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ABSTRACT - A great composer (emblematic for the post-Enescu generation
which he represents without followers), but also a great thinker of the art
of sounds and of its complex relationship with philosophy and the other
coordinates of the cultural and spiritual world, Aurel Stroe is undoubtedly
the most original Romanian creator of the second half of the 20th century.
The Mandala is, along with his last three concerts (dedicated to the violin,
the saxophone and the accordion, accompanied by orchestra) and the
Ciaccona con alcune licenze, one of his most important compositions.
Cumulating elements from the theory of catastrophes, from the behavior of
dynamic systems and immeasurable structures, gathering symbols from
such diverse cultures (such as Crucifixus and mandala), Aurel Stroe realizes
the unity of an exceptional work in a decrypted way in the analysis.
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1. INTRODUCTION

Aurel Stroe is one of the most original personalities of the Romanian music
of the second half of the 20th century. In the 60s he exploited the avant-garde
information assimilated during the lectures at the Conservatory of Darmstadst,
taught by Mauricio Kagel, Gyorgy Ligeti and Karlheinz Stockhausen. In the 70s,
as a researcher of the International Institute of Compared Musicology, he
studied in-depth the activity of the French historian Alain Danielou,
musicologist and expert in Hindu philosophy; this period marked all of his
creation encompassing sonorities and a concept which he exploited in his
entire activity, also expanding to areas of philosophical and linguistic
research.



The complexity and the super-positioning of incommensurable
elements remain two of the most important coordinates of Aurel Stroe’s
creation, alongside the appeal to multiple inspiration sources from extremely
different cultural and spiritual environments. The complexity is one of the
most important characteristics of maestro Aurel Stroe’s art and thinking,
because he applies this pattern to all the layers of the musical text and to all
the musicological resorts. In the following we will continue the analysis of one
of his most important creations, Mandala on a poliphony by Antonio Lotti,
investigating the sections Adagio. Crucifixus to I bis (reversed sections).

2. MANDALA-SEMANTIC ANALYSIS

Adagio. Crucifixus d'Antonio Lotti (symmetry axis)

It is represented by the occurrence (in a deformed way, in the
surrealist meaning of the word) of the work of Antonio Lotti (1667-1740),
one of the representative composers of the Venetian Baroque: Crucifixus.
The 8 voices surge in turn divisi (from the lowest to the highest), with the
original theme (in do minor) of the segment being the sacrifice of the
Saviour on the cross: ritmico ma misterioso, comme un echo.

E. g. 8 - A. Stroe, Mandala: Crucifixus
(the author’s manuscript)
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The first imitative intonation of the initial theme is followed by the
beginning of the surreal aspects for which the requested inversion is
specified, including at the level of the words extracted from Creed:
CRUCIFIXUS, which becomes XUS-FI-CI-CRU. Thus, Crucifixus is not only a
symmetry axis for the entire creation, but it is itself affected by this process
which absorbs it from the inside.

This version of the Crucifixus is one of the most impressive, the
reference to it (in a deformed way in the positive sense of rereading it in a
modern key) is a confession of the conviction that the reality of Christianity
is at the heart of man’s spiritual life.

The centre of the Mandala is the symbol of the cross *with its
meaning of altar for the supreme sacrifice), in a context which seems a
paradoxical cohabitation of different forces of human history and culture.

In the second half, the creation presents itself as a reverse reading
of the intoned: IV bis. Choral inharmonique, III bis. Le manieur de gravite
2-Rarefaction negative, II bis. Multimobile 2 aux elements retrogrades, [
bis. Diminution symetrique. The process of reversibility is very widely
used in the creation of Aurel Stroe, with deep meanings: he sees the world
from several points of view, approaching temporality not only in its
constructive sense, but also in the deconstructivist one. Thus appear all sorts
of musical writing procedures that intensify the motiv development, further
straining the music, for example rotary heterophony in the section of the
inharmonic accord, read from end to beginning.

Rotary heterophony (heterophonie rotative) begins in four voices,
on a route of six measures, involving the game of stringed instruments and
strings (solos, in divisions), but also wooden wind instruments (flute, oboe,
solo clarinet). Gradually, other divisions of the already existing instruments
are added (viola solo 2 from measure 2, violin II solo 2, from measure 3,
violin I solo 3 from measure 6). The route taken by the voices of the
heterophony is ascending, integrating in the wide section of the inharmonic
choir made initially of multifonics.

Section III bis is in the same spectrum of the original title (Le
manieur de gravite II), but with the addition of Rarefaction negative, thus
emphasizing the idea of the reversed (reversible) presentation of the
discourse of section III. It is presented in the opposite direction (from the
end to the beginning) not only the whole speech, but also each sound
initially expressed in the usual way, being made precisely in the notation of
the score, including the nuances presented at the opposite pole.



E. 8.9 - A. Stroe, Mandala: IV bis Choral inahrmonique, heterophonie rotative
(the author’s manuscript)
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E. g. 10 - A. Stroe, Mandala: I1I bis Le manieur de gravite (rarefaction negative)
(the author’s manuscript)
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E.g. 11 - A. Stroe, Mandala: III Le manieur de gravite
(the author’s manuscript)
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Section II bis begins with the end of section II, in the sense that the
author makes reversible the initial moment of disintegration of the musical
discourse (les musiciens cessent un a un - individuellement - de jouer,
perdendosi poco a poco al niente), which is presented in reverse the same
gesture, sustained by violins, violas, cellos and contrabass: the musicians
individually attack their mobiles while keeping the order indicated (les
musiciens attaquent individuellement leurs mobiles en gardant l'ordre
indique). Thus are introduced the five mobiles named with the first five
signs of the Greek alphabet, which together make up the multimobile so
characteristic of Aurel Stroe's creation.

The idea of multimobiles illustrates the diversification into unity and
unity in diversity that defines the master's art, focused on definite and firm
references to different realities, outside music, belonging to immeasurable
universes, which the author manages to unify in the diamond of the same
musical work.
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E.g. 12 - A. Stroe, Mandala: II bis Multimobile aux elements retrogrades
(the author’s manuscript)
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E. g. 13 - A. Stroe, Mandala: II Multimobile aux elements retrogradables
(the author’s manuscript)
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The same elements as in Section II are retained when the five pieces of
mobil are subsequently supplemented by the speech of the woodwinds,
percussion instruments, piano and celestial, and the improvisational element
which appears on the wind instruments is later found (from measure 6,
presto, poco pesante) in an irregular rhythm, in which each instrument
reports the same sound tank as in Section II. On several occasions I found in
the symphonic and concertante creation of master Aurel Stroe this aspect, the
use of a musical process in two planes simultaneously: macrodimensional (in
the multimobile) and microdimensional (in the passage Improvvisatione).

E. g. 14 - A. Stroe, Mandala: II bis Multimobile (Improvvisatione)
(the author’s manuscript)
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Section 1 bis refers to Diminution symetrique, the process that
reverses the initial speech being obvious not only at the level of sound strings,
but also at the level of performing a single sound. These compositional
processes only endorse the idea of disintegration, of the deconstructivism that
is found in many of the author's creations.

Complex theories of modern physics and mathematics, such as chaos
theory, catastrophe theory or the theory of dynamical systems are present in
Aurel Stroe's creation not only conceptually (as a reference to extramusical
elements), but have a strong inner support, visible in the strictly musical
fact. They study the behaviour of certain nonlinear dynamic systems - a
species of which is also modern musical discourse (and not only: the master
analized more than once the system of classical Beethoven music from these
perspectives).

In the work of art (especially the modern one, in addition to that of
such an original author) there are phenomena of instability that favour the
situation in which their behaviour becomes unpredictable. Lorenz's theory
from 1960 observed subtle phenomena of regularity in seemingly chaotic
processes - which is what musical analysis tries to do.

14



Closely related to this phenomenon is the theory of catastrophes, a
branch of the study of dynamic systems: it studies and classifies phenomena
characterized by sudden changes in behaviour, being the work of
mathematician René Thom in the 1960s. Any musical work (a dynamic system)
is an alternative (and a certain fine-tuned ratio) of states of equilibrium and
imbalance, and this phenomenon is also visible at the formal level (exposure-
development) or at the harmonic level (consonance-dissonance).

Figure 4 - Catastrophe theory
(educalingo.ro)

"The main result of mathematical catastrophe theory consists in the
classification of unfoldings (= evolutions around the center (the germ) of a
dynamic system after its destabilization)"!; in catastrophe points there are
bifurcation points that tend to destabilize the entire system, in extreme
cases. Nothing closer to explaining the evolution of musical language in the
creations of Aurel Stroe, who continuously referred to these realities,
directly observable in the Mandala, where Crucifixus (axis of symmetry) can
be interpreted as a bifurcation point that determines the subsequent
evolution of system. But these aspects, so comple, solicit another space, of
other works focused on this subject.

1 WILDGEN, W., Catastrophe theoretic semantics - An Elaboration and Application of René
Thorn's Theory, John Benjamins publishing, Amsterdam, 1982, p. 7.
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3. CONCLUSION

The complexity and the super-positioning of incommensurable elements
remain two of the most important coordinates of Aurel Stroe’s creation,
alongside the appeal to multiple inspiration sources from extremely
different cultural and spiritual environments. The complexity is one of the
most important characteristics of maestro Aurel Stroe’s art and thinking,
because he applies this pattern to all the layers of the musical text and to all
the musicological resorts.

Maestro Stroe is himself "the adept of references and allusions to
elements outside music"2, able to enrich, at least theoretically, at the level of
ideas, the meanings of his beautiful and original music, which cannot be
claimed or justified by anything exterior to it; he felt the need to constantly
refer to something outside his music in order to find himself in the music, as
a composer strongly connected to culture.

In fact, each section is a structure with a more or less symmetrical
organization around a symmetry axis, which was inserted subsequently in a
more ample, unitary construction, which is similarly built. This observation
concerning the subtle and hidden aspect of the musical creation applies to
other creations as well, such as the opera Orestia (analysed in several
doctoral dissertations in musicological studies at the University of
Bucharest): a mirror in the mirror, this is an unusual archetype which can be
found in his formal writing, hiding less obvious messages in routes which
seem to be transparent enough.

"Aurel Stroe had such a vision of life in the first years of his
composing career, which was to bring so much honour to Romanian culture:
his creation is so outstanding, so vanguardist for his times"3. Aurel Stroe
proposes the presence and the concatenation of different modes of
morphological articulation of the musical discourse: one predominantly
melodic (part II, multimobile), the harmonic one (part IV, the choral), the
rhythmic one (part [, augmentation); thus, he creates a hidden inner
geometry, which must be decrypted in the analytical and listening process of
the musical creation. This is emphasized by the fact that the author is "a free

2 COROIU, Petruta, Universul componistic al lui Aurel Stroe. Estetica si semantica,
Universitaria Publishing House, Craiova, 2015, p. 157.

3 COROIU, P., Melodramas on the Book of Job - a cultural act at Antim Monastery: Unknown
musical testimony of the BURNING BUSH, Bulletin of the Transilvania University of Brasov,
Series VIII: Performing Arts ¢ Vol. 8 (57) No. 2 - 2015, p. 14.
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thinker with his own thoughts, a musician freed from the pressure of his
own personality. This phenomenon entails major risks for the subsequent
creations of a composer"+.

Cumulating elements from the theory of catastrophes, from the
behaviour of dynamic systems and immeasurable structures, gathering
symbols from such diverse cultures (such as Crucifixus and mandala), Aurel
Stroe realizes the unity of an exceptional work in a decrypted way in the
analysis.

"Modern philosophers generally assume that music is a problem to
which philosophy ought to offer an answer"s: with its surrealist world
vision, its focus on unexplainable symbols in a different manner than the
modern one, its paradoxical combination of incommensurable realities
(which become compatible in the artistic creation), Mandala is one of the
most important masterpieces of the Romanian modern art, whose interior
beauty charms from the first hearing, and which also needs to be
accompanied by the musicological argumentation of a very original thought
system, which is, however, very little understood.
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