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Prezentare

Ideea compunerii Cvartetului de coarde nr. 7 a aparut la initiativa Radio Roma-
nia Muzical, in colaborare cu Rotary Club Pipera, pentru un eveniment ce marca cei
250 de ani de la nasterea lui Ludwig van Beethoven. Am scris lucrarea in 2020, in tim-
pul pandemiei de coronavirus, pentru admirabilul cvartet Arcadia si am intitulat-o
Fiir Ulisse (Beethoven-Etudes)— Cvartet de coardenr. 7 op. 171.

Titlul, care parafrazeaza cu o ocheada titlul celebrei bagatele Fiir Elise, dar
inchina paginile cvartetului vesnic-cautatorului Ulise, constituie totodata si un
simbol al peregrinarii mele interioare prin maruntaiele muzicii lui Beethoven. Cele
cinci parti ale lucrarii sunt concepute ca tot atatea studii de caz ce adopta aceeasi
atitudine de pornire: calatoria in posibil, in virtualul explorarii unor cai de acces
spre cotloane bizare ale muzicii lui Beethoven, pe care le preiau si le transform 1n ex-
presie proprie. Mijloacele pe care le folosesc sunt inversarile melodice, recurentele si
combinatiile ritmice, dialogul instrumental, precum si fuziunile si deformarile
structurale.

Astfel, prima parte — Labirinto del silenzio — foloseste material beethovenian din
Sonata Appassionata pentru pian, din Sonata lunii, din Oda bucuriei si din rondo-ul
Sonatei op. 10 nr. 3, material pe care 1l aduce la acelasi numitor comun — compozitia
cu pauze. Am constatat ca la Beethoven exista multiple calitati ale pauzelor si coroa-
nelor (fermatele), care lanseaza orizonturi de asteptare diferite, si atunci m-am gan-
dit sa ma ,,joc” cu aceste campuri sonore care te fac sa astepti tema si ,,trag de timp”
(cum e 1n trecerea dintre introducere si aparitia temei I din Simfonia a Vll-a, p. I, de
exemplu, sau in Sonata Appassionata la inceput). Asa ca cele cateva motive de cate
trei-patru note le-am ,, inmuiat” intr-un sos de tacere, dar cu coridoare de energie
diferite. Titlul Labirinto del silenzio a aparut spontan, caci e vorba aici de o compozitie
cu taceri. Tempo-ul e presto, iar tacerile sunt de fapt sunete vide, care nu se aud, dar
sunt prezente, ca virusii, pe care nu-i vedem, dar sunt acolo.

Partea a doua — Idyll & Dankgesang — alterneaza doua universuri specific beetho-
veniene: scherzo-ul izoritmic (ca in Cvartetul op. 131) si imnul de multumire (Heiliger
Dankgesang din Cvartetul op. 132). Cele doua lumi vor fuziona treptat, ajungand la o
culminatie entuziasta dupa un travaliu dezvoltator tipic beethovenian.

Un alt labirint este prezent in partea a treia, intitulata Labirinto del Bolero — Ravel s
Tattoo. Aici, motto-ul din Appassionata este dublat de motto-ul Simfoniei a V-a, care va
deveni acompaniament ritmic intr-o bagatela sonora ce imprumuta anvelopa
Bolero-ului de Ravel, adaptandu-1 ansamblului si materialului readymade. Liniile
melodice sunt derivate din Oda bucuriei si din tema I a Concertului nr. 4 pentru pian,
apoi deraierile politonale se fac la interval de terta mica, obtinandu-se astfel o
dramatizare thymotica a continutului tematic.
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Partea a patra — Moonlight Maze — construieste si ea un labirint al carui miez
este constituit de ,, runa Selene”, motivul beethovenian din Sonata Lunii, care con-
stituie 1In creatia mea un element important de limbaj, pe care l-am folosit si teoreti-
zat in diferite lucrari. Caracterul dansant al primei sectiuni, ce valorifica o melodica
provenind din Concertul pentru vioara si orchestra, dar o orienteaza si proiecteaza
spre un orizont cvasi-folcloric, va lasa loc unei evolutii din grav in acut a motivului
,lunii”, peste care se va suprapune o aparitie sirenaica pe care am intitulat-o Ave
Circe, un fel de —mutatis mutandis — Ave Maria de Gounod in palimpsest odiseic. A treia
sectiune trece printr-un , purgatoriu” al Marii Fugi op. 133, pentru a iesi la liman
odata cu mecanismul pizzicato al viorii I, incremenita in derularea obsesiva si hipno-
tica a Sonatei lunii.

Finalul - Fantasia fantomagica sul nome BEETHOVEN —porneste de la melograma
numelui Beethoven si desfasoara un rondo-pastisa dupa cel al Cvartetelor op. 132 si
op. 130, 1n stil clasico-romantic, cu gesturi de ruptura si dezvoltari adaptate din
Sonatele pentru pian op. 81la si op. 90. Finalul e un exemplu de muzica nevizuta:
discursul muzical este , ciuruit” cu pauze din ce in ce mai mari, totul devenind rui-
na si semn descarnat al pulsatiei. Fosnetul intoarcerii paginii marcheaza aceasta tre-
cere a muzicii In ritual, Intr-un plan al simbolului, ca o falfaire ,,a lunii” asupra
spiritului lui Beethoven.

Dan Dediu
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Introduction

The idea to compose the String Quartet No. 7 arose at the initiative of the Rotary
Club Pipera in collaboration with Radio Romania Muzical for an event celebrating
the 250th anniversary of Ludwig van Beethoven’s birth. I wrote the work in 2020,
during the coronavirus pandemic, for the admirable Arcadia Quartet and titled it Fiir
Ulisse (Beethoven Studies) —String Quartet No. 7, Op. 171.

The title—playfully paraphrasing the name of the famous Bagatelle Fiir Elise
while dedicating the pages of the quartet to the eternally searching Odysseus—is also
a symbol of my own inner wanderings through the depths of Beethoven’s music. The
five movements of the work are conceived as case studies that share the same point of
departure: ajourney into possibilities, a virtual exploration of strange corners within
Beethoven’s music, which [ take up and transform into my own expression. The tech-
niques employed include melodic inversions, repetitions and rhythmic combi-
nations, instrumental dialogues, as well as structural fusions and distortions.

The first movement — Labirinto del silenzio — draws on Beethoven’s material from
the Piano Sonatas Appassionata, Moonlight, from Ode to Joy, and the rondo of the
Sonata Op. 10 No. 3, bringing them together under one common idea: composition
through rests. I discovered that Beethoven had several qualities of pauses and cho-
rales, each creating different horizons of expectation. I wanted to “play” with these
sound fields that make one wait for the theme and stretch time (as, for example, in the
passage between the introduction and the emergence of Theme [ in Symphony No. 7,
movement [, or at the opening of the Appassionata Sonata). | immersed the short three-
four-notes motifs into a “sauce of silence,” but with various energetic corridors. The
title Labirinto del silenzio came spontaneously, since it is truly a composition built on
silence. The tempo is presto, and the silences are actually empty sounds—unheard
yet present, like viruses: invisible, but there.

The second movement - Idyll & Hymn of Thanksgiving — alternates between two
characteristically Beethoven worlds: the isorhythmic scherzo (as in the Quartet Op.
131) and the Holy Song of Thanksgiving from the Quartet Op. 132. These two worlds
gradually merge, reaching a passionate climax after a process of development.

Another labyrinth appears in the third movement, titled Labirinto del Bolero —
Ravel’s Tattoo. Here the motto of the Appassionata is doubled by that of the Fifth
Symphony, which becomes a rhythmic accompaniment in a tonal miniature that
borrows the frame of Ravel’s Bolero and adapts it to the ensemble and to the
preexisting material. The melodic lines are derived from the Ode to Joy and from
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Theme I of Piano Concerto No. 4. The polytonal deviations occur within the interval

of a minor third, producing a thymotic dramatization of the thematic content.

The fourth movement — Moonlight Maze — also represents a labyrinth whose core
is formed by the “Rune Selene,” the motif from the Moonlight Sonata. This motif is an
important language element in my work—one I have used and theorized in various
compositions. The first section’s dance-like character, using a melody from the Violin
Concerto but directing and projecting it towards a quasi-folkloric horizon, gives way
to a development that moves from the low to the high register of the Moonlight motif.
Over this, an eerie apparition emerges, which I titled Ave Circe—a kind of Gounod’s
Ave Maria within an Odyssean palimpsest. The third section traverses the
“purgatory” of the Grosse Fuge, Op. 133, only to re-emerge through the pizzicato
mechanism of the first violin, frozen in the obsessive and hypnotic unfolding of
the Moonlight Sonata.

The finale — Fantasia fantomagica sul nome BEETHOVEN - begins with the
melogram of Beethoven’sname and unfolds as a rondo-pastiche inspired by Quartets
Op. 132 and Op. 130 in a classical-romantic style, borrowing gestures and
developments from the Piano Sonatas Op. 81a and Op. 90. The finale is an example of
music: the musical discourse becomes increasingly punctuated by rests; everything
breaks down and bears the peculiar mark of pulsation. The rustle of page-turning
marks this transition of music into ritual, into a realm of symbols —like the fluttering
of the moon upon Beethoven’s spirit.

Dan Dediu
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