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Abstract: The paper is a synthesis from multidisciplianry perspective on the amphibrach and its musical 

relevance. Reference to aesthetical, philosophical and cultural issues extend a comprehensive view regargind this 

complex subject and phenomenon. 
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In the textbook on Aesthetics by Professor Ștefan Angi from the Academy of Music in Cluj 

(vol. I, page 18)1, about the genetic formula of the anapest and its dissemination in the form of 

a bar (Stollen, Stollen, Abgesang, stanza, stanza, anti-strophe), after two short expositions, the 

ballad followed, the legend of the troubadours, trouveres, medieval minnesängers).  

 

 
1 Angi, Ș. (2004). Prelegeri de estetică muzicală [Lectures of musical aesthetics], Tom I (vol. I). Oradea: 

Editura Universității din Oradea. Vol. 1, p. 18. 
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But the motif of musical creations, especially classical and romantic, remains, par excellence, 

implosive - rhythmic. Motive implosion is the explosion of the artistic self in a denial of habit: 

"For long periods of time, the feeling of natural Beauty has come to intensify with the suffering 

of the subject folded in on himself vis-à-vis an organized and regulated world; it bears the 

imprint of mal du siècle."2  

Thus, the motif implies a double connotation: the rhythmic-melodic formula, par excellence 

musical, and the psycho-social aspect of the artist's determination. The most suggestive 

example remains the motif from Beethoven's Symphony of Destiny: the rhythmic implosion 

with development throughout Part I and the knocking on the door of the landlord to whom 

Beethoven had stopped paying the rent. 

 

Ludwig von Beethoven: Symphony No. 5 

In 14th-century France, Le Roman de Fauvel, attributed to Gervais du Bus (the story of a 

donkey who will take over his master's house and a criticism of the corruption that has engulfed 

the church and the political system) appears.  

 

 

 

 
2 Theodor W. Adorno Teoria estetică Editura Paralela 45, 2005, p. 4. http://ro.scribd.com/doc/61461688/Theodor-W-Adorno-

Teoria-Estetica. 
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Fauvel pe tronul său: detaliu iluminat dintr-un manuscris medieval  al lucrării Roman du 

Fauvel atribută lui  Gervais du Bus3 

The implosive begins with the acronym of the six vices: la Flatterie (flattery), l'Avarice 

(stinginess), la Vilenie - "U" typed with V (infamy), la Variété (inconsistency), l'Envie (lust) 

et la Lâcheté (cowardice). On December 6, 2011, the article by Professor Pascal Michon 

(French philosopher and historian, born in 1959, author of the RHUTHMOS website, dedicated 

to rhythmic studies, doctor of history and qualified in philosophical research) appears. The title 

is a question that the series of papers of the Copenhagen Conference, before the Danish 

Philosophical Society, will answer, or not: Are we about to witness the emergence of a new 

scientific paradigm: the rhythmic paradigm? The rhythmic paradigm goes beyond the 

framework of the alternation of stressed and unstressed times, it will abstract duration and 

continuity, which means new ways of perceiving time. A rhythmic analysis could allow us to 

measure the fluid, fragmented world, or the place of new changes that we have just entered. In 

an interview, in 2022, on the occasion of the publication of volume 2 of the study Problèmes 

de rythmanalyse, Paris, Rhuthmos, the same Pascal Michon states: Il faut se liberére de l’idée 

que le rythme existe par lui-même, dans la nature / We must abandon the idea that, in nature, 

rhythm exists by itself. 4[tr.n.] 

If the medieval time of legends was found in the implosive mode, in the times of the anapest, 

the rhythmic formula of the amphibrach, through its palindromy, suggests a recurrence in time, 

time determined by a certain spatiality / geography. In this sense, John Kirtland Wright (1891 

– 1969) – American geographer, at the head of the American Geographical Society, with 

 
3 https://fr.wikipedia.org/wiki/Roman_de_Fauvel#/media/Fichier:Roman_de_Fauvel_-

_BNF_Ms._fr._146,_folio_11r.jpg 
4 Millénaire 3 - Métropole de Lyon  Le temps passe pour les politiques temporelles Pascal Michon : « Il faut se 

libérer de l’idée que le rythme existe par lui-même, dans la nature 

https://millenaire3.grandlyon.com/m3_search?SearchText 

https://millenaire3.grandlyon.com/dossiers/2022/le-temps-passe-pour-les-politiques-temporelles
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remarkable studies in the history of geographical thought) launches the geosophical concept 

that he considers a philosophical component. Geosophy is the study of geographical knowledge 

as a sense of man in space, and the borders are figurative. A geosophical space with figurative 

borders is found in the Parisian universal exhibitions, at the interference of the 19th – 20th 

centuries. The idea was taken over from the English who organized the first exhibition in 1850; 

this reterritorialization implied a geographical implosion whose declared purpose, by Prince 

Albert himself, was the following: The resources of the four corners of the world are at our 

disposal […]5 ; and the argument that gave weight to the discourse had as its reference points 

the extraordinary transition leading to the glorious end towards which all history tends: the 

perfection of human unity.6  

Science, industry and art are declared the essential components of progress, under the impulse 

of competition and capital. Five years after the British initiative, France organizes in Paris, the 

Universal Exhibition whose emblem was the statuary group in the academic manner, by the 

sculptor Élias Robert, which adorned the entrance to the Palace of Industries, the main building 

of the exhibition and which was suggestively entitled La France couronnant d’or l'Art et 

l'Industrie (France crowning Art and Industry with gold).  

The association of Art and Industry represents the new aesthetic orientation marked by 

efficiency. We also remember the Exhibition of 1972, when Claude Monet's painting 

Impression soleil levant, exhibited at the Salon of the Rejected, by imperial decree and rejected 

at the Salon de Automne by the academics, would give the title to the entire Impressionist 

current.  

Although they bore a name that included universality, these exhibitions are in fact geographical 

implosions, a new form of expansionism in the attempt to transform Terra incognita into Terra 

cognita and to give borders, only a figurative meaning. … Only two are the exhibitions that 

create the geosophical space of the rhythmic approach of the amphibrach as a genetic formula: 

the one of 1889 and 1890.  

The Universal Exhibition of 1889 (May 6-October 31) had two objectives: the centenary of the 

French Revolution and the launching of the Eiffel Tower. One of the attractions was a kind of 

folklore reservations, in which each nation offered representative moments.  

 
5  http://fr.wikipedia.org/wiki/Exposition_universelle_de_1851 
6 Ibidem 3 

http://fr.wikipedia.org/wiki/Exposition_universelle_de_1851
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On this occasion, the ethnomusicologist Julien Tiersot (1857-1936), in the preface to the study 

Notes d'ethnographie musicale (1905-1910), asks the question that has become famous: 

 

 

 "Does not the music of peoples distant in space have the same rights as that of peoples distant 

in time?" [tr.n.]. Tiersot's study goes beyond the ethnomusicological framework, acquiring 

sociological connotations. 

 Exoticism thus becomes a form of geosophical approach, through which the lost territories of 

humanity are reclaimed, and borders acquire only a figurative meaning. 

    

The remaining fiddlers, Ionică Dinu and Angheluș Dinicu, the father and grandfather of 

Grigoraș Dinicu who was then being born, were also invited to the 1889 Exhibition. In the 

Revue de l’Exposition Universelle, Paris 1889, on page 30, the presence of Romanian fiddlers 

is recorded, in which we also find a description of the Romanian song: Then, with class C, the 

Romanian flute, Pan’s flute (finally, a truly ancient/primitive one). 

 The first Medal, to Mr. Dinicou; the second Medal, to Mr. Cratchunesio. A lonely song, 

slow and sweet, without sadness, rather dreamy, accompanied by two violins and a cobza, 

a kind of lute (also primitive, very good); the song comes alive, the movement is 

accentuated; here are dance arias, with flourishes and arabesques, tangles of pearly notes, 

falling jerbes. It is very pleasant and strange. [tr.n.] 

Also present at this exhibition were his two friends, Claude Debussy - attentive to Javanese 

gamelan and the "classical" avant-garde, Érik Satie - attracted by the "Romanian laoutars". 

Inspired by Romanian sounds, Satie composed, a year later, the Gnossiennes which the Rouard, 

Lerolle & Cie publishing house would group, in 1913, under the title, Trois Gnossiennes. 

Gnossienne is a Satist invention, a translation between genre and form, the name being given 

under the impression of the new archaeological discoveries of Knossos, in 1878, but also as a 
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sign of knowledge - gnoseo - of an exotic world. In the Balkan space, the present pulsed among 

the ruins and legends of the past.  

The publisher had kept the Satist custom of number 3, from Trois Gymnopédies (1888 - another 

cycle inspired by the same ancient places); The number 3 of the three gnosians means the 

minimum of points that determine a plane, this time, a space in which a time of the past can be 

invoked. But what is the past time? 

In the 4th century A.D., Saint Augustine, in his Confessions, defined time as follows: [...] it is 

obvious that neither the future nor the past exists, and it is improper to say: "there are three 

times - the past, the present and the future"; but, perhaps, literally speaking, it should be said: 

"there are three times - the present of the past, the present of the present and the present of the 

future"7. For these three exist only in the soul, and in another place, I, for one, do not see them 

exist.  

The present of the past is in memory; the present of the present, in the attentive gaze (i.e. 

intuition and spiritual vision); and the present of the future, in expectation. Satie's Gnossiennes 

thus become the sound image of new spatio-temporal descriptions. 

 The most suggestive remains the Ière Gnossienne.  

The terms of expression invented by Satie accompany the appearance of functionally 

hierarchized periods, in a magical implication, substituting the Romanian text, in any case 

incomprehensible to Parisians: Très luisant-Strălucitor, Questionez - -Întrebați, Du bout de la 

pensée – De la întrebați gândului, Postulez en vous-même – Întrebați-vă, Pas à Pas - Pas cu 

Pas, Sur la langue, probably, « pe linguma violinii », with faded sonorities. The archaic time 

invoked is rhythmically rendered by an amphibrach, in a  tempo lento, like a ritualistic 

evocation. 

 Here, the amphibrach has a slow intonation, an ostinato of centuries-old settlement. 

       

 
7 Sfântul Augustin Confesiuni. HUMANITAS, București, 2005. Cartea a unsprezecea, cap. XX, p. 393. 
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Erik Satie: 1 ère Gnossienne8 

In 1900, at a new Universal Exhibition, John Philip Sousa (1854 - 1932) arrived from 

America, an American composer known especially for his marches, being nicknamed the 

King of the March (the sousaphone is named after him, in homage).  

 

John Philip Sousa brought to Europe the most popular song of the blacks of Virginia in the 

1870s, the cake-walk; it appeared as a kind of pantomime, a comic imitation of the masters 

during the ball. A few colonists, more conciliatory, also attending these gatherings, rewarded 

the dancers with cakes; hence the name "cake march", or cake-walk.  

The rhythmic formula is the same amphibrach, but... ...in the same geosophical space, Debussy 

composes using the cake-walk amphibrach motif; the most suggestive is the piece Le petit 

nègre - created in 1909, dedicated to children, Debussy codifies the existence of the main 

character in the French colonies: le petit nègre, pitinègue or français tirailleur is the 

marksman in the colonial troops; between 1906-1908, Debussy composes Thus, the cake-walk 

formula defines a character, and through him, a New World. This time, the amphibrach is 

intoned quickly, as a rush of temporal recovery. The difference between the two formulas of 

the amphibrach is tempo-time. In an abstract game, in the implosive perimeter of the Universal 

Exhibitions, the amphibrach, as a genetic formula becomes the sign of existence between the 

present of the past … and… the present of the future. 

 

 

 
8 https://imslp.org/wiki/File:TN-Satie,_Erik-Klavierwerke_Peters_Klemm_Band_1_04_Gnossiennes.jpg.  Erik 

Satie: Klavierwerke, Band 1 (pp.22-35). Leipzig: Edition Peters, No.9620, 1986. Plate E.P. 13380. 

https://imslp.org/wiki/File:TN-Satie,_Erik-Klavierwerke_Peters_Klemm_Band_1_04_Gnossiennes.jpg
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