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AUREL STROE

SONATA NR. 3 PENTRU PIAN

in Palimpsest

Inainte de aparitia Sonatei nr. 3 pentru pian a lui Aurel Stroe
(1991), structurile si teoriile lui René Thom despre morfogeneza se
concretizau. Forma de sonata si palimpsestul coexista in aceasta
lucrare, desi provin din experiente stilistice si culturale diferite si
aceasta constituie ruptura principala a muzicii.

In Sonata nr. 3 se apeleazé la ideea de palimpsest compus din
structuri incomensurabile, asezate pe diferite niveluri, provenind
din trei perioade diferite ale carierei compozitorului. Rememorarile
astfel enuntate produc salturi de semnificatii atat prin constructie
cat si prin realitatile temporale pe care le evoca. inceputul este
intitulat “Joc de umbre” si este cladit asemenea unui preludiu, din
elemente disparate, de naturd armonica (clustere) sau melodica,
unificate intr-o curgere temporala continug; ii urmeaza Cantico
semplice 1947 (pag. 7), o muzica creata la 15 ani, una dintre
primele incercari de armonizare a unui colind dupa modelul lui
Bartdk (face parte dintre cele 11 colinde pentru pian).

Centrul piesei, corpul sonatei, sectiunea a ll-a, intitulata “Omagiu
lui Pierre de la Rue” (polifonist din secolul al XVI-lea) are o structura
polifonica, de canon. Sunt intrebuintate moduri complementare si
inversate, intre cele doua maini (stanga - fa, sol bemol, la bemol,
si bemol, re bemol, re becar si dreapta - sol, la, si, do, re diez, mi)
in cadrul a 3 canoane care se desfasoara simultan, fiecare cu
expresia proprie si elementul lui melodic caracteristic. Fiecare
voce evolueaza intr-un timp distinct, sunt folosite si structurile
nonretrogradabile iar din aceasta suprapunere a structurilor
complementare se naste astfel un alt nivel al rupturilor. Un Cantico
semplice 1957 (de fapt tema de debut a Sonatei nr. 1 pentru pian
invaluita intr-o atmosfera poetica si apoi distorsionata melodic
sau preludiul la “Cartea lui lov” pe care nu a scris-o niciodata), o
muzica de la 25 de ani, are rol ad libitum in desfasurarea piesei
(depinzand de intentiile interpretului); ii urmeaza o alta colinda (din
seria celor 11 colinde pentru pian), Cantico semplice 1947 revizuita
in 1991, o muzica asupra careia a revenit asadar la maturitate
(mai contorsionatd, cromatizata) tot cu moduri complementare

(pag. 17).

Sonata se incheie cu Allegro con gioia, o dezvoltare pe doua
acorduri si un cluster, un moment simetric ca expresie fata de
inceput, cu libertati acordate interpretului, un final fara final de




fapt pentru ca nu se poate punct unei asemenea structuri aflata
intr-o crestere continua.

Desi distantate in timp, reprezentand evident perioade diferite din
creatia lui Aurel Stroe - sub aspect stilistic, al limbajelor, al spatiului
de manifestare si nu in ultimul rand al precuparilor artistice
definitorii, cele trei sonate pentru pian descriu un arc continuu,
de la tinerete la maturitate, prin muzicile morfogenetice pe care le
contin, in prima sonata, avant la lettre. Exista si o anumita unitate
a configuratiei tematice intre aceste opusuri, dincolo de circulatia
propriu-zisa a ideilor si structurilor melodice, o relatie de rudenie
care depaseste specificul genului - cateodata doar un punct de
plecare - spre inadltimea unei viziuni personale asupra operei
muzicale. In acelasi timp sonatele pentru pian definesc, in faze
succesive, una dintre categoriile artistice prin care se recomanda
componistica lui Aurel Stroe: modurile complementare izomorfe.
Impreuna cu alte categorii de lucru (multimobile, multifonice,
sisteme de acordaj) modurile complementare constituie unul din
instrumentele permanente, definitorii in gandirea creatoare a lui
Aurel Stroe, in realizarile de anvergura simfonica proprii ultimului
deceniu al secolului XX si anii inceputului de mileniu.

RUXANDRA ARZOIU



PIANO SONATA NO. 3

In Palimpsest

Before the Piano Sonata no. 3 composed by Aurel Stroe came
out (1991), the structures and theories devised by René Thom on
morphogenetics had started to become reality. The sonata form
and the palimpsest coexist in this musical piece, although they
pertain to different stylistic and cultural experiences and thus
ensues the main musical break.

In the Piano Sonata no.3 the composer draws upon the idea of
palimpsest composed of incommensurable structures set on
different levels, pertaining to three different periods in the com-
poser’s career. Recalls thus enunciated produce leaps in meaning
through construction, as well as through the temporal realities it
brings upon. The beginning is called “A game of shadows” and is
built as a prelude, with disparate elements, harmonic (clusters)
or melodic in nature, unified in a constant temporal flow; it is
followed by Cantico semplice 1947 (page 7), a musical piece
written at the age of 15, one of his first attempts to harmonise a
carol on the Barték model (it is part of the 11 carols for piano).

The centre of the piece, the body of the sonata, the second sec-
tion, called “Homage to Pierre de la Rue” (poliphonist from the
XVIth century) has a polyphonic, canonical structure. Comple-
mentary and reversed modes are being employed between the
two hands (left - F, G flat, A flat, B flat, D flat, D natural and to the
right - G, A, B, C, D sharp, E) within three canons which are per-
formed simultaneously, each with its own expression and its own
melodic contour. Each voice evolves in a distinct time, together
with non-retrogradable structures and from this juxtaposition of
complementary structures a new level of breaks is achieved. A
Cantico semplice 1957 (in fact, the debut theme of the Piano So-
nata no.1 wrapped into a poetic atmosphere and then distorted
melodically or the prelude from "The Book of Job” which he never
composed) - a musical piece written at the age of 25 - has an ad
libitum role in the performance of the piece (depending on the
intentions of the performer); it is followed by another carol (from
the series of 11 carols for piano) - Cantico semplice 1947 revised
in 1991 - a composition which he, therefore, revisited in his mature
period (more convoluted, chromatised), adding complementary
modes (page 17).

The Sonata ends with an Allegro con gioia — a development on




two chords and a cluster,a moment that is symmetrical in expres-
sion with the beginning, with liberties for the performer, in fact,
an ending without end, because one cannot end such a structure
in constant evolution.

Although distanced in time, obviously representing different
periods in Aurel Stroe’s creation - from a stylistic point of view,
considering the languages, the spaces for manifestation and,
last but not least, the defining artistic pursuits, the three piano
sonatas form a continuous arch. from youth to adulthood, through
morphogenetic music (avant la letter in the first sonata). There
is a certain unity of thematic configuration between the pieces,
beyond the actual circulation of ideas and melodic structures, a
kinship that goes beyond the specific of the sonata genre (being,
at times, just a starting point) towards the heights of a personal
vision of the musical composition. At the same time, the piano
sonatas define, in successive phases, one of the artistic catego-
ries which characterise the compositional work of Aurel Stroe:
isomorphic complementary modes. Together with other catego-
ries (multimobiles, multiphonics, tuning systems), complemen-
tary modes constitute one of the permanent means defining the
creative thinking of Aurel Stroe in the symphonic achievements
of great import and scope, in the last decade of the XX century
and the first years of the new millennium.

RUXANDRA ARZOIU
TRANSLATION BY IONELA CHIRILA
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(... hommage a Pierre de la Rue)
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un poco scherzando, moqueur
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144 (molto rigoroso)

développement sur deux accords et un cluster:
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Breviar al ideilor teoretic-muzicale ale lui Aurel Stroe

(in ordine alfabetica)

Clase de compozitii

Model formal continand reguli
muzicale ce dau nastere unei clase de
variante, nu unei singure compozitii.

Diada lui Stroe

Model formal ce alatura si creeaza
punti intre doua paradigme muzicale
incomensurabile. Exemple: diada
capricii si ragas, diada clopotei si
ecouri, diada acorduri si cantece de
copii.

Entropia

Proces muzical prin care o tema
este dezmembrata progresiv, pana
devine de nerecunoscut. (ex.: Fugue
dissipative din Concertul pentru
acordeon si orchestra)

Folclorul planetar

Lume sonora imaginara ce simuleaza
anumite sonoritati folclorice de pe
mapamond.

Morfogeneza sau teoria catastrofelor
Capacitatea unei forme muzicale de

a ajunge la un punct de catastrofa
(prin crestere sau descrestere), de
unde sa deraieze spre o alta forma.
Aici intra anomaliile formei muzicale:
herniile, enclavele si tumorile formei.
(termeni utilizati de catre Aurel Stroe
in analizele simfoniilor lui Mahler)

Multimobile

O multime de melodii date, cantate

de catre fiecare membru al orchestrei
intr-o ordine aleatoare, rezultand de
aici un conglomerat sonor posibil de
controlat numai la nivelul intensitatii si
volumului.

Ontologiile muzicale

Modalitati diferite de a intelege, face
si recepta muzica, dependente de
paradigmele culturale din care provin.

Palimpsestul
Tehnica de suprapunere a unor
paradigme muzicale foarte diferite.

Paradigma muzicala

Categorie muzicala guvernata de un
model de producere si intelegere a
muzicii in cadrul unei culturi date. Se
numesc incomensurabile paradigmele
muzicale care nu se pot compara,
pentru ca nu au o unitate de masura
comuna.

Puntea

Metoda specifica de creare a legaturii
dintre doua paradigme muzicale
incomensurabile, prin gasirea
elementelor apropiate si dezvoltarea
analogiilor dintre ele.

Sistem de acordaj

Complex proportional ce defineste
raportul sunetelor in cadrul unei
scari muzicale simple sau complexe.
Sistemul de acordaj, la randul lui, este
influentat de paradigma culturala din
care provine. Sistemele de acordaj
sunt convergente, atunci cand provin
din aceeasi paradigma culturala, si
divergente - atunci cand provin din
paradigme culturale incomensurabile
(cum ar fi muzica europeana
occidentala si muzica nord-indiana).

DAN DEDIU



Breviary of theoretical-musical ideas of al Aurel Stroe

(alphabetical)

Composition classes

Structural model containing musical
rules generating a class of variants
and not only one composition.

Stroe’s Dyad
Structural model joining and
creating bridges between two

incommensurable musical paradigms.

Examples: the Caprices and ragas
dyad, the jingle and echo dyad, the
chords and children songs dyad.

Entropy

Musical process in which a theme

is progressively dismantled, until it
becomes unrecognizable. (e.g. Fugue
dissipative from Accordion Concerto).

Planetary Folklore

Imaginary sonorous universe which
simulates certain folk sonorities from
around the world.

Morphogenetics and the theory of
catastrophes

The ability of a musical form to reach
a ‘catastrophe point’ (by increase or
decrease), from where it starts to
derail towards a different form. This
is where the anomalies of the musical
form enter the stage: the hernias,

the enclaves and the tumors of the
form (terms used by Aurel Stroe in his
analyses of the Mahler symphonies).

Multimobiles

A multitude of given melodies, played
by each of the members of the
orchestra in a random order, resulting
in a conglomerate of sonorities which
can only be controlled at the level of
intensity and volume.

Musical ontologies

Different means of understanding
music, dealing with it, feeling it,
means which depend on the cultural
paradigms whence they came.

Palimpsest
The technique of superimposing very
different musical paradigms.

Musical paradigm

Musical category governed by a model
of generating and understanding
music within a given culture. They

are called incommensurable musical
paradigms which cannot be analyzed
one against the other, because they
do not share a common unit of
measurement.

Bridge

Specific method of creating a link
between two incommensurable
musical paradigms, by finding
close elements and developing the
analogies between them.

Tuning systems

Proportional complex which defines
the sound ratio in a simple or complex
musical scale. In turn, the tuning
system is influenced by the cultural
paradigm whence it came. The tuning
systems are convergent when they
come from within the same cultural
paradigm and divergent - when they
come from incommensurable musical
paradigms (such as western European
music and northern Indian music).

DAN DEDIU
TRANSLATION BY IONELA CHIRILA
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BIOGRAFIE

S-a nascut in 1932 in Bucuresti, a studiat compozitia cu Mihail
Andricu la actuala Universitate Nationala de Muzica din Bucu-
resti, unde a predat din 1962 pana in 1975 teoria instrumentelor
si orchestratie, iar din 1975 pana in 1985 compozitie.

A participat (1966-69) la Cursurile internationale de vara de la
Darmstadt. In 1968 a fost oaspete al Departamentului de stat al
S.U.A,, spre a vizita mai multe universitati. A putut astfel studia
la fata locului compozitia asistata de calculator si producerea
sunetelor sintetice. In 1969 a fost invitat la studioul electronic
Holstebro (Danemarca), unde a putut lucra un an. Printr-o bursa
de creatie DAAD a ramas un an la Berlin (1972-73), timp in care a
luat contact si cu Institutul de muzicologie comparata condus de
Alain Daniélou. In tot acest timp, compozitiile sale au fost cantate
la Festivalurile de la Royan, Varsovia, Berlin, Roma, Paris.

In 1979, a doua parte a Trilogiei Orestia a fost montat& in premi-
era la Festivalul din Avignon. Este perioada in care Stroe scrie
intensiv in maniera pe care o va defini mai tarziu drept compozitia
cu mai multe sisteme de acordaj ca paradigme culturale.

Anul universitar 1985/86 il petrece ca profesor invitat la Univer-
sitatea lllinois din Urbana Champaigne (S.U.A.). Apoi nu va mai
reveni in Romania, ci se va stabili in Germania, la Mannheim,
unde trdieste din compozitie si muzicologie. In 1986/87 a primit
in Mannheim si Berlin prelungiri ale bursei DAAD. Tot in aceasta
perioadd a predat la Ecole Normale din Sélestat, Strasbourg, ca si
la Universitatea din Metz. Lucrarile sale sunt cantate in prima au-
ditie la Paris, Roma, Wiesbaden, Mannheim, Darmstadt. Stroe isi
continua preocuparile asupra compozitiei cu mai multe sisteme
de acordaj si asupra compozitiei morfogenetice.

Din 1993 a predat din nou cativa ani la Universitatea de Muzica
bucuresteana, iar in fiecare vard (incepand cu 1992) a tinut cur-
suri de compozitie la Busteni.

Numeroase studii muzicologice ii sunt publicate in reviste cul-
turale sau de specialitate muzicologica din Romania si Franta.
Compozitiile sale sunt publicate de Salabert si Editura Muzicala,
iar CD-uri cu piesele sale au aparut la ADDA, Olympia si Docor.

in 2002, Iui Aurel Stroe i s-a decernat Premiul “Gottfried von Her-
der” la Universitatea din Viena.

A murit pe 3 octombrie 2008, la Mannheim, Germania.

VALENTINA SANDU-DEDIU
EXTRAS DIN MUZICA ROMANEASCA INTRE 1944-2000,
EDITURA MUZICALA - 2002



BIOGRAPHY

Aurel Stroe was born in 1932 in Bucharest, studied composition
with Mihail Andricu at what is known today as the National Univer-
sity of Music Bucharest, where he lectured from 1962 until 1975,
having taught instruments and orchestration, and from 1975 until
1985, composition.

He took part (1966-1969) in the international summer courses at
Darmstadt. In 1968 he was hosted by the US State Department in
order to visit several universities. Therefore, he was able to study
hands-on computer assisted composition and synthetic sound
production. In 1969 he was invited to the Holstebro electronic stu-
dio in Denmark, where he was able to work for a year. Having re-
ceived a creative arts DAAD grant, he stayed in Berlin (1972-1973)
for another year, when he could get in contact with the Compared
Musicology Institute led by Alain Daniélou. In all this time, his works
were played at the Festivals in Royan, Warsaw, Berlin, Rome, Paris.

In 1979 the second part of the Orestia trilogy was staged and re-
leased at the Avignon Festival. It is the period in which Stroe writes
intensively in the manner he will later define as composition with
multi-tuning systems as cultural paradigms.

He spends the academic year 1985/86 as a visiting professor at the
University of lllinois Urbana-Champaign (USA). He doesn’t return to
Romania, but settles in Germany, in Mannheim, where he supports
himself working in composition and musicology. In 1986/87 he
taught at Ecole Normale in Sélestat, Strasbourg, as well as at Metz
University. His works from that period were premiered on stages
in Paris, Rome, Wiesbaden, Mannheim and Darmstadt. Stroe con-
tinues to be invested in the study of composition with multi-tuning
systems and morphogenetic composition.

From 1993 he started to teach again for a few years at the Univer-
sity of Music in Bucharest, and each summer (starting with 1992)
he held composition classes in Busteni.

Several of his musicological studies were published in Romania
and France in cultural magazines or magazines dedicated to mu-
sicology. His compositions were published by Salabert and Editura
Muzicald, and ADDA, Olympia and Docor released CDs with his
music.

In 2002, Aurel Stroe was awarded the “Gottfried von Herder” Prize
by the University of Vienna.

He passed away in October 2008, in Mannheim, Germany.
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