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ABSTRACT

The purpose of this monograph was to understand George Enescu’s Concertstiick for
viola and piano from the broad perspective of Enescu’s multiple facets of musicianship:
composer, performer (violin, piano, conducting), and teacher. Moreover, the Romanian
background (including musical education and direct knowledge of Romanian folklore) of this

monograph’s author facilitated in a higher degree the achievement of the given purpose.

The document is divided into three chapters. Chapter 1 describes Enescu as composer,
performer, and teacher. The first part of Chapter 1 offers information about the most
important influences on his composition style (including his teachers), and his main works (with
an emphasis on compositional traits). When discussing Enescu as performer, the document
provides insight about him as a virtuoso string player (violin, viola, cello), a virtuoso keyboard
player (piano, organ), and a great conductor. This section includes information about his
studies, his career, his style of playing, and his recordings. Chapter 1 ends with an overview of
Enescu’s principles of teaching. Presenting all of this information constitutes one of the two

methods that were used to analyze Enescu’s Concertstiick: the historical method.

Chapter 2 is focusing on the formal analysis of the Concertstiick within the context of
Enescu’s creation, including a comparison with his Second Violin Sonata. This analysis

constitutes a theoretical approach, more specifically the motivic growth method.

The findings of this monograph are included in Chapter 3. When approaching the

Concertstlick for viola and piano, a thorough knowledge of the composer’s background provides

vi



a better understanding of the piece: Enescu as a composer (main traits such as Romanian folk
elements, and developing the thematic material by means of motivic growth); Enescu as a
performer (virtuoso of string and keyboard instruments, style of playing, specific instrumental
technique, unique sound); and Enescu as a teacher (the need to know the context of the work
studied and about its composer; technique as a subordinate of musicality). Moreover, the
analysis of the Concertstiick reveals the fact that it deserves a higher ranking within Enescu’s

musical legacy, and also within the virtuosic viola repertoire.
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INTRODUCTION

The primary objective of this document is to understand George Enescu’s Concertstiick
for viola and piano (1906) in formal analysis as well as within its context. The Concertstiick is
Enescu’s only work written for viola as a solo instrument. | will highlight some of Enescu’s
compositional traits by comparing the Concertstiick with his Second Sonata for Violin and Piano,
in F minor, op. 6 (1899), the latter being considered by Enescu to be his first mature work. Since
George Enescu was a virtuoso string player (violin, viola, cello), and pianist, an analysis of his

playing style and of compositional style for specific instruments will also be discussed.

Although Enescu is known worldwide as a first-class composer, conductor, performer,
and teacher, there are few materials that offer much information about him or his works. He
lived mostly in France and Romania, therefore, most materials about him are in French and
Romanian, and are not easily reproduced and translated with permission outside Europe
because of European Union copyright issues. Romanians consider George Enescu a unique
figure in music history, so it is important for them to promote him and his compositions
throughout the world. This document endeavors to disseminate information about Enescu and
his musical legacy to musicians outside Europe. The following facts about this monograph’s
author facilitate the given purpose of this document: being born and raised in Romania;
speaking fluently Romanian, French and English; having a background that includes music
theory, performance (violin, viola, and piano), music history (including Romanian music history),

and direct knowledge of Romanian folk music.



The present document will focus on George Enescu’s Concertstiick for viola and piano,
as an important addition to viola repertoire. As Enescu said in an interview in 1934, when a
performer starts learning a piece with the purpose of playing it in front of an audience, he/she
should take into account the personality and the intentions of the composer. The musician
should know the composer’s background and his biography, and “understand what that work
meant to him and what he envisioned the work to mean for humanity;” “the musician should
also keep in mind the way this particular piece fits into the composer’s body of works.”* This
study will offer musicians a choice to approach the Concertstiick from a broader perspective.
Understanding Enescu will enable them to approach this work more readily, and find solutions
to the technical or expressive issues they might encounter. This study being analytical, it may
also have an impact on the field of music education. Moreover, this document might have an
indirect impact on the audience (musicians other than violists and pianists, and non-musicians
alike), giving both the opportunity to enrich their musical experience and knowledge, and learn
more about viola as a virtuosic instrument. Music theorists and historians can also benefit from

the document by gaining more information about Enescu’s background and the formal analysis

of this piece.

The Concertstiick is written in sonata form. The document will present two different
methods of analysis from the four described by James Hepokowski and Warren Darcy.” These

two approaches are: the “historical-evidentiary-empirical” method (which is a musicological

! George Manoliu, Poete et Penseur de I’Art de Violon (Bucharest, Romania: Editura Muzicala, 1986), 211-
213.

2 James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations in the
late-Eighteenth-Century Sonata (New York, NY: Oxford University Press, 2006), 3-6.



approach), and the motivic growth method (which is a theoretical approach). The first chapter
of the present document will focus on the historical method by presenting biographical
information about George Enescu. The second chapter will focus on the motivic growth method

in the formal analysis of the piece.

Previous studies offer little analysis of the Concertstiick, and Enescu’s reasons for writing
this piece, and they do not place the piece in the context of Enescu’s compositional legacy.
They can be found in Bentoiu’s Enescian Breviary, Cophignon’s George Enescu, and Voicana’s
George Enescu — Monograph3. The present study will compare the Concertstiick to other pieces

written by Enescu, focusing on how his main compositional traits are used in these works.

The viola repertoire is not as vast as that of violin or cello. Furthermore, there are even
fewer virtuosic pieces originally written for viola, although there are many transcriptions of
pieces originally written for other instruments (mainly violin). For these reasons, the
Concertstlick enriches the viola repertoire. This document attempts to place the Concertstiick
high in the pantheon of the critical information that would help include this composition into

the standard viola repertoire.

* pascal Bentoiu, Capodopere Enesciene (Bucharest, Romania: Editura Universitatii Nationale de Muzica,
2005), 29; Alain Cophignon, Georges Enesco (Paris, France: Librarie Artheme Fayard, 2006), 155, 168-169; Mircea
Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971), 323, 326-329.



CHAPTER 1: GEORGE ENESCU (1881-1955)

The Romanian-born musician George Enescu is a unique figure in music history because
he combines in his music elements of Romanian folk music, German tradition from Bach,
Beethoven, Brahms, Wagner, and influences from Messiaen, Faure, Debussy, and Ravel. George
Enescu is considered one of the greatest composers, violinists, conductors, and teachers of the
twentieth century. He also was a virtuoso pianist and an accomplished chamber musician.
Enescu collaborated over the years with many performers, including Pablo Casals, Jacques
Thibaud, Fritz Kreisler, David Oistrach, Eugene Ysaye, and with legendary conductors such as
Otto Klemperer, Leopold Stokowski, and Gustav Mahler. George Enescu’s Octet for strings was
first performed jointly by the Geloso and the Chailley quartets (1909). The premiere of Enescu’s
first string quartet was played by the Flonzaley Quartet (1921), and that of the second string
quartet by the Stradivarius Quartet (1954). Enescu’s most famous student is considered to be

Yehudi Menuhin.

A. Enescu the Composer

George Enescu, also known as Georges Enesco (which is the French form of his name), was
born on August 19", 1881 in Liveni (Moldova region, now part of Romania) and died on May
4™ 1955 in Paris (France). He was a child prodigy in composition, violin, and piano. Enescu:

“I’'ve started playing violin at the age of four; at five, | was playing the piano and at the age of



seven I've entered the Vienna Conservatoire.”* Enescu was around five or six of age when his
parents bought a piano and he started composing Waltzes and Serenades for violin and piano,
Beethoven arrangements (Spring Sonata) for two violins, Mozart arrangements (Symphonies)
for violin and piano, and even an ‘opera’ (Romanian land, an opera for violin and piano, written
by Romanian composer George Enescu at the age of five and three quarters). After graduating
from Vienna Conservatoire, he got accepted to Paris Conservatoire at the age of thirteen.
During his studies (and after), Enescu spent his summers in Romania. Also, Enescu considered

Paris as a second home for the rest of his life.

George Enescu composed within a wide range of genres: opera (Oedipus, lyrical tragedy
in four acts), orchestral (three Symphonies, three Orchestral Suites, Romanian Poem, two
Romanian Rhapsodies, Vox Maris symphonic poem, Symphonie Concertante for cello and
orchestra), and chamber (Chamber Symphony for twelve instruments, Dixtuor for wind
instruments, String Octet, Piano Quintets and Quartets, String Quartets, Violin Suite and
Sonatas with piano accompaniment, Piano Suites and Sonatas, Cello Sonatas, Songs for Voice

and piano, and others).

His compositions present a mixture of influences. Enescu describes himself in the
following way: “Having a German education as a main building block, and living in Paris which |
love with all my heart, being a Romanian by birth- | am essentially international.”> And, on

some other occasion Enescu wrote:

* Viorel Cosma, Enescu Azi: Premise la Redimensionarea Personalitatii si Operei (Timisoara, Romania:
Editura Facla, 1981), 85.

> Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
127.



Some people were intrigued and bored that they weren’t able to catalogue and classify
me in the usual way. They couldn’t exactly establish what sort of music | was writing. It
wasn’t the French one, Debussy-style, it wasn’t exactly the German one, they said. To
make it short, although it doesn’t sound foreign, it doesn’t resemble too much with
anything familiar, and people are bored when they cannot classify someone.®

1. Romanian Folk Influence

Here is how Enescu’s favorite student, Yehudi Menuhin, describes in his book Unfinished

Journey his impression of Romania:

The strength of Romania’s musical traditions, even in our urban, streamlined,
computerized international civilization, is something to marvel at and offer up thanks
for. Every little corner nourishes its own style, and a connoisseur sampling this villager’s
flute playing or that gypsy’s performance on the cimbalom [dulcimer] can, like a wine-
taster placing a vintage, locate it on, say, the north slopes of a particular valley or the
west bank of a given river.

In a country where music has roots so vital, it is to be expected that musicians should be
held of some account; nor is it surprising that a nation should take pride in having
fathered the greatest all-round musician of the century.’

Romanian folk music can be divided into two main types: hora (slow or fast dance) and

doina (rhapsodic, slow song). For George Enescu, doina is:

. .. a general characteristic that comes from our [Romanian] national music, just like a
general idea that comes from a thoughtful work; it is the sadness [that is present] even
in happiness. . . . A foreigner, friend of mine, when listening to me playing one of my
works, told me: ‘In this composition there is something that cannot be fulfill’. This
‘something that cannot be fulfilled” was the original part of Romanian inspiration from

144.

® Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),

” Yehudi Menuhin, Unfinished Journey: Twenty Years Later (New York, NY: From International

Publishing Corporation, 1999), 220-221.



my work; this dor [painful longing, nostalgia], unclear but deeply moving, seems to me
that is a sure characteristic of Romanian songs.?

Here is another description on how Enescu understood the notion of dor and its deep

meanings for Romanian folklore:

The Romanian peasant carries the music in himself. In the loneliness of the mountains
and plains, it is his comrade; it calms his fears, it helps him sing his dor, that
inexpressible nostalgia that breaks his soul. Born from the sufferings of the Romanian
people harassed by invaders, his music is painful and noble, even in the jumpy rhythms
of the lively dances. Just like the way it is, this music is one of the treasures which
Romania can be the most proud of.?

The fact that the Romanian folk music was -and | dare say, still is- performed mostly by

Gypsy players can give one the wrong impression that Romanian and Gypsy music are the

same. Here is how Enescu understood the difference between these two very distinctive

notions:

Very gifted in music, they [Gypsies] assimilated the melodies and dances of the
countries through which they passed and even enriched this native folk material; but
their talent as performers wasn’t happy with only the violin and the cobza (a sort of
primitive mandolin, with a sharp, buzzing sonority, that serves in marking the rhythm of
the dance). In short, the discoveries of these gypsies should not be kept aside. . . . But
there is no common ground between the heterogeneous art of Gypsies and the
Romanian folk music, refined in the highest degree and of an unbelievable richness. ..

The Romanian folk music spreads a strange melancholy, but I’'m not sure that the word
‘melancholy’ is appropriate. But for me, this music is, above all, a music of dream; a
music that tends to stay in minor, the color of nostalgic dreaming. In its melodic
intervals one can almost see the Orient; the rhythms are generally simple and
symmetrical (2/4, 6/8) with well-defined periods of four and eight measures, which
makes them different from the rhythms with odd numbers, of five or seven,

400.

® Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),

% Ibid., 493.



characteristic to certain Balkan nations. This instinct of symmetry is, in my opinion, a
proof of our Latinity.'°

And on another occasion Enescu wrote:

To them, the Gypsies, we should give thanks for preserving our music, this treasure
which only now we appreciate; only they unburied it, and passed it on from father to
son, with that holy caring that they have for what is most precious in the world for
them: the song.™

Enescu’s music presents elements of Romanian folklore such as: folk lyricism (doina,
“the need to sing”), monody (unison), folk modalism (used by Enescu “long before Bartok and

n12

Messiaen”"), folk rhythm (combination of two singing styles: giusto and parlando rubato).

Another distinct characteristic of Romanian folklore, present in Enescu’s music also, is

the principle of heterophony:

[H]eterophony was born within collective singing, as a result of singers not following the
rules, by chance or as a result of their fantasy . . . putting together the voice with any
given musical instrument and playing the same melody as a natural result of two voices
that don’t fit perfectly, especially because of the wider range of technical possibilities of
the instrument.™

When leading the voices, Enescu uses a “permanent swing between unison and multi-
vocality . . . two extreme polarities and, against all odds, very close together.” Enescu is using

the heterophony principle as “pedal” notes (one of the unison instruments prolongs certain

% Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 26-27.
" yiorel Cosma, Enescu Azi: Premise la Redimensionarea Personalitatii si Operei (Timisoara, Romania:
Editura Facla, 1981), 59.

12 .
Ibid., 15.
“Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
941-942,



pitches from melody), as irregular imitations which lead to short “rests” on common notes or
end up in unison with the main melody, and as a “disparity of augmentation and diminution of

values” that result in “different melodic variants.”*

Heterophony in Enescu’s music is used as
“a way of ‘distributive’ expression of monodic flux . . . , a mediator between monody and
polyphony ..., [and] thus an ‘oblique’ dimension.” Within the Enescu’s heterophony, there is a
“pacing” of music, a “pre-stereophony” because of his “pedal technique,” because of his
“characteristic alternation between prime and octave,” his “tendency to give to timbre an
intrinsic value, an extreme sensitivity of it, as a result of the detailed indications (dynamics and

mode of attack).”*

In 1905, the French press observed in Enescu’s String Octet, for example, a sense of

“evoking space”:

Sometimes, a long note, always the same, murmurs so quietly that you can hardly hear
it, resembling the rumor of space, that certain noise that raises from everywhere, which
he can feel but cannot hear. . . . Sometimes the voices amplify and ally in evocative
unisons of infinite horizons.™®

The general character of Romanian folk music is another characteristic trait of Enescu’s
music: the presence of dor (painful longing), the dreamy character (“but not total abandonment

in passivity, contemplation. . . . Enescu declares that his music is not a ‘state of mind’ but an

w17

‘action’””’), the tragic character (one that never succumbs to despair, that ‘always finds the

% Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
942-943,

 Ibid., 1151-1152.

'® Ibid., 304.

" bid., 1100.



spiritual resources to overcome it, even though sadness doesn’t totally disappear

1) George

Manoliu, in his book Poet and Thinker of the Violin Art, describes the folk song as it follows:

his wor

The [Romanian] folk song concentrates all the states of the spirit, from the frenzy of the
dance to the unclear sadness of dor. The folk instrumental [style] catches these states in
its primitive but extremely skillful technique, and plays with it. . . . [Its] cantabile style,
associated with a temperamental vigor and a certain humor sharpness, determines a
live communication, always full of meaning.*®

Enescu was very specific about how a composer should use the folklore elements within

ks:

Some of our young [Romanian composers] simply reuse it [folklore], broidering around
some beautiful melody or a delicious hora a harmonic and contrapuntal canvas. Others,
which | find it to be better, by letting the folk melody stay as a beautiful wild girl whose
sifting rags show her pure lines, makes a [musical] work more significant and creates
powerful and personal compositions, full of that character that made a Western
European say: ‘You can tell that it is not from us’. A beautiful homage to originality. . ..

To present folk melody ‘tale quale’ [as such] in @ modern orchestration is barbarian; it’s
like seeing a peasant girl in a town dress. . . . Debussy, in his Monsieur Croche
antidiletante, rightly ridiculed the laziness and impotence of so many composers who
only copied the ready melodies found in folk music. Folklore as an inspirational motif,
yes; but the treatment has to be original. . . . Folk music has to be kept in its nudity. The
personal creations have to lean toward an invention in folk character. . . . In order for
the Romanian music to truly reach the perfection that it deserves, it has to only go on
this road of creation in Romanian character.”

On some other occasion Enescu restated the same view:

A melody, and especially a folk melody, has its own natural harmony, the only one that
completes it. Any other harmony would alter its character, would change its
signification. In my opinion, the natural harmony of everybody’s melody belongs to
everybody. The only originalities that don’t threaten to disfigure a folk melody are its

1133.

643-644.

'8 Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),

19 George Manoliu, Poete et Penseur de I’Art de Violon (Bucharest, Romania: Editura Muzicala, 1986), 351.
2% Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),

10



transcriptions for certain groups of voices or instruments, or voices and instruments,
and also the extremely prudent introduction of some counterpointed ornaments [kept]
in the melody’s character, under the condition that these would not make heavier the
harmonic clothing that dresses it.*!

When comparing George Enescu with Bela Bartok, Romanian musicologist Viorel Cosma
stated the following: “Unlike Bartok, who mainly chooses his sonorous material directly from
folklore, Enescu builds his own, by himself, through a deepening and a stylization of the

folkloric musical thinking; he creates his own style, of a rare originality.”*

2. Vienna Influence

“Vienna, the town who fascinated him, which he loved and which memory never left

him ..., he doesn’t talk about any other town with so much love as he talks about Vienna.”?

George Enescu was admitted to Vienna Conservatoire at the age of seven (1888),
although the minimum age was ten, several years after the Conservatoire already made an
exception regarding age for Kreisler’s admittance. The little Enescu could read, write and do
basic arithmetic, and was already fluent in several languages: “[H]e didn’t talk much, he
listened more, even when he couldn’t isolate himself, modestly, in a corner. .. ; he usually

spoke French, when he wasn’t speaking Romanian, although he could easily speak German or

*! Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
1041-1042.

22 Viorel Cosma, Enescu Azi: Premise la Redimensionarea Personalitatii si Operei (Timisoara, Romania:
Editura Facla, 1981), 8.

> Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
59.

11



h.”** At Vienna Conservatoire, the students were required to go through three

Englis
preparatory years (which Enescu finished in only two years), followed by three perfecting years.
Enescu graduated at the age of twelve, receiving the Maturity certificate and also the Silver
Medal of Music’s Friends Society. Among his teachers, he had Robert Fuchs in harmony, and his
brother, Johann Nepomuk Fuchs, in counterpoint and composition; Adolf Pronitz in music
history; and Joseph Hellmesberger Jr in violin. Enescu also took piano and several other classes
as minor.

During the first year, he lived in Vienna with his mother but, due to some health
problems, his mother went back to Romania and Enescu moved into his violin teacher’s house.

The Hellmesberger family was very influential in Vienna’s musical life for several generations

(Georg Sr., grandfather; Joseph Sr., father; Georg Jr., uncle; Ferdinand, brother).

Hellmesberger Jr. was at the time professor at the Conservatoire, conductor of the
Opera (Hofoper), of the Philharmonic orchestra, and first violin and leader of the Hellmesberger

string quartet.

Enescu witnessed the frequent quartet rehearsals at his teacher’s house where he could
learn first-hand information about the way Beethoven or Schubert wanted their chamber works
be played, including tempi, bowings, and apparently vibrato use (although there is a strong
opinion among musicians that performers of Betthoven’s era did not use vibrato at all). Ludwig
van Beethoven was described to Enescu in familiar terms (Joseph Jr.’s grandfather was

contemporary with Beethoven) about his personality, about his way of conducting. Also, at the

** Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
67.

12



Conservatoire orchestra, students were still playing some of Beethoven’s symphonies from

manuscripts. Enescu’s deep admiration of Beethoven was expressed in his Memoires thus:

| dare talk about him [Beethoven] as if | knew him personally. For me Beethoven wasn’t
then what he represents for young people today, a great man lost in the night of time —
but an artist who still lived in the memory of old people.”

Still in his Memoires, Enescu declared the following:

Beethoven’s music is a combination of supernatural and human. In Vienna | seemed to
see the most majestic, most solemn aspect of his. | was impressed by his serious, tragic
side. | didn’t entirely understand Beethoven, the way he really was, until | was about
fourteen years of age, | think.?®

Also, Enescu compares Beethoven with another idol of his, Wolfgang Amadeus Mozart:

If you would ask an amateur to tell you who is the world’s greatest musician, he will tell
you without any doubt: Mozart. Mozart is legendary. Far from me to pretend to fight
this privilege, although | got used to consider him in rapport with Beethoven. Not that |
would like to make a comparison of the two geniuses. On the contrary, | am fully aware
of everything that makes them different. What is wonderful in Mozart, what
distinguishes him from Beethoven, is that he doesn’t make any experiences. He never
just tries, but goes straight to the goal, finding from the beginning what he’s looking for.
He adapts to the constraints of the formalism of his time, and above all to the Sonata
form, based after all on simple tonality rapports. . . . Mozart was above all a play writer,
a man of Theatre. In this area, he almost didn’t have a rival.?’

Johannes Brahms was a frequent guest in the Hellmesberger house (they were also
neighbors), being a close friend of the family since 1863, when Joseph Sr. adopted his works

and played them with his quartet in concerts. Brahms was present at the rehearsals with his

> George Manoliu, Poete et Penseur de I’Art de Violon (Bucharest, Romania: Editura Muzicala, 1986), 81.
% Ibid., 87.
%’ Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 72.
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chamber works and sometimes even joined them. Enescu met him personally and was also

shocked by Brahms’s playing:

‘Of course, a great virtuoso. But | would like to say that he used to hit the piano like he
was deaf’, says Enescu. And then he tells an anecdote: Brahms was accompanying a
mediocre cellist, and the cellist asked him to play less forte, telling him that he cannot
hear himself play. And Brahms commented softly: ‘Happy man!” Brahms was ‘tough
verbally, but [had] a tender heart, and his head, his hands, his heart [were] full of
genius.28

During 1890-1894, while Enescu was playing in the Conservatoire orchestra (first violin,

third stand), Brahms conducted his own first Symphony and Piano Concerto in D minor with this

ensemble. Enescu writes the following about Brahms:

I immediately felt close to Brahms —which is explainable- because | saw him in flesh even
before hearing his music. . . . His music is not radiant but deep, it satisfies the spirit. . . . |
am especially sensitive to the lyrical abundance and the overly rich character of his
music. | have the impression that it makes me enter in some woods with the most
different trees. A beautiful music, rich and abundant, with is also a unique schooling for
any composer.”’

Manoliu remembered that Enescu confessed about Brahms’ powerful influence:

The God of my youthful adoration is Brahms and | wrote my early works in the style of
the immortal Johannes in an almost flagrant way.*

And the authors of Monograph mentioned another of Enescu’s opinions about Brahms:

The young man, ambitious to write Symphonies, could choose no more happily than |
did, for from Brahms he may learn how to combine classic integrity of form with the

94.

8 Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),

2% Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 69.
0 George Manoliu, Poete et Penseur de I’Art de Violon (Bucharest, Romania: Editura Muzicala, 1986), 87.
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most perfect freedom and mobility of expression without in the least impending the
spontaneity of his utterences.*

Another idol of Enescu was Richard Wagner. At the age of nine, Enescu wrote Overtures
with “ascending and descending chromatism, strongly influenced by Wagner, especially from

Tristan and Isolde.”*?

Enescu was ten years old when Vienna Opera performed Tannhauser and
Die Meistersingers, conducted by Hans Richter which allowed little Enescu to sit in the
orchestra. Noel Malcolm mentioned in his book Enescu’s opinion about his idol: “l love
Wagner’s music and | always loved it. . . . Wagner is the most overwhelming of all composers. . .
. Certain chromaticisms have been in my bloodstream since | was nine; to renounce them
would be like amputating a limb.”*® Also, Manoliu remembered what Enescu declared when
talking about Wagner and Brahms: “In those days [Vienna], | started to deeply understand
Wagner and Brahms, and | think that even today, my works show a combination of their

influence.”*

In the Monograph one can find another instance where Enescu explained
Wagner’s early influence on him: “I liked very much the study of harmony. At thirteen years old,
| was already writing in the big forms: Rondo, Sonata, Variations, even though [I was]
composing them before learning it. | was writing especially Overtures inspired by Wagner.”>”

On the other hand, Marc Pincherle also remembered Enescu telling him about the evolution of

the Wagner influence on his music, compared with the folklore influence:

*! Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
147.

*2 Ibid., 95.

3 Noel Malcolm, George Enescu, his Life and Music (London, UK: Toccata Press, 1990), 39.

3 George Manoliu, Poete et Penseur de I’Art de Violon (Bucharest, Romania: Editura Muzicala, 1986), 87.

% Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 18.
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Enescu told me one day how the war [World War |] brutally broken the Wagnerian
magic [for him]. . . . Once the craziness ended, when he’ll start to compose again, his
works will seem impregnated with Romanian folk music, without any textual borrowing
and [without any] ‘effects’ of some cheap, decorative Orientalism. The change is much
profound. . . . This is the impression one can take from the String Quartet . . . [and] from
the third Symphony.*®

J. S. Bach had a special place in Enescu’s heart. In his Memoires, Enescu remembered
that his first contact with Bach’s music was through the Little Preludes. At the Conservatoire at

III

the time Bach had an “official” place.

He was respected without [people] being too convinced about it and —without
confessing it- was seen as a boring and scholarly composer. . . . Of course, over the
years, my conception about Bach evolved considerably. . . . Without any exaggeration,
Bach is for me what the Holy Communion is for Christians; for a half of century, he has
been my daily bread, and his music is the music of my soul, in which it has a very special
place, an immense place. It is a music that you have the impression that you will never
wholly understand.?’

3. Paris Influence

In 1895, Hellmesberger encourages him to go to Paris and sends him, with a letter of
recommendation, to Jules Massenet, which was at the time the head of the composition

department. Thus, the thirteen-year old Enescu gets accepted to Paris Conservatoire.

In order to have a general impression about Paris Conservatoire at the time, here is a
description of its location and atmosphere, including the conditions in which the students

studied:

*® Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
492,
3" Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 78-79.
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An old, dark building, with a paved yard, empty and sad, had a dark atmosphere; the
classrooms were small, short, and dark, but with a perfect acoustic. The furniture was
just a piano, a poorly painted wooden table, scratched with dozens of inscriptions by
many generations of aspirants to celebrity, wooden benches for students, and a plush
chair for the professor. In the winter, when it was getting darker earlier, the classes
were taught at the light of a gas lamp, or even a candle. In the summer, through the
open windows came from the streets the war-like sounds of trumpets, the high notes of
tenors and the chords of pianos, mixed with the shouts of farmer’s market people, the
noise of carts and omnibuses, in a deafening sound. And yet, this was the famous school
in the whole world where Enescu will spend five years.*®

Alfred Cortot, also a student there at the time, remembers his first impression about

Enescu:

| saw coming in a boy of about thirteen years old. He was big, chubby, and was wearing
a coat that was too tight and some pants that were too short. . . . A large head,
indescribably pensive, with his eyes that always looked some other way, quiet . . . ; he
didn’t look like a child. . . . I've teased him, like the old students do with the new ones;
but he didn’t seem troubled by it under the fire of our questions: ‘Where do you want to
come in?’ ‘I don’t know.” ‘But do you play any instrument?’ ‘Yes.” ‘What instrument?’
“Violin.” ‘Then, are you entering at Marsick?’ ‘Maybe.” ‘Play a little, so we can hear.” And
Enescu played magnificently a fragment from Brahms Concerto. ‘But | also play the
piano, so maybe | will enter at Diemer. ...’ ‘Ah!" And Enescu sat at the piano and played
magnificently the Allegro from [Beethoven’s] Aurora Sonata. ‘But still | prefer to
compose.” ‘What, do you compose?’ ‘Yes.” ‘But what? Lieds?” ‘No, symphonies.’
‘Symphonies?’ ‘Yes, I've already written three.” Three symphonies, and he was only
thirteen years old.*

But Enescu specified in his Memories: “[W]hen | entered at the Conservatoire, | didn’t compose

symphonies yet, only Overtures. Cortot confused them with the three School Symphonies that |

started to work on when | entered Massenet’s class.”*°

* Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
136.
% Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 41-42.

0 Ibid., 42.
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Enescu’s teachers in Paris included Andre Gedalge in counterpoint and fugue; Jules

Massenet and, later on, Gabriel Faure in composition; Pierre Marsick in violin.

Enescu presents some of his works to Massenet who, impressed by his talent, sends him
to also take Gedalge’s class. Some other students of Gedalge were: Maurice Ravel, Jean Roger-
Ducasse, Nadia Boulanger, Arthur Honegger, Darius Milhaud, and Jacques Ibert. Here is how

Enescu remembers his teacher:

Gedalge was a remarkable composer and at the same time a wonderful composer,
passionate about his trade. . . . Gedalge was severe when regarding the principles, but
very open minded in their application. He would open large horizons for us, showing us
the allowed borders. Personally, he was of priceless use to me, encouraging me towards
refinement and simplicity, of which I had such great need.**

“Write me at least eight measures,” Gedalge used to say, “that can be played without
accompaniment . . ., melody is the essence of music.” Gedalge considered counterpoint not
just something to study, but something that one should practice constantly. “You have to do it
all the time, it has to be as easy as breathing. When you have learned flexibility, when you can

play with the writing difficulties, then you can afford to do anything.”*?

Gedalge helps Enescu discover J. S. Bach; Enescu’s fugues (written on four staves, in four
clefs, and directly in ink), showed “elegance and freedom within an authentic contrapuntal
43

way.””” Gedalge will include in his Fugue Treaty (1904) one of Enescu’s works as an example for

Fugues on four voices with three countersubjects. Gedalge wrote in 1923:

* Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 42.

*> Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
154-155.

* Ibid., 155.
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| have tried to respect everybody’s tendencies, constantly showing them that the more
you want to free yourself of rules the more you have to know them, to master their
substance and to think about them. Here is why all that learned their trade with me
could create works which they could give, in lack of original ideas and truly personal, a
kind of expression more or less singular. The only one who, in my opinion, has a true
personality and which doesn’t give me the impression that he deforms current ideas in
order to make them seem newer, is Enescu. Actually, and this is my whole thought, he is
the only one that truly has ideas and soul.*

Enescu greatly appreciated Gedalge and his input on Enescu’s development as a

composer and Gedalge also showed his appreciation also by dedicating his Violin Sonata opus

12 (1897) to Enescu:

Above all, | loved the wonderful knowledge from my dear maestro Gedalge. . . . | could
never find enough gratitude towards his memory. . . . | was, am still, and will be until
death the disciple of Gedalge: he gave me [a compositional] doctrine that happened to
fit my way of being.*

Jules Massenet started teaching at the Conservatoire in 1878. Enescu is allowed to

participate to Massenet’s compositions class only as an auditor during his first year there

(1895), probably because of his young age. Some other students of Massenet were: Florent

Schmidt, Edouard Malherbe, Charles Koechlin. Here is how one student remembered Massenet,

the teacher:

In the classroom he didn’t offer systematic lessons about technique but, by correcting
and discussing the student’s homework, he deduced principles, opposed models from
Classical masterpieces, established parallels with contemporary works, with
masterpieces in painting or poetry.46

159

* Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),

* Ibid., 154.
*® Ibid., 140.
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When writing a letter to Enescu’s father, Massenet expresses his admiration for the boy:
“Your son is of exceptional nature. No doubt he has the most interesting musical structure that
could ever exist. . . . He will honor you, our Art, and his country.”*” “He was only twelve years

old and he was orchestrating like an old musician.”*®

When Massenet resigns from the Conservatoire in 1896, he is replaced by Gabriel Faure.
As described in Monograph, while Massenet encouraged his students towards working on vocal
genres, Faure leaned toward chamber music; he was an organist and knew deeply the works of
the polyphonic masters. Faure strived for “clarity in thinking, sobriety and purity in form,
honesty, contempt for vulgar effect.” He endeavored towards enlarging the expression ways in
harmony, by using modality. He also strived for an “organic fusion between poetry and music,
nobility of form, elegance of development.” Faure used to say that “the greatest technical
ability is not worth anything without poetry. . . . In any beautiful work of art, what it matters

above all is the man being expressed in it.”4

Regarding Enescu, Faure’s notes were highly appreciative: in 1897 he wrote down: “very
gifted, very hard working. Very closed up in classical forms, he promises to be a true artist when
his personality would awake;” after six months he writes, underlined twice: “excellent student,”

d »50

“hard working, level-headed, remarkably gifte Here is how Enescu remembered Faure:

* Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
147.

*8 Victor Craciun, L’Effigie Litteraire de Georges Enesco (Botosani, Romania: Comitetul pentru Cultura si
Arta, 1970), 4.

* Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR,
1971), 149-151.
*%bid., 151.
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What could | say about Faure that was never said before? That he was as dreamy and
guiet as Massenet was expansive? That he came late to class and left before the ending
time? Psychology bored him and he didn’t like to pay deep attention to the nuances of
characters. His classes —technically speaking- were short. In the strict sense of the word,
he wasn’t a teacher, but from him came an inspiration force that was contagious. And
we adored him. I've spent three years in his class, from 1896 to 1899; another
unforgettable memory!*

Enescu will keep a close relation with Faure even after graduating, he will invite Enescu
to be a part of different jury committees at the Conservatoire, and they will play together,
many times over the years, Faure’s First Violin Sonata and two quartets. In 1922, a concert
dedicated to Faure takes place in Paris and seven former students compose each a short piece:
Enescu, Ravel, Roger-Ducasse, Florent Schmidt, Charles Koechlin, Paul Ladmirault, and Louis

Albert. Some other students of Faure were: Nadia Boulanger, and Emile Vuillermoz.

A fellow composer, Florent Schmidt, wrote in 1937 about the influences of Faure and

Gedalge in George Enescu’s music:

Disciple of Gabriel Faure and Andre Gedalge, he [Enescu] owes to the first the elegance
of melodic contours, the subtlety of harmonies, the novelty of modulations, and to the
second the robustness of construction, the divine independence of writing which, you
know, are not nothing but ways without which [the composer] wouldn’t have shown
with such strength more personal qualities, among which are the richness of invention,
an unusual rhythmic and polyphonic richness, a splendid orchestral color. You are really
overwhelmed by music, proud, daring, not caring about fashion or musical societies, a
music that doesn’t owe anybody anything.>?

In 1903, George Enescu wins the First Prize (Pleyel Prize) for his work Des Cloches

Sonores (The Sonorous Bells), signing it with a pseudonym, and that was later named by Enescu

> Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 43-44.

> Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
897.
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the Second Piano Suite, opus 10. The jury included: Claude Debussy, Vincent d’Indy, Alfred

Cortot, Charles Mallherbe, Gabriel Pierne, Theodore Dubois.

Some other influential composers in Enescu’s music, mentioned by Enescu in his

Memories, are:

Camille Saint-Saens

| can only feel pity for those who systematically talk about Saint-Saens; they are either
envious, or lacking talent. . . . | have admiration for some of his works: Organ Symphony,
Concertstuck, Lyre and Harp, the third act from Samson and Dalila, Fourth Piano
Concerto. Of course, the [Third Violin] Concerto in b minor is very well done;
unfortunately, in the last movement there is a passage that | like less. The good Geloso
said about the second theme of this work: ‘It is the love song of the female cook’. But
another co-disciple of mine, Maurice Ravel, glorified the balance and the
instrumentation in Saint-Saens’ music. God, how well he orchestrated! | put him,
without shame, in the group of five —not the group of five Russians- but the one of the
five greatest orchestrators that ever existed: Berlioz, Dvorak, Rimski, Mahler, and Saint-
Saens. ...

As a pianist, he was debatable: he was harsh, very proud of his technique and
sometimes he hurried the movements. | remember | played the Rondo Capricioso with
the author himself at the piano; in comparison with him, Diemer gave the impression
that had an angelic sonority. . . .

I’'ve met Saint-Saens often in the salons of some [of my] friends. He was fashionable, but
without any snobbism.>?

Claude Debussy and Maurice Ravel:

[On] Monday, April 28" [1902], at the Comic Opera takes place the dress rehearsal of
Pelleas and Melisande opera. | was also there, together with my friend Ravel. My glorious
class friend manifested a live enthusiasm. And |, of course, was delighted, How could | not
be sensitive to the revelation of Debussy’s music? And yet, | wasn’t totally won over.
Although | deeply admired the work, with all its charm, | was too used to the Wagnerian
abundance so Pelleas’ debit seemed weak by comparison; it was like a clear spring after the
grandeur of a river. The ecliptic side of Debussy’s music disoriented me and, in my opinion,

>3 Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 104-105.
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the work didn’t have a symphonic enough character. My musical thirst wasn’t satisfied; I'm
always asking for more. | felt the same way when listening to Ravel’s music.

Of course, anybody likes his refined harmonies, but | was dreaming of a more generous,
more ample music, overflowing with more of a rush, because | am an incorrigible lyric,
Wagnerian to the bone. This didn’t stop me in recognizing the prodigious genius of Debussy,
but | find inappropriate the phrase that he wrote about Wagner: ‘Wagner is a sunset that
was believed to be a dawn’. It is not inaccurate, it is even a general truth. All the great
creators are sunsets, because the secret of their genius is dying with them. The word is very
beautiful by itself. But | think Debussy would have to think twice before writing it if he knew
that, after twenty-three years, it will be applied to him.

But no matter how Wagnerian | could be, | liked Ravel and Debussy enough to be influenced
by them from time to time [for example, Second Piano Suite]. . . . So it would be
inappropriate to say that | don’t admire Ravel’s and Debussy’s music!>

When discussing his studies at the Paris Conservatoire and its influence on his creation,

Enescu declared:

Even though | loved Paris with passion, from an artistic viewpoint | felt a little like a
foreigner. People seemed to me so cerebral. . . . | am not unfair with the Conservatoire,
where | met admirable maestros and charming friends. But if someone asks me at what
precise time | finished my studies, | wouldn’t know what to answer because | always felt
that, at least from the point of view of my soul, | left the Conservatoire at the very day | was
received in.”

4. Compositions

George Enescu’s main works can be divided into three sections: early, mature, and late
works. But, one should bear in mind that Enescu often worked on a piece for many years until
he considered it absolutely completed; for example, he started working on his opera (Oedipus)

in 1910 and finished it in 1935. This paper is not presenting a full analysis of each individual

** Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 54-55.
55 .
Ibid., 55.
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piece but attempts to highlight some main characteristics of Enescu’s music, and thus show its
evolution:

- Early works: Romanian Poem (1897) to First String Quartet (1920)

- Mature works: First Piano Sonata (1924) to Second Cello Sonata (1935)

- Late works: Third Suite for orchestra, Villageoise (1938), to Chamber Symphony

(1954)

At the age of seventeen (1897), Enescu wrote the Romanian Poem, symphonic suite
dedicated to Queen Elisabeth of Romania (Carmen Sylva). Enescu presented the work to
Gedalge and Debussy. The latter gave him several indications on the use of basses and then

declared: ““Well! You know what you want!” and gave him a hug.”56

It will be premiered by
Edouard Colonne and his orchestra one year later, and published by Enoch edition. This work
represents Enescu’s first big success as a composer. The Romanian folklore elements (modes,
pentatonic, rhythms) are combined with Western modern harmony and form construction. The

orchestration is very colorful, using different timbres in unusual combinations; he also uses

human voice (wordless chorus). The rhythms and tempi are alternated and varied.

When talking about Romanian poem, Enescu explained:

| have tried to translate into this little symphonic suite several impressions and
memories from my childhood, transposed or, if you prefer, stylized. It is a faraway
evocation, a way for me, who left the [native] country for eight years, to revive several
images that were familiar to me.>’

% Bernard Gavoty, Amintirile lui George Enescu (Bucharest, Romania: Editura Muzicala, 1982), 50.

>’ Mircea Voicana et al., George Enescu — Monografie (Bucharest, Romania: Editura Academiei RSR, 1971),
166.
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Figure 29. Concertstiick, mm. 190-214
Copyright by Enoch & Cie
Reproduced by permission
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The very last three measures of the Concertstiick show one last time Enescu’s attempt
to “evoke space” by prolonging the chord (in the second-to-last measure) over the bar line and

placing the last short note on the second beat of a triple meter.
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Figure 30. Concertstiick, mm. 214-216
Copyright by Enoch & Cie
Reproduced by permission
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CHAPTER 3: CONCLUSIONS

The present analysis of the Concertstiick, accomplished through historical method and a
theoretical approach (motivic growth method), shows the value of this work in the context of

Enescu’s musical legacy.

Knowing about Enescu the composer helps in understanding the Concertstlick e since
several main traits of Enescu’s compositional style are present in the work. Specifically when
comparing it to Enescu’s Second Violin Sonata, one can observe Romanian folk elements such
as: monody, modalism, freedom of melody (culminations placed on weak beats, alternating the
feeling of duple and triple meter within the same time signature), and “evoking space”.
Moreover, another of Enescu’s main traits can be observed in both works: developing the

thematic material by the means of motivic growth.

Discussing Enescu as a performer offers a new perspective on the Concertstiick. The fact
that Enescu was a virtuoso violin and piano player becomes obvious when analyzing the
Concertstiick. Since the techniques of playing violin and viola are similar, Enescu’s very detailed
directions in the viola part reflect Enescu’s style of virtuosic playing as a solo violinist. The
analysis of Enescu’s playing style in Chapter One of this monograph reveals the reason for
which Enescu wrote the Concertstiick the way he did. His directions regarding right-hand
technique are linked to his own great bow technique which shows elements such as:
transparency of the sound, cantabile quality, imitating the human voice, the Enescian loure, the

naturalness of legato, emphasis on bow distribution and bowings in a phrase, the technique of
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martele and veloute, and accomplishing specific kinds of accents in different parts of the bow.
Also, his left-hand technique is reflected in the Concertstiick by including elements of vibrato
and trill, which he mastered to a high degree. Moreover, Enescu exploits the full range of the
viola and uses all the main string playing techniques of his time. The fact that Enescu also was a
piano virtuoso is reflected in the Concertstiick by the equal importance that both the viola and
the piano receive. The piano part has virtuosic passages and also includes extended use of

pedal (which Enescu was well-known for).

The way Enescu treats both instruments as equal partners also reflects the way he was
writing and playing chamber music. He pays special attention to the balance between the two
instruments. It is more difficult to make sure that the viola themes are not be overpowered by
the piano than when writing for violin and piano, and Enescu is very successful in accomplishing
an optimal balance in the Concertstiick. Another trait of Enescu as a chamber musician, which is
related to his compositional technique of motivic growth, is the presence of constant dialogue

between the two instruments.

The information about Enescu as a conductor can be applied to the understanding of
the Concertstiick. His conducting experience influenced the way he composed this work since
he treated as a full orchestra both the piano and the ensemble of piano and viola. His
knowledge of blending different sound colors and effects, also resulting from his conducting

experience, is displayed in the Concertstiick in a skillful way.

The insight into Enescu’s teaching style provides a better knowledge of his way of

approaching a musical work. He constantly reminded his students of the importance of knowing
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the composer’s background and the work within composer’s creation, and this concept was
applied to the present monograph in the analysis of the Concertstiick within the context of
Enescu’s multiple facets of musicianship. Moreover, his style of teaching and playing reflects his
conception of technique as a subordinate of musicality; the knowledge of this fact can also

inform the interpretation of the Concertstiick.

Therefore, this monograph reveals the fact that the Concertstiick for viola and piano is
one of Enescu’s masterworks, typical of the genre of virtuosic music and deserving of a formal

analysis from and for musicians.
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