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Scurta introducere

Imprejuririle genezei Concertului pentru orchestri mare op. 17
nr. 1 de Constantin Silvestri riman, in mare parte, necunoscute.
In jurul anului 1940, Constantin Silvestri finaliza partitura
Toccatei pentru orchestrd mare op. 17a nr. 2. Lucrarea a fost
interpretatd in prima auditie absolutd in luna aprilie a anului
1945, pe scena Ateneului Romén din Bucuresti, la pupitrul
Filarmonicii aflindu-se George Enescu.

Conform marturiilor lui Eugen Pricope’, lucrarea a fost
precedatd de schitarea a patru sau chiar opt preludii si fugi
pentru orchestra, toate aflindu-si originea in Toccata pentru pian
op. 17 nr. 2, scrisd in 1937. Partitura de orchestrd — de o facturi
inediti — prezentatd in acest volum a fost descoperita de catre
Constantin Ionescu-Vovu in biblioteca Filarmonicii din Targu-
Mures, sub forma unor stime de orchestri purtind diferite adnotiri
si insemniri, indicAnd posibilitatea parcurgerii materialului in
cadrul unor repetitii. Partitura generald a fost reconstituitd din
coroborarea acestor stime. Toate indiciile conduc citre ipoteza
conform cireia, undeva citre sfarsitul anilor "30, Silvestri cocheta cu
ideea compunerii unui concert pentru orchestra mare in patru parti,
Preludiul si Fuga constituindu-se drept nucleul proiectatei lucrri.

Genul concertului pentru orchestrd cunostea in acea
perioada o rispindire accentuati in preferintele compozitorilor
de avangardi. In 1925, Paul Hindemith, urmand o traditie
deschisd de Antonio Vivaldi cu un Concert pentru orchestri de
coarde alla rustica in urma cu doui secole, compunea un Concert
pentru orchestrd op. 38, fiind urmat la scurtd vreme de alti
compozitori precum Adolf Busch, Gian Francesco Malipiero sau
Walter Piston. Toatd aceasta deschidere spre un nou gen simfonic
menit si puni in evidentd intr-o manierd quasi-solistici fiecare
compartiment al orchestrei va conduce, nu peste multi ani, la
aparitia unor capodopere precum Concertul pentru orchestrd
de Béla Bartdk (1943-1945) sau lucrarea omonima a lui Witold
Lutostawski (1954), lucriri intrate de atunci in repertoriul de
bazi al marilor orchestre.

Legiturile lui Constantin Silvestri cu Targu-Mures nu sunt
intAmplitoare. In 1923, la vérsta de 10 ani, viitorul muzician
se mutd impreund cu familia mamei sale in urbea de pe Mures,
urmand cursurile Conservatorului din localitate vreme de sase
ani. A fost inscris la clasa de pian a lui Arpad Laszlo si la clasa
de compozitie a lui Zeno Vancea. In 1925, cu ocazia unui recital
pe care George Enescu l-a sustinut la TArgu-Mures, acompaniat
de pianistul Nicolae Caravia, marele compozitor l-a remarcat pe
tandrul Silvestri. Nu este exclus ca, intr-una din vizitele ulterioare
in orasul sau de suflet, Silvestri sa fi ficut o citire a prezentului
material impreund cu orchestra, notele rimanind in biblioteca
institutiei in imprejuriri inca necunoscute. Stadiul nefinisat al
stimelor (numeroase locuri in care lipsesc legaturi, articulatii,
nuante etc.) sugereazi totusi o intentie clari de completare a
unei compozitii orchestrale la scard mare. Numerele de opus vin
in sprijinul acestei ipoteze: Toccata pentru orchestrd mare apare
consemnati ca op. 17a nr. 2, iar Concertul pentru orchestra mare
apare caop. 17 nr. 1. Tot conform lui Eugen Pricope (vezinota 1),
fragmentele de fatd urmau si faci parte dintr-un preconizat balet
pe un libret de Ion Marin Sadoveanu, intitulat Mezamorfoze.

Din punct de vedere stilistic, partitura Concertului pentru
orchestrd mare op. 17 nr. 1 de Constantin Silvestri se inscrie in
curentul eclectismului, preponderent in perioada interbelica,
cu elemente de structuralism neoclasic. Specificatia din titluy,

1 Eugen Pricope, Silvestri. Intre striluciri si... cintece de pustin, Editura Muzicala,
Bucuresti, 1975, p. 272.

Short Introduction

Constantin Silvestri’s Concerto for Large Orchestra Op. 17 No.
1 was born in what remain rather mysterious circumstances.
Around 1940, the composer was completing a Toccata for Large
Orchestra Op. 17a No. 2, whose first performance took place in
April 1945 at the Romanian Athenacum with the Philharmonic
Orchestra conducted by George Enescu.

According to Eugen Pricope,' this work was preceded
by the drafts of four, perhaps even eight preludes and fugues
for orchestra, all of which originated in the 1937 Toccata for
Piano Op. 17 No. 2. The present orchestral score — of quite a
novel structure — was discovered by Constantin Ionescu-Vovu
in the Targu-Mures Philharmonic Library as parts bearing
various comments and notes, indicating that it was probably
read and played during a rehearsal, and the full score is in
fact the result of the coagulation thereof. Everything points
to the hypothesis that sometime towards the end of the 1930
Silvestri toyed with the idea to write a 4-movement concerto
for large orchestra, the Prelude and Fugue as the nucleus of the
projected work.

The concerto for orchestra was at that time quite the genre
of choice with avant-garde composers. In 1925 Paul Hindemith,
in keeping with the tradition inaugurated by Antonio Vivaldi
with a Concerto a/la rustica for String Orchestra two centuries
before, wrote a Concerto for Orchestra Op. 38, with Adolf
Busch, Gian Francesco Malipiero or Walter Piston shortly
following. Such openness to a new orchestral genre meant to
highlight in a quasi-solo-like manner each of the orchestral
sections would soon lead to such masterpieces as the Concertos
for Orchestra Béla Bartdk (1943-1945) or Witold Lutostawski
(1954), since then staples of the repertoire.

Constantin  Silvestri’s ties with Targu-Mures aren’t
accidental. In 1932, aged 10, the future musician moved with
his mother’s family in the city on the river Mures, studyingat the
local Conservatory for six years (piano with Arpad Lészlo and
composition with Zeno Vancea). Also, it was in Targu-Mures
that, in 1925, on the occasion of George Enescu’s and pianist
Nicolae Caravia’s recital there, the great composer noticed
young Silvestri. It’s thus likely that, during one of the later
visits in his beloved city, Silvestri read this material with the
Philharmonic Orchestra, the score remaining in their library
in circumstances as yet unknown. The parts, unfinished (there
are many missing slurs, articulations, dynamics etc.) suggest
however that Silvestri clearly intended to complete a large-scale
orchestral work. The opus numbers support this hypothesis: the
Toccata for Large Orchestra appears as Op. 17a No. 2 and the
Concerto for Large Orchestra as Op. 17 No. 1. Eugen Pricope
(see note 1) also states that these fragments were to be part of
a ballet, Metamorfoze [Metamorphoses] on a libretto by Ion
Marin Sadoveanu.

Stylistically, the Concerto for Large Orchestra qualifies
as eclectic (the predominant inter-war musical trend) with
some elements of neo-classical structuralism. The specification
“for large orchestra” begins in the distinction between the
various European types of orchestras and indicates an ensemble
featuring, in addition to a complete brass section with three
trombones and a tuba, the harp, plus an extended percussion
section often boasting instruments like the celesta, the piano
or the glockenspiel. The size of the work was proportional

' Eugen Pricope, Silvestri. Intre striluciri si... cintece de pustiu [Silvestri. Between Glares

and... Desert Songs], Editura Muzicald, Bucharest, 1975, p. 272.
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»pentru orchestrd mare”, isi are obarsia in distinctiile diferitelor
categorii de orchestrd din cadrul traditiei europene, indicAnd un
aparat orchestral in componenta ciruia intrau, alituri de formula
completiaalimurilor cu trei tromboane si tuba, harpasio sectiune
ampld a percutiilor, incluzind de multe ori si instrumente precum
celesta, pianul sau glockenspiel-ul. Dimensiunile unei astfel de
lucrari erau extinse, plasind noul gen intre poemul simfonic
si simfonie. Trebuie mentionatd §i absenta oricirui program
explicit, discursul fiind structurat doar prin alternarea sectiunilor
de ordin expozitiv sau dezvoltitor, urméind o logica riguroasi a
transformarilor de ordin motivic.

Prima parte a concertului, sub forma unei introduceri
cu un caracter solemn, debuteazi cu un gest muzical amplu,
ficAnd loc, dupi o scurta tranzitie (sub forma unui solo pentru
clarinet-bas), unei sectiuni polifonice de tip expozitiv, construiti
pe motivul punctat apirut in primele masuri. Augmentarea
treptatd a duratelor contureaza o coda extinsa, partea incheindu-
se cu o sectiune de tip recitativo a corzilor grave (o reminiscent
beethoveniani), urmati de reluarea temei solistice, de aceasti
dati la cornul englez.

Preludio — partea a doua — reprezinti centrul de greutate
expresiv al intregii lucrari. Desfasuratd intr-un caracter liric,
nocturn (Molto rubato, valoarea de metronom a optimii 54),
partea reda cel mai clar caracterul eclectic despre care aminteam
mai sus: se disting certe influente wagneriene in tratarea motivelor
sub forma unor texturi polifonice superpozitionale intr-un
limbaj armonic foarte elaborat. De asemenea, ecouri enesciene,
care amintesc de partea secundi a Simfoniei nr. 2 in la major op.
17, se fac resimtite in debutul partii. Orchestratia este luxurianta,
culminand in acordul de tip c/uster inaintea reperului 10 si
rarefiindu-se citre finalul partii, dupi o scurta repriza.

Intermezzo — partea a treia — este structurat intr-o forma
tripartitd concentrati, avind repriza la reperul 14. Dimensiunile
relativ reduse ale partii nu ii conferd acesteia un caracter de
sine stitdtor, Intermezzo-ul apirind ca o prefigurare succintd
a motivului principal al pirtii finale — Fuga. Aceasta consta,
de fapt, intr-o fugi dubli, sau fugi cu doua subiecte: primul
subiect este prezentat la corni, cu rispunsul inversat la fagoturi
in masura a patra, concomitent cu intrarea in strezfo a celui de al
doilea subiect la oboaie si corn englez, sustinute de linia pianului
integrat in orchestratie. Dupa un scurt interludiu care debuteazi
la reperul 20, tema este reluata in fu##i la reperul 21, marcind
culminatia dinamici a intregii lucriri. O coda in stil fulgurant
concluzioneazi intr-o sintaxi omofona aceastd adevirati mostrd
de virtuozitate componistica.

to its genre, placing it somewhere between the tone poem
and symphony. The absence of all explicit program must be
noted, the discourse structured by alternating expositional or
developmental segments alone and respecting a rigorous logic
of motif transformation.

The first movement, a solemn introduction, opens with an
ample musical gesture that makes room, after a short transition
(in the form of a bass clarinet solo), for an expositional
polyphonic segment built on the dotted motif of the first
bars. The gradual note duration augmentation gives shape to
an extended coda. The movement ends with a recitativo-like
section in the lower strings of the orchestra (reminiscent of
Beethoven) followed by the reprise of the solo theme, this time
on the cor anglais.

Preludio, the second movement, is the expressive core
of the concerto. Unfolding in a lyrical mood (Molto rubato,
quarter note = 54), it most reflects that eclectic character, via
clear Wagnerian influences in motif treatment — superposed
polyphonic textures in a highly elaborate harmonic language.
There are echoes of Enescu too, bringing to mind, in the
introductory moments, the second movement of his Symphony
No. 2 in A major, Op. 17. The orchestration is luxuriant,
culminating with cluster chords before [10] and becoming less
dense towards the end of the movement, after a short reprise.

The third movement, Intermezzo, is structured as a
concentrated ternary form whose reprise comes at [14]. The
comparatively small size causes it to be not an independent, but
a liaising factor, turning it into a succinct prefiguration of the
main motif in the final movement, Fugue. This latter is in fact a
double fugue or a fugue with two subjects: the first subject is on
the horns, with the inverted answer in the bassoons at bar 4, in
parallel with a stretto entry of the second subject on the oboes
and the cor anglais supported by the melody of the orchestral
piano. After a brief interlude at [20], the theme is reprised in
tutti at [21], the dynamic culmination of the entire work. A
fleeting coda concludes, in a homophonic syntax, this genuine
sample of compositional virtuosity.

Tiberiu Soare
English version by Maria Monica Bojin



ORCHESTRA

2 Flauti

Flauto 3 (muta in Piccolo)

2 Oboi

Corno inglese

2 Clarinetti in Si bemolle
Clarinetto basso in Si bemolle
2 Fagotti

Contrafagotto

4 Corni in Fa
4 Trombe in Si bemolle

3 Tromboni

Tuba

Timpani

Arpa

Piano-forte (muta in Celesta)

Violini 1
Violini 2
Viole
Celli

Contrabassi
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