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Prezentare si analiza
de Dan Dediu

Creatia impozantd a lui Pascal Bentoiu (1927-2016), care circumscrie opt simfonii, doud poeme simfonice
(Luceafdrul si Eminesciana III), trei opere (Hamlet, Amorul doctor si Jertfirea Ifigeniei), patru concerte (doua
concerte pentru pian si cate unul pentru vioara si pentru violoncel), sase cvartete de coarde si multe cicluri
de lieduri se articuleaza concomitent cu o gandire muzicologica sistematicd, analiticd, rafinata si
profunda.

Spirit caustic si curios, totodata proteic si consistent, Bentoiu reliefeaza profilul universalist al abordarii
sale componistice si isi fixeaza constient jaloanele generale ale propriului stil, indicand drept preocupari
cardinale polifonia, armonia si melodia, asadar categoriile sintactice rimase in afara eterofoniei. Intr-adevir,
remarcabilele analize din volumul Opt simfonii si un poem, ce functioneaza ca o ars poetica, sunt pretioase
imersiuni in atelierul si metoda creatoare a unui maestru al structurii, luminand carari ale gandului
componistic surprins ininefabilul, fulguranta, dar siin exactitatea si precizia sa.

Surprinzdtoarea caldtorie sintactica a Simfoniei a V-a op. 26 (1979), deschizandu-se cu o monodie ce se
multiplicd intr-o polifonie de 14 voci reale, influentele jazzistice ale Simfoniei a II-a (1974) si a ultimei parti a
Simfoniei a IV-a (1978), conflictul dintre pluri-modalism si serialism In Eminesciana III (1976), pastisa
umoristica si spumoasa paleta stilistica din Amorul doctor (1963), tragismul si arhitectura simfonicd a
operei Hamlet (1965-69), ce debuteaza memorabil cu un preludiu sub forma unui cor a cappella, versiunile
orchestrale ale unor opusuri neterminate de George Enescu (precum Simfoniile a [V-a, a V-a si poemul
simfonic Isis), toate acestea sunt urme adanci ldsate de creatia lui Pascal Bentoiu in muzica romaneasca.

Ultima sa lucrare, Concertul pentru violoncel si orchestrd op. 31 (1989), nu a vazut pana acum lumina
tiparului. De aceea, pentru aceasta prima editie propunem un comentariu estetico-analitic ce va putea
orienta viitoare cercetdri mai adanci spre bornele formale si stilistice ale acestui opus exemplar al culturii
muzicale romanesti. Iatd un comentariu al autorului, pe care-l redam aici, preluandu-1 din prezentarea

realizata pentru concertul de la Filarmonica ,Transilvania”:

Lucrarea, articulatd in trei miscdri ce se succed fard intrerupere, pune solistului probleme destul de spinoase,
atdt pe linia intonatiei, velocititii, atacurilor si culorilor cerute, cat si in domeniul registrului, piesa cercetind
cu deosebire zonele acute si supra-acute ale instrumentului. Scriitura orchestrei vddeste si ea o puternicd aplecare
citre interventiile solistice: componenta (2.1.2.2. pentru lemne, 1.1.1.0. pentru alamd, celestd, doi percutionisti
si coardele in formatia 10 viori, 6 viole, 4 violoncele si 2 contrabasuri) predispune compozitorul in favoarea unei
asemenea tratdri. La un moment dat asistam chiar la un duet-canon intre instrumentul solist si primul dintre cele
4 violoncele ale formatiei orchestrale.

Starea de spirit ce ar vrea sd producd muzica acestui concert se doreste a fi, pand la urmd, una de relaxare si
— de e posibil — bund dispozitie, in pofida unor momente mai incrancenate care apar exclusiv in prima parte.
Coloritul orchestral tinde a fi —in mdsura mijloacelor —mai degrabd viu si chiar luxuriant pe alocuri. Din cele ce am
experimentat pand acum la orchestrd am dobandit convingerea cd intr-o formatie restriansd (cum e cea utilizatd in
seara aceasta) valentele si latentele coloristice sunt mai mari decit intr-o orchestrd eventual supradimensionatd.

Concertul de violoncel a fost compus la aproape trei decenii de la ultimul din cele trei concerte scrise pand
atunci (al doilea de pian, in 1960). Cu toate cd intre timp abordasem alte genuri, probabil mai complexe: opere,



simfonii, quartete de coarde, putem spune cd am regasit destul de repede plicerea timpului special de dialog-
competitie atdt de caracteristic concertului ca atare. (Pascal Bentoiu)

Suntem In prezenta unui concert-poem, structurat in trei parti, care a fost interpretat in prima auditie
in 1992, la Filarmonica , George Enescu” din Bucuresti, avandu-l ca solist pe Marin Cazacu (caruia
lucrarea 1i este dedicatd) si ca dirijor pe Corneliu Dumbraveanu. Toatd panza intonationald a piesei este
centratd pe un mod de 12 sunete, construit din trei tronsoane simetrice avand structura intervalicd de ton,
terta mica, ton, semiton [2,3,2,1]. Aceeasi structura modala a mai fost utilizata de Bentoiu si in Simfonia a
VI-a ,Culori” si constituie, de altfel, un mod supraoctaviant folosit relativ des de mai multi compozitori
contemporani (Henze, Lutostawski, Lindberg). Fiecare parte are ca fundamentald modald una dintre
corzile libere ale violoncelului, in ordinea sol-do-re, iar coda emana din acelasi mod pe la.
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Traseul muzical al partii Iincepe cu o linie foarte expresiva si solitara a introducerii solistului, care este
apoiurmata de un dialog viguros intre pasaje lirice foarte Inalte ale violoncelului solist si texturi armonice
aglomerate ale sufldtorilor de lemn. Discursul sonor este pestrit, caleidoscopic, alaturand petice de
culoare orchestrala cu o melodica solistica agatdtoare, extinsa in toate registrele, din grav in supra-acut.
Spre finalul partii I se remarca agregate acordice orchestrale ce deriva din primele patru sunete ale
secventei medievale Dies Irae, stilizate, precum si o aglomerare in tuttila finalul partii L.

Partea a II-a debuteaza cu o impletitura sonora compusa din sonoritati cristaline si diafane la celesta,
glockenspiel si vibrafon, sustinute de tremoli la coarde si flaute, peste care solistul propune o meditatie
melodica stranie, contrapunctata de aschii motivice la trompetd, clarinete si coarde. Orchestratia foarte
directd si plina de o strdlucire suava este sustinuta de armonii compacte si omogene. Totodatd, canoane
motivice ce dau impresia unor dubluri melodice, a unor umbre sau amprente strabat discursul sonor si
creeaza o atmosfera oniricd, spre final subtiatd in fuiorul solistic al violoncelului, punctat de cateva subtile
interventii instrumentale.

Spiritul toccatei si scherzoului se atirma in rapide si eficiente gesturi sonore, ascendente si descendente,
care strabat Intreaga parte a III-a a concertului. Un pasaj memorabil apare odata cu dialogul dintre solist si
instrumentele de percutie ritmicd: violoncelul adopta o timbralitate percusiva, cu lovituri pe tablia
instrumentului, cu palma peste corzi, pizzicato si pizzicato Bartdk, apropiindu-se astfel de familia
percutiei, ca intr-un fel de gest fastacit al adoptiei zorite intr-o lume necunoscuta. $i totusi, coda ne
reconecteazd cu atmosfera inceputului printr-o cantilend a violoncelului ce tinde catre infinit si angelic,
intr-un avant delicat si ascetic, asemenea unei smerite icoane bizantine. Acest final de concert, atat de plin
de nazuinta si totusi atat de intunecat, un fel de ,,de profundis clamavi” mi-a adus aminte de un superb
sonet scris de Vasile Voiculescu, pe care-l transcriu aici, spre intregirea imaginii interioare a ultimului

sunet al violoncelului:
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CLXXXVIII

Ma uit cum cade noaptea, aluzie la moarte,

si lumea-si catd duhul in lampile aprinse;
Reintrd in vis viata, patrunde de departe,

Ca o mireasmd, somnul, in carnurile stinse.
Eu stau mereu in beznd: lumina mea-i la tine
si ochii mei o alta nu vor sd mai primeascd.
Cum irosesti aiurea pldcerile divine?

Nu ti-a ramas o umbrd de cuget sd-ti sopteascd
Cum dragostea-mi, mai mare ca vesnica naturd,
Ti-a zamislit addncul din nou, in zeci de fete?
M-am despoiat in taind, de-nalta-nvestiturd,
Ca sa-ti imbrac unica si goala-ti frumusete;
Te-am invitat iubirea, semetul zbor in slavd,
Sd pier ca scorpionul de propria-mi otravd.

Partea Sectiunea Reper Structura (pe madsuri)
I Intro: Quasi lento 1+(3+2+2)+(3,5+3,5)
Cadenza
A 1 (4+2)
2-3 (3+3+2)+(2+2+2)+(3+4)
B 4-74 (2+2,5+2+1,5)+(2+2+242+42)+(2+1+1+2)+(3+2+2)
C 749 2+(2+43+1)+(2+2+3)+(2+3)
10 (3+3+3)
11-12 (2+3+4+1)+(4+2+2)+(2+2)
D 13 1+(3+2+2+2)
14-15 (2+3+3)+(2+2+2+3+2)
16 (3+1)+(2+3)
17-18 (2+2+42+3)+(3+2+3)
19-20° (2+1+4242+2)+6
II A 621-26 (2+2+2)+H[(2+1)+2]+(2+2+2+2)
23 (2+2)+(2+2)
24 (2+2)+(3+1+2)
25 (2+2)+2
B1 26 (2+2)+(2+2)
27 (3+1)+(2+2)
B2 28-final 1+(2+2)+(2+2)+3
III A 229 (1,5+1,5)+(1,5+2,5)+2
29 (1+2)+(3+3)
30 (3+3)+(2+2)
31-33 [2+(2+2)[+[(B+3+2)+2]+[2+(2+2)]
34 (scherzo) 1+(2+2+2)+(2+2)
35-37 [(2+3)+(2+2)]+[(2+3)+1]+(3+2)
B 38-44 [(142)+(242) |+ (2+2+2+2) | +(4+2)+(3+2+4)+[ (2+1+1)+4 [+[ (2+2)+3]+(3+2)
C 45-46 [(2+2)+2]+(2+2+2)
Coda 47-Final [(2+3)+2]+[4+(2+2)+(3+2+2)]

© Dan Dediu, 2022
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Introduction and Analysis
by Dan Dediu

Pascal Bentoiu's (1927-2016) impressive ceuvre, which encompasses eight symphonies, two
symphonic poems (Luceafirul and Eminesciana III), three operas (Hamlet, Amorul doctor and Jertfirea
Ifigeniei), four concertos (two piano concertos and one each for violin and cello), six string quartets and
many song cycles, is articulated in a systematic, analytical, refined and profound musical reflection.

A provocative and peculiar spirit, at the same time protean and substantial, Bentoiu highlights the
universalist profile of his compositional approach and consciously sets the general milestones of his own
style, indicating polyphony, harmony and melody as cardinal concerns, thus the syntactic categories
remaining outside the heterophony. Indeed, the remarkable analyses in the volume Eight Symphonies and a
Poem, which function as an ars poetica, are precious immersions into the workshop and creative method of
a master of structure, illuminating paths of compositional thought captured in its ineffability, its
brilliance, but also inits exactitude and precision.

The surprising syntactic journey of the Fifth Symphony op. 26 (1979), opening with a monody that
multiplies into a polyphony of 14 real voices, the jazzy influences of the Second Symphony (1974) and the
last part of the Fourth Symphony (1978), the conflict between pluri-modalism and serialism in Eminesciana
111 (1976), the humorous pastiche and the sparkling stylistic palette of Amorul doctor (1963), the tragedy and
symphonic architecture of Hamlet (1965-69), which begins memorably with a prelude in the form of an a
cappella chorus, the orchestral versions of unfinished works by George Enescu (such as the Fourth and
Fifth Symphonies and the symphonic poem Isis, all these are deep traces lett by Pascal Bentoiu's work in
Romanian music.

Hislast work, Concerto for cello and orchestra op. 31 (1989), has not yet seen the light of print. Therefore,
for this first edition, we propose an aesthetic-analytical commentary that will be able to guide future
deeper research into the formal and stylistic boundaries of this exemplary work of Romanian musical
culture.

Here is a commentary by the author, which we reproduce below, taken from the introduction
presented for the concert at the “Transilvania” Philharmonic:

The work, articulated in three movements that follow each other without interruption, puts to the soloist quite
thorny problems, both in terms of intonation, velocity, attacks and required colours, and in the field of register, the
piece particularly investigating the acute and supra-acute areas of the instrument. The orchestral writing also
shows a strong leaning towards soloistic interventions: the scoring (2.1.2.2. for woodwinds, 1.1.1.0. for brass,
celeste, two percussionists and strings in the formation of 10 violins, 6 violas, 4 violas and 2 double basses)
predisposes the composer in favour of such a treatment. At one point we even witness a duo-canon between the solo
instrument and the first of the four violins in the orchestra.

The mood that the music of this concert is intended to produce is ultimately one of relaxation and - if possible -
good humour, despite some of the more tense moments that occur exclusively in the first movement. The orchestral
colouring tends to be - within means - rather vivid and even luxuriant in places. From what I have experienced so
far with the orchestra I have become convinced that in a small ensemble (such as the one used tonight) the colouristic
valences and latencies are more marked than in a possibly oversized orchestra.

VIII



The Cello Concerto was composed nearly three decades after the last of the three concertos written up to
that point (the second piano concerto in 1960). Although in the meantime I had tackled other, probably more
complex genres: operas, symphonies, string quartets, we can say that I quickly rediscovered the pleasure of the
special dialogue-competition time so characteristic of the concerto as such. (Pascal Bentoiu)

We have here a concert-poem, structured in three parts, which was premiered in 1992 at the George
Enescu Philharmonic in Bucharest, with Marin Cazacu as soloist (to whom the work is dedicated) and
Corneliu Dumbrdveanu as conductor. The whole intonational canvas of the piece focuses on a 12-tone
mode, built of three symmetrical sections with the intervalic structure of tone, minor third, tone, semitone
[2,3,2,1]. The same modal structure has also been used by Bentoiu in the Symphony VI “Colours” and is,
moreover, a non-octave mode used relatively often by several contemporary composers (Henze,
Lutostawski, Lindberg). Each movement has one of the cello's free strings as its modal fundamental, in the
order G-C-D, and the coda emanates from the same mode on A.
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The musical trajectory of Part I begins with a very expressive and solitary line of the soloist's
introduction, which is then followed by a vigorous dialogue between very high lyrical passages of the solo
cello and dense harmonic textures of the woodwinds. The sonic discourse is patchy, kaleidoscopic, joining
chunks of orchestral colour with a gripping solo melody, extended in all registers from low to high-
pitched. Towards the end of Part I, orchestral chordal aggregates deriving from the first four sounds of the
medieval Dies Irae sequence stand out, stylised, as well as a tutti cluster at the end of Part I.

The II Movement begins with a sonic weave of crystalline, diaphanous sonorities in celesta,
glockenspiel and vibraphone, backed by tremolos in strings and flutes, over which the soloist offers a eerie
melodic meditation, counterpointed by motivic splinters in trumpet, clarinets and strings. The very direct
orchestration, full of a soft glow, is supported by compact and homogeneous harmonies. At the same time,
motivic canons giving the impression of melodic doppelgangers, shadows or fingerprints permeate the
sonic discourse and create a dreamlike atmosphere, towards the end subdued in the soloistic melody of
the cello, punctuated by some subtle instrumental interventions.

The spirit of toccata and scherzo asserts itself in rapid and effective gestures of sound, ascending and
descending, that run through the entire third part of the concerto. A memorable passage occurs with the
dialogue between the soloist and the rhythmic percussion instruments: the cello adopts a percussive
timbrality, with strikes on the instrument's fingerboard, palm over the strings, pizzicato and pizzicato
Bartok, thus approaching the percussion family, as in a kind of fretful gesture of rushed adoption into an
unknown world. And yet the coda reconnects us with the atmosphere of the beginning through a cello
cantilena that tends towards the infinite and angelic, in a delicate and ascetic impetus, like a humble
Byzantine icon. This concert finale, so full of yearning and yet so dark, a kind of “de profundis clamavi”
reminded me of a superb sonnet written by Vasile Voiculescu, which I transcribe here to complete the
inner image of the cello's last sound:
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CLXXXVIII

[ watch as night falls, an allusion to death,

And the world seeks its spirit in the lit lamps;

Life reenters in a dream, penetrating from afar,

Like a fragrance, sleep, into extinguished bodies.

I remain in darkness forever: my light is with you,
And my eyes refuse to accept any other.

How recklessly you squander divine pleasures?

Has not a shadow of thought remained to whisper to you,
How my love, greater than eternal nature,

Has conceived your depth anew, in countless forms?
I have secretly stripped myself of lofty investiture,
To clothe your unique and naked beauty.

I have taught you love, the proud flight in glory,

To perish like a scorpion from my own poison.

(poem translated by ChatGPT)

Muvt. Section Mark Structure (bar segmentation)
I Intro: Quasi lento 1+(3+2+2)+(3,5+3,5)
Cadenza
A 1 (4+2)
2-3 (3+3+2)+(2+2+2)+(3+4)
B 4-74 (2+2,5+241,5)+(2+242+2+2)+(2+1+142)+(3+2+2)
C 74-9 2+(2+3+1)+(2+2+3)+(2+3)
10 (3+3+3)
11-12 (2+3+4+1)+(4+2+2)+(2+2)
D 13 1+(3+2+2+2)
14-15 (2+3+3)+(2+2+2+3+2)
16 (3+1)+(2+3)
17-18 (2+2+2+3)+(3+2+3)
19-20° (2+142+24+2)+6
II A 621-26 (2+2+2)+H (2+1)+2]+(2+2+2+2)
23 (2+2)+(2+2)
24 (2+2)+(3+1+2)
25 (2+2)+2
B1 26 (2+2)+(2+2)
27 (3+1)+(2+2)
B2 28-final 1+(2+2)+(2+2)+3
III A 229 (1,5+1,5)+(1,5+2,5)+2
29 (1+2)+(3+3)
30 (3+3)+(2+2)
31-33 [2+(2+42)]+H[(3+3+2)+2]+[2+(2+2)]
34 (scherzo) 1+(2+2+2)+(2+2)
35-37 [(2+43)+(2+2)]+[(2+3)+1]+(3+2)
B 38-44 [(142)+(2+2) [H[ (24+2+2+2) | +(4+2)+(3+2+4 )+ (2+1+1)+4 +[ (2+2)+3]+(3+2)
C 45-46 [(2+2)+2]+(2+2+2)
Coda 47-Final [(2+3)+2]+[4+(2+2)+(3+2+2)]

© Dan Dediu, 2022



Prima auditie: 20 martie 1992 - Satu Mare
solist: Marin Cazacu
dirijor: Corneliu Dumbraveanu

ORCHESTRA:

2 Flauti (Fl. 2 - anche piccolo)
1 Oboe

2 Clarinetti in B

2 Fagotti

Corno in F
Tromba in C

Trombone - tenor

Celesta

Percussione 1 Tom-tom

Bongos
2 Temple blocks

Vibrafono

Percussione 11

3 Piatti sospesi

Gran cassa
Wood blocks
3 Temple blocks

Campane

Campanelli (con bacchette)

Triangolo

Cello solo

10 Violini
6 Viole
4 Violoncelli

2 Contrabassi






Lui Marin Cazacu
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VIOLONCEL SI ORCHESTRA
op. 31

Pascal Bentoiu
(1989)
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