development of these programmes, to the expansion of
digitalization, as well as to the emergence of the new
generations, this crisis seems to attenuate, to resolve on
its own.

THE EDITORIAL ACTIVITIES

The transition from the traditional procedures to the use
of music notation software was definitely most
problematic in the case of publishing houses. Scores
meant for publication must not merely correspond to
practical criteria (of performance), but also conform to a
vast system of rules and standards that have been
established in the international musical life along the
centuries and take into consideration the local customs
and traditions and the composer’s preferences. The music
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traditionale. Acest fapt — mai ales in anii 1990 — era
vizibil chiar si pentru observatorii mai putin initiati. Stau
marturie in acest sens aspectul mai dur, mai colturos al
imaginilor de o rezolutie scazutd, forma nefiresc de
rotunda (si nu ovald) a notelor, flexibilitatea redusa a
utilizarii semnelor interpretative etc. (Unele editii,
volume de studii destinate folclorului est-european poarta
si astazi amprenta acelor vremuri prin randurile melodice
scurte, alungite de la margine la margine, problema
notarii potrivite a ornamentelor si aspectul vizual
neunitar. Din aceste motive uneori chiar si materialul
muzical 1n sine devine neinteligibil, sau in situatia in care
apare ca exemplu muzical, cu functie ilustrativa intr-un
studiu, uneori da peste cap si ordinea de idei a autorului.)
Editura Muzicala din Budapesta (Editio Musica
Budapest) a trecut la utilizarea tehnoredactarii
computerizate aproximativ in perioada de tranzitic a
sistemului politic de la sfarsitul anilor 1980. Inainte,
partiturile erau realizate in atelierul propriu al editurii
prin tehnica caracterelor mobile din cupru si plumb.
Acest procedeu era deosebit de laborios si lent, avand in
vedere cd pentru obtinerea imaginii de ansamblu era
necesara montarea bucatd cu bucata a elementelor grafice
muzicale. Si totusi: partiturile realizate in acest fel
reprezentau un nivel calitativ superior.

In perioada de tranzitie a anilor 1990, in cadrul editurii se
utilizau programele Score si Finale. Dupd opinia
consensuala de atunci, partiturile realizate cu Score erau
mai apropiate in privinta aspectului vizual de editiile
scoase prin mijloace traditionale. E de la sine inteles ca
aceasta trecere nu era usoara. Sa ne gandim doar la faptul
ca angajatii de atunci erau in majoritatea lor specialisti
mai in varsta, astfel trebuia mai intai sa se familiarizeze
cu utilizarea calculatorului. Pentru multa vreme,
realizarea partiturilor necesita — oarecum surprinzator —
mai mult timp fatd de perioada anterioard. Cu trecerea
anilor, tehnoredactorii si-au insusit utilizarea corecta si
manevrarea sigura a acestor programe. Majoritatea
specialistilor care lucreaza astazi pentru Editura Muzicala
din Budapesta folosesc Finale, insd si Sibelius este
utilizat pentru multe editii. (Chiar unul dintre specialistii
cei mai solicitati si mai buni lucreazd intocmai cu
programul din urma.)

Versiunile actuale ale acestor programe permit practic
editarea a aproape orice fel de partituri si in orice stil.
Chiar daca uneori mai apar neajunsuri, editorul tehnic
poate realiza cu usurintd orice fel de semn sau efect
grafic special, sau poate intreprinde modificari in varianta
finala salvata in format PDF.

Exista desigur cateva domenii in care partitura editata cu
ajutorul calculatorului nu poate concura nici in zilele
noastre cu cele obtinute in mod traditional, si nici nu va
putea sd faca probabil acest lucru intr-un viitor apropiat.
Respectarea uneia dintre regulile cele mai elementare ale
tehnoredactarii, si anume distribuirea cat se poate de
egald in spatiu a elementelor grafice aferente unitatilor de
timp, este uneori destul de complicsata chiar si astazi.
Aceasta este deosebit de problematicdi mai ales in
situatiile in care existd mai multe planuri ritmice ce se
misca simultan (de pildd, cand formula punctatd coincide
cu un triolet, generdnd o distributie orizontald fortata,
disproportionala a subunititilor de timp). In cazul
partiturilor realizate prin mijloace traditionale, 1in
asemenea situatii s-a recurs la modificari, decalaje
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notation programmes destined to the general use were for
a long time unable to catch up with the quality level of
the sheet music printed with traditional methods. This
fact — particularly in the 1990s — was recognizable even
by non-connoisseurs. This is proven by the rougher,
edgier appearance of the low resolution images, the
unnaturally round (not oval) shape of the notes, the low
flexibility of the use of musical indications, etc. (Certain
editions, volumes of studies dedicated to the East-
European folklore bear to this day the mark of those
times by the short melodic lines elongated from one
margin to the other, the issue of the appropriate notation
of the ornaments, and the non-unitary visual appearance.
For these reasons even the musical material itself
becomes unintelligible sometimes and when it appears as
a musical example with an illustrative role in a study,
sometimes upsets the right order of the author’s ideas.)
Editio Musica Budapest adopted the use of music
notation software around the transition period of the
political system at the end of the 1980s. Previously, the
scores had been accomplished in the publishing house’s
own workshop using the technique of the movable
characters made of copper and lead. This procedure was
particularly time-consuming and slow, considering that
for the general overview all the musical graphic images
had to be assembled piece by piece. And yet: the scores
made in this manner had a superior quality level.

In the transition period of the 1990s, the publishing house
used the software Score and Finale. According to the
consensual opinion of the time, the sheet music written in
Score was closer in terms of its visual appearance to the
editions printed with traditional means. It goes without
saying that this transition was not easy. Let us only think
of the fact that the personnel employed at that time were
mostly not very young specialists, who had first of all to
become familiar with computers. For a long time the
score editing necessitated — somehow surprisingly — more
time than before. With the passage of time, the publishers
learned how to use these programmes correctly and to
work with them safely. The majority of the specialists
who work for Editio Musica Budapest in the present use
Finale, but Sibelius is also used for many editions. (As a
matter of fact, one of the best and most skilled specialists
uses precisely this software.)

The actual versions of these programmes allow us to edit
practically almost any kind of scores, in any style. Even
if sometimes there are certain shortcomings, the technical
editor can easily come up with solutions for any special
graphic sign or effect, or can make changes in the final
variant saved in PDF format.

There are, of course, several fields in which the sheet
music written with the help of computers cannot yet
compete with traditionally written scores, nor will it be
able to in the near future. Respecting one of the most
elementary rules of desktop publishing, namely to
distribute in space, as equally as possible, the graphic
elements corresponding to the units of time, is sometimes
quite complicated even nowadays. This poses particular
problems especially in such situations where there are
several rhythmic levels moving simultaneously (for
instance, when the rhythmic formula coincides with a
triolet, generating a forced, disproportional horizontal
distribution of the time sub-units). With traditionally
printed scores, in such situations they resorted to



manuale fine 1n diferitele voci. (Numai printr-o
masuratoare exactd, de pilda cu ajutorul unui liniar, am
putea sesiza pe o asemenea partitura ca planurile in cauza
nu sunt sincronizate cu precizie.) Softurile nu sunt nici
astazi capabile de asemenea solutii, avand in vedere ca
distributia elementelor se realizeaza automat pe baza unor
algoritmi matematici. La fel de problematica este de pilda
in Sibelius pozitia stinghiei, care nu urmareste
intotdeauna cu precizie directia notelor, de aceea necesita
o aranjare manuald ulterioara. Probleme de acest gen
starnesc si astazi destul de multe controverse intre autori,
editori si tehnoredactori. in acelasi timp, reprezentantii
scolii editoriale vechi se straduiesc In continuare sa
pastreze, chiar si in conditiile actuale, cat se poate de
multe elemente din traditiile notatiei muzicale.

Editarea si publicarea partiturilor este un proces deosebit
de complex, si presupune de regula multi actori si multe
faze de lucru. Sa luam de exemplu situatia unei editii de
muzica contemporana de o extensie mai redusa, deoarece
cele mai multe experiente personale le avem in acest
domeniu. Desigur, fiecare tip de publicatie (lucrare
clasica, pedagogicd, manual, antologie etc.) are un
parcurs editorial particular, insa acesta nu difera in mod
semnificativ de cele descrise mai jos.

Dupa ce editura decide asupra publicarii unei lucrari,
redactorul sef proiecteaza intr-o prima faza forma editiei.
Stabileste dimensiunile (aceasta poate fi dupd uzul
editurii, dar exista si cazuri speciale - daca editia face
parte dintr-o serie, aceste setari sunt de reguld date de la
bun inceput.) Proiecteaza 1in linii mari distributia
randurilor si a paginilor, semnaldnd cu mare grija
punctele de sectionare importante In manuscris. Dupa
aceea invitd la lucru un tehnoredactor si un editor. Se
intelege cu acestia despre onorariul aproximativ — care se
poate modifica pe parcursul realizarii publicatiei — si
incheie contractul de prestare. Atat onorariul editorilor,
cat si cel a tehnoredactorilor se calculeaza in functie de
numarul de pagini, pe baza unor categorii de plata
stabilite conform dificultatilor de realizare.

Activitatea editorului poate fi asumata si de redactorul
sef, insa este important ca tehnoredactorul si editorul sa
nu fie aceeasi persoana, deoarece astfel ar creste in mod
semnificativ posibilitatea greselilor. Tehnoredactorul se
apucd de lucru, consultdndu-se pe tot parcursul realizarii
cu editorul si autorul in vederea solutionarii problemelor
ivite. In situatia in care existi deja o varianti
tehnoredactatd anterior din lucrarea respectiva, al carei
nivel calitativ poate fi considerat ca punct de referinta,
tehnoredactorul nu porneste de la faza zero, ci incepe sa
lucreze cu fisierul existent. Dupa finalizarea acestei faze
de lucru, tehnoredactorul se consulta cu autorul, iar dupa
aceea transmite materialul mai departe editorului. Acesta
din urma verificd dimensiunile, setarile primite anterior
de la redactorul sef. Confrunta cu mare acuratete varianta
introdusa in calculator cu manuscrisul, verifica greselile
de notd si celelalte erori si isi formuleazd intrebarile
proprii legate de partiturd, pe care le dezbate cu
redactorul sef si cu autorul. Dupa aceea editorul trimite
inapoi  tehnoredactorului primul spalt. Greselile,
neajunsurile, completarile si noile solicitari sunt notate in
textul muzical cu semne traditionale de corectura.
Editorul poate insera comentarii scrise in partitura, iar in
situatia unor solicitdri mai concrete poate realiza o listd
cu cele constatate prin specificarea precisa a locatiei
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changes, namely to fine manual deviations in the various
voices. (Only by an exact measurement, for instance with
the help of a ruler, could we perceive on such a score that
the said levels are not precisely synchronized.) The
various software types are still not capable of such
solutions, since the elements’ distribution is done
automatically based on mathematical algorithms. Equally
problematic is for instance the position of the beam in
Sibelius, as it does not always precisely follow the
direction of the notes, requiring a subsequent manual
arrangement. These types of problems still give rise to
controversies between authors, editors, and other
publishers. At the same time, the representatives of the
old editorial school are still striving to preserve, even in
today’s circumstances, as many elements as possible of
the tradition of musical notation.

Editing and publishing sheet music is a particularly
complex process, and usually involves many actors and
many work stages. Let us take for example the situation
of a smaller-sized contemporary music edition, since the
majority of our personal experiences are in this field.

Of course, ecach type of publication (classical or
pedagogical work, manual, anthology, etc.) follows a
particular editorial course, but this does not essentially
differ from the ones described below.

After the publishing house decides on publishing a piece
of work, the editor-in-chief designs the first shape of the
edition. He sets the size (usually according to the house
rules, but there can be special cases too — if the edition is
part of a series, these settings are usually given from the
very beginning.) He designs the main draft of the lines’
and pages’ distribution, carefully pinpointing the
important  sectioning points in the manuscript.
Afterwards, he invites a publisher and an editor to engage
in the task. They must set an approximate fee — which
can change during the development of the task — and
conclude a service contract. Both the fee of the editors
and that of the publishers are calculated according to the
page number and to certain price categories that
correspond to the difficulty of the task to be
accomplished.

The editor’s activity can also be performed by the chief
publisher, but it is nevertheless important that the
publisher and the editor are not the same person, as
otherwise the possibility of mistakes would grow
significantly. The publisher begins to work, consulting,
throughout the task, the author and the editor in order to
solve the problems that emerge. If there is a previous
variant of the respective piece of work, the quality of
which can be taken into consideration as a point of
reference, the publisher does not start from stage zero,
but uses the extant file as a starting point. After
completing this stage of the work, the publisher consults
the author, and then forwards the material to the editor.
The latter checks the size, the settings he previously
received from the chief publisher. He very accurately
compares the digital document with the manuscript,
checks for notation and other various errors and
formulates his own questions related to the score, which
are then debated with the chief publisher and the author.
After that the editor sends the first galley back to the
editor. The mistakes, the shortcomings, the completions
and the new requests are notated in the musical text with
traditional correction signs. The editor can insert written
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acestora. De reguld se recurge la combinatia celor doua
metode.

in faza urmitoare, tehnoredactorul intreprinde
modificarile, corecturile cerute si retrimite materialul
editorului, care realizeaza un al doilea spalt. Acest proces
dureaza pana cand editorul este multumit in totalitate de
munca efectuata, fie ca este vorba de corectarea in
intregime a tuturor greselilor, fie de gasirea unui
compromis intre intentia compozitorului, pozitia
computerizata. La sfarsitul acestui proces, compozitorul
este invitat sa parcurgd din nou partitura, faza in care mai
poate efectua mici modificari asupra lucrarii. Urmeaza o
verificare finald din partea redactorului sef, care, dupa
caz, poate aproba sau retrimite materialul editorului sau
tehnoredactorului. Ultimul spalt — varianta buna de tipar
— se pune Intr-un plic, fiind autentificat prin semnatura
tuturor persoanelor responsabile, implicate in realizarea
partiturii si transmis spre tipografie.

Numeroase publicatii de referintd ale Editio Musica
Budapest sunt difuzate in toata lumea (de ex. lucrarile lui
Béla Bartok, Zoltan Kodaly, intreaga opera a lui Gyorgy
Kurtag, colectii de muzicd corala, lucrari pedagogice,
volume de specialitate etc.), ca si editiile de muzica
contemporand, ce se bucurd de o atentie mai redusa.
Existd publicatii de muzicd contemporand care sunt
scoase in tipografia proprie a editurii. Ele apar de reguld
intr-un tiraj mai redus, insd dupd necesititi se pot
suplimenta oricand. Aceasta solutie s-a dovedit in ultimii
ani una practica si eficienta pentru toti cei implicati.

EDUCATIE COMPONISTICA

in predarea disciplinei de compozitie muzicala utilizarea
programelor de tehnoredactare a partiturilor poate avea
de asemenea un rol deosebit de mare, atat in beneficiul
realizarii propriilor lucrari, cat si in efectuarea altor
sarcini conexe. Ar fi important insd ca elevii sd nu
utilizeze programele de notatie gratuite, nici macar la
inceputul studiilor, deoarece acestea le pot limita de la

referintd amintite. In masura in care intAmpina dificultati
financiare in achizitionarea softurilor, institutia sau
sistemul de educatic ar trebui sid rezolve aceasta
problema. In orice caz, ar fi de evitat in mod categoric ca
mintea creatoare in plind formare sa fie limitata printr-o
solutie accesibild, dar nepotrivitd in acest sens.

Se poate pune Intrebarea daca generatiile viitoare de
compozitori, in masura in care se renuntd la insusirea
grafiei muzicale manuale prin utilizarea exclusiva de la
bun inceput a mijloacelor digitale pentru punerea in
partitura a ideilor lor creatoare, vor avea posibilitatea de a
invata scrisul muzical corect si creativ? Personal as fi
adeptul unei solutii mixte: fundamentele notatiei corecte
se insusesc fara indoiala si cel mai sigur prin intermediul
scrisului de mana, nemaivorbind de faptul cd rolul
reflexelor corporale este foarte important. Totusi, dupa
cativa ani de studiu — chiar si la un nivel de bazd — nu
m-as abtine de la utilizarea programelor de
tehnoredactare muzicald, deoarece ele reprezintd acele
mijloace de notatie modernd, care vor fi utilizate de
tinerii compozitori in viitor.
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comments into the score, and if there are more concrete
requests he can make a list of his conclusions by
specifying the exact place of the annotations. As a rule
they resort to a combination of the two methods.

In the following stage, the publisher makes the requested
changes and corrections and sends the document back to
the editor, who makes the second galley. This process
lasts until the editor is fully content with the result,
whether we talk about the correction of all mistakes or
the finding of a compromise between the composer’s
intention, the editor’s position and the possibilities
offered by the notation software. At the end of this
process, the composer is invited to peruse the score again,
and make any desired changes of the music. The chief
publisher runs a final check and, as the case may be,
approves or returns the material to the editor or the
publisher. The last galley — the ready for press variant —
is placed in an envelope and authenticated by the
signature of all the people in charge who were involved
in accomplishing the score and then sent to the printing
press.

Numerous key publications of Editio Musica Budapest
(for ex. works by Béla Bartok, Zoltan Kodaly, Gyorgy
Kurtdg’s entire oeuvre, choral music collections,
pedagogical works, specialized volumes, etc.), as well as
contemporary music editions that arouse less interest are
distributed all over the world. There are some
contemporary music editions which are published in the
publishing house’s own printing centre. There are usually
fewer copies printed, but they can be supplemented at
any time if required. Over the past few years, this
solution has proven very practical and efficient for
everyone involved.

COMPOSITION TEACHING

In teaching music composition the use of score writing
software can also have an extremely important role in
writing one’s own work as well as in accomplishing other
complex tasks. It is nevertheless important that students
never use open source notation software, not even at the
beginning of their activity, because that can limit their
options at an early stage and inhibit their musical
thinking. That is why it is best to choose — according to
individual possibilities — one of the said referential
programmes. If the institution or the education system
faces financial difficulties in buying the software, they
should find solutions to this problem. At any rate, it
should be definitely avoided that a developing creative
mind be limited by using a more readily accessible but
professionally unsuitable solution.

We can ask ourselves: if the future generations of
composers no longer learn how to notate their music by
hand and choose to use exclusively, from the very
beginning, digital solutions for transcribing their creative
ideas onto scores, will they ever be able to learn the
correct and creative musical notation? I am the supporter
of a mixed solution: the foundations of correct musical
notation can be best learned, undoubtedly, with the help
of handwriting, not to mention that the role of the bodily
reflexes is extremely important. Nevertheless, after a few
years of study — even at a basic level — I would not
abstain from using music notation programmes, as they
are definitely modern means of notation which will be
used by the young composers in the future.



in perioada actualdi suntem martorii unor procese
interesante, care se afla inca intr-o faza
incipientd. Bundoara, apar programe care, pe de o parte,
permit realizarea mult mai usoard si rapida a partiturilor,
iar pe de alta, prin intermediul oportunitatilor de
sincronizare de pe internet, deschid noi orizonturi
deosebite pentru compozitor intr-o directie in care acesta
poate sa intreprinda modificari asupra lucrarii chiar si
dupa finalizarea acesteia, sau sda ofere dupad caz
interpretilor posibilitatea de a se implica in mod
interactiv 1n prezentarea lucrarii.

Ca o reactie indreptatd impotriva notatiei muzicale
digitale amintim ca in cazul unor compozitori tineri, chiar
dacd sporadic, a aparut un fenomen care s-ar putea
compara cu revenirea iIn moda a fotografiei analogice.
Astfel, anumiti compozitori revin in mod constient la
notatia manuald, sau recurg la utilizarea acestor mijloace
doar pentru introducerea in calculator a manuscrisului
finalizat.
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We are witnessing nowadays some very interesting
processes which for now are still in an incipient stage.
For instance, software types appear which enable, on the
one hand, a much easier and swifter score editing, and on
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offered by the internet, open new special horizons for
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only sporadically for the time being, a phenomenon has
emerged that may be compared to the comeback of the
analog  photography.  Thus, certain  composers
purposefully return to manual notation or resort to digital
means solely in order to transpose the final manuscript
into digital format.
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