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Dinu Lipatti fisi exerseazd scriitura pentru
instrumentele de suflat intr-o serie de partituri,
inegale ca dimensiuni si ca valoare, dar sugestive
pentru  stilistica imprimata de maestrii cu care
lucrase: Mihail Jora, respectiv Nadia Boulanger.
Vorbim'de 0 anume ,atmosfera” sonori la care Lipatti
este sensibil i careise transmite §i prin intermediul
unor colegi, deveniti prieteni, de la clasa maestrei sale:
Igor Markevitch, -autorul Serenadei pentru vioard,
clarinet gi fagot (1931) &1, mai ales, Jean Francaix,
extrem de receptiv. la caracteristicile timbrale ale
instrumentelor de suflat(Cvartetul pentru flaut, oboi,
clarinet si fagot, 1933, Septetul pentru flaut, oboi,
fagot, doud viori, violoncel si pian, 1933, Cvadruplul
concert pentru flaut, oboi, clarinet, fagot si.orchestrd,
1935). Universul muzical inspirator pentru Lipatti s-a
rotunjit desigur si in prezenta unor compozitii
enesciene, pentru cid o lucrare de complexitatea
Dixtuorului op.14 pentru instrumente de suflat scris
in 1906 nu ii putea fi necunoscuté lui Lipatti.

In contextul unei creatii reduse numeric si-a unui
creator care era, inainte de orice, un pianist de geniu,
cantitatea de partituri dedicate instrumentelor de
suflat ne apare cit se poate de semnificativi. In
perioada 1936-1949, Dinu Lipatti scrie Allegro pentru
clarinet si fagot (1936), cateva pagini dintr-un Cvintet
pentru sufldatori (1938), Introducere si Allegro pentru
flaut (1939), Aubade pentru flaut, oboi, clarinet i
fagot (1949), carora li se adaugid aranjamente pentru
trio (1943) si cvintet (1939) dupd Sonatele K.173,
K515, K427, respectiv K450, K.247, K.515, K.538,
K.377, K427 de Domenico Scarlatti. Sunt lucrari cu
elemente de originalitate, sinteze intre modalitatile de
valorificare a folclorului roméanesc pe care le invétase
la ,scoala” lui Mihail Jora si, pe de alta parte, noile cai
care 1 se deschid odatd cu sincronizarea ideilor sale
componistice cu cele ale marilor compozitori moderni,
precum Béla Bartok sau Igor Stravinski.

In ceea ce priveste aranjamentele dupé sonatele lui
Domenico  Scarlatti, Lipatti reface traseul
compozitorilor baroci care (asa cum se intdmpla in
cazul lui Bach, de pild&) considerau transcrierea unor
lucrari ale confratilor un demers de invatare, de
constientizare profundi a elementelor de discurs si de
stil si totodatd, prin translatarea lor timbrald, un mod
de a descoperi specificul fiecdrui instrument asupra
céruia li se indrepta atentia.

Prefagé

Sonatele lui Domenico Scarlatti au fost o
permanenta in repertoriul pianistului, incurajat poate
si de remarca lui Edwin Fischer care ii spusese in
martie 1935 ca tehnica lui se potriveste foarte bine
lucrarilor compozitorului italian. Obisnuia sa cante un
calup de 3 Sonate scarlattiene in programul de recital
anuntat sau la bis, iar cercetatorul canadian Mark
Ainley a descoperit, printre inregistrérile realizate de
Lipatti intr-un studio privat, tot o serie de 3 Sonate
care, dupd ce au trecut printr-un proces de
yrestaurare”, au fost oferite publicului in format
digital in anul 2018. In perioada 1946 — 1949 aceste
ultime trei Sonate - in Sol major, in re minor si in St
bemol major — au apéarut si pe afigele recitalurilor sale.
Un alt fir ce duce la Scarlatti 1l gdsim in Concertino in
stil clasic pentru pian si orchestrd micd si anume o
parte a treia conceputé in ,spiritul scriiturii clasice a
unui Vivaldi si mai ales a unui Scarlatti” (Dinu
Lipatti, in Comunicarile Orchestrei de Camera de la
Basel, 27 aprilie 1945).

Este lesne sd ne inchipuim cé exercitiul pe care il
face Lipatti, transcriind Sonatele K.173, K.515, K.427
pentru Trio de ancii, respectiv K.450, K.247, K.515,
K538, K377, K427 pentru Cuintet de sufldtori are
multiple semnificatii: intelegerea deplind a intentiei
componistice, prin descompunerea planurilor sonore, o
demonstratie de ,timbralizare” a  pianului
(clavecinului) prin colorarea diferité a vocilor, o foarte
utild exersare a calitétilor sale de orchestrator si de
insusire a particularititilor instrumentelor de suflat
(demers /(continuat intr-un aranjament pentru
orchestra simfonicé,;de asemenea dupa Scarlatti).

Dacéd Trio-ul realizat in noiembrie 1943 a fost
dedicat ansamblului Trio d’anches de Bruxelles, cele
sase Sonate aranjate pentru cvintet de sufldtori, ce au
luat nastere in.anii 19389, au fost incluse in
programul singurului concert pe care Dinu Lipatti 1-a
sustinut in calitate de dirijor. Evenimentul (un concert
fara public, transmis 1n direct la radio) a avut loc in
studioul Radiodifuziunii Roméne, pe 16 aprilie 1940,
data la care este consemnata prima auditie a acestor
lucriri. In vara aceluiasi an erau prezentate la Paris.

Monica Isdcescu
Bucuresti, septembrie 2020



Preface

Dinu Lipatti practiced his wind writing in a series
of scores which, while differing in importance and size,
testify to a certain particular style. Imprinted by his
master mentors Mihail Jora and Nadia Boulanger, it
was also the result of intellectual meetings between
Lipatti and some of ‘his colleagues-turned-friends at
the class of Nadia Boulanger: Igor Markevitch
(composer of a Serenade for Violin, Clarinet and
Bassoon, 1931) and gespecially Jean Francaix, an
expert in exploring the timbral characteristics of wind
instruments (Quartet for Flute, Oboe, Clarinet and
Bassoon, 1933, Septet for Flute;” Oboe, Bassoon, 2
Violins, Cello and Piano, 1933, as well as the
Quadruple Concerto for Flute, Oboe;  Clarinet,
Bassoon and Orchestra, 1935, unique in the
repertoire). Sources of inspiration were of course
complemented by Enescu’s compositions for winds,
especially Dixtuor op. 14 written in 1906, with.which
Lipatti was certainly familiar.

Given the small number of works he composed —
his calling was that of a brilliant pianist— Lipatti’s
attention to wind instruments is more than
significant. Between 1936 - 1949 he penned the
Allegro for Clarinet and Bassoon (1936), a few pages
from an unfinished Wind Quintet (1938), the
Introduction and Allegro for Solo Flute (1939) and the
Aubade for Flute, Oboe, Clarinet and Bassoon (1949),
as well as some arrangements for trio (1943) and
quintet (1939) of Domenico Scarlatti’s Sonatas K.173,
K515, K427, K450, K.247, K.5638 and K.377.
Showing originality, they are a synthesis between the
different ways of exploiting Romanian folklore (as
taught by Mihail Jora) and the interest Lipatti took in
20th-century modern techniques (as in Béla Bartok
and Igor Stravinsky).

In his arrangements of Scarlatti’s Sonatas Lipatti
is inspired by the Baroque composers and their habit
of transcribing their colleagues’ work as a means to
learn, to integrate stylistic and musical elements and,
by such timbral translation, to learn the specifics of
the targeted instruments.

Lipatti would often return to Scarlatti, probably
also because Edwin Fischer’s remark that his piano
technique fitted the Italian composer’s pieces

encouraged him to do so. His recitals frequently

v

included, either in the announced program or for the
encore, a group of three sonatas. Canadian researcher
Mark Ainley discovered one such group among the
recordings that Lipatti did in a private studio; part of
the pianist’s live repertoire between 1946-1949, the
Sonatas in G major, D minor and B-flat major were
released in 2018 after a careful restoration process.
And yet another lead pointing to Lipatti’s admiration
for Scarlatti can be found in his Concertino en Style
Classique for Piano and Chamber Orchestra, whose
third movement is written “in the classical spirit of
Vivaldi and of Scarlatti in particular” (Dinu Lipatti,
Basel Chamber Orchestra Communications, April 27,
1945).

Lipatti’s exercise in transcribing the Sonatas
K 173, K515, K427 for Reed Trio and K.450, K.247,
K515, K538, K377, K 427 for Wind Quintet has a
plurality of meanings: it aims at a complete
understanding of the composer’s intention trough
decomposing the sonic planes, it demonstrates how the
timbre of the piano/harpsichord can be enhanced
through a differentiated voice colouring, and it
represents a useful chance to practice his qualities as
an orchestrator and to learn the particularities of
wind instruments (he would repeat the experience by
orchestrating a Scarlatti sonata for large orchestra).

The 1943 trio was dedicated to the Trio d’anches de
Bruxelles; as for the Six Sonatas for Wind Quintet,
written between 1938-1939, they were premiered on
the occasion of Lipatti’s only appearance as a
conductor, during a live radio broadcast of a concert
without an audience at the Romanian Radio on April
16, 1940. In the summer of that year the quintet was
performed in the capital of France by the Quintette a
Vent de Paris.

Monica Isdcescu
Bucharest, September 2020
(English translation: Stefan Diaconu and

Mapria Monica Bojin)
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Six Sonates de Scarlatti for Flute,
Oboe, Clarinet, Horn and Bassoon




Nota editorului

La titlul fiecarei lucrari a fost addugat numaérul de catalog in concordanté cu lista compozitiilor lui Dinu Lipatti
realizatd de Grigore Bargduanu si Dragos Tanésescu in cartea Dinu Lipatti (Editura Grafoart, Bucuresti, 2017).

Pentru cele Treilsonate transcrise pentru trio de ancii avem o singura sursi: un manuscris de tip ,ciornad” in care
apar multe modificari, stersaturi si neconcordante fatd de partitura originald a lui Scarlatti. A fost nevoie de
modificarea unor alteratii fatd de manuscrisul lui Lipatti, pentru a pastra structura armonicd conceputa de
Domenico Scarlatti. Aceste modificari de alteratii apar preponderent in prima parte, care are numeroase diferente
fatd de versiunea originald pentru clavecin. Modificérile efectuate de Lipatti, care nu schimba structura armonica
originala sunt pastrate siau sustinere prin declaratiile lui conform cérora ,sunt acceptabile modificérile ce deservesc
muzica, dar ele pot fi facute/doar dupa ce au fost bine cercetate si motivate”. Un exemplu major al acestor modificéri
il intalnim in méasurile 30 si 31 unde Dinu Lipatti repetd o mésura care este singulara in partitura originald de
clavecin. De asemenea am inclus modificirieditoriale ale legaturilor, articulatiilor si nuantelor astfel incat s putem
avea o versiune consecventé care sé fie in spiritul stilistic al lui Domenico Scarlatti. Modificirile editoriale addugate
care nu fac parte din scriitura lui Dinu Lipatti sunt notate in paranteza, sau cu linii punctate si sunt facute dupa
consultarea unor instrumentisti de top din Cuvintetul de sufldtori V Coloris, care au o experientd consistenta in

abordarea repertoriului cameral si a muzicii lui Dinu Lipatti.

Surse :
e [Editia Urtext a Sonatelor de Domenico Scarlatti (D-S.)
e Manuscris ciorné al celor Trei sonate pentru oboi, clarinet si fagot de Dinu Lipatti (D.L.)

e Manuscrisul celor Sase sonate de Scarlatti pentru.evintet de sufldtori (D.L.5)

Lista modificarilor:

Modificérile editoriale de articulatie, legato si dinamicd nu sunt mentionate in lista modificarilor deoarece sunt
subiective iar respectarea lor ramane la alegerea interpretilor.

Au fost incluse anumite mordente marcate cu paranteze péatrate, ce corespund cu versiunea originala a lui Scarlatti.
Reperele numerice din prima sonata au fost adaugate in functie de unele insemne in manuscris, iar pentru Sonatele

II si III au fost adaugate in locurile echivalente cu aranjamentul pentru cvintet.

I. K. 173 in si minor
16: Fg. — nota dob modificati in do# in conformitate cu D.S. (se aplici la toatd misura).
Cl. — nota ref modificati in re# in conformitate cu D.S.
23: CI. — nota sol modificaté in si in conformitate cu D.S.
38: Cl. — cele doud apogiaturi care apar in paranteze pot fi omise; in D.S., méasura 42, melodia este imbogatita cu
terta superioara care este transcrisa de Lipatti prin addugarea celor doua apogiaturi, dar in mésura 38 melodiaeste
simplé asadar nu se justifici prezenta apogiaturilor.
56: Cl. — ultima nota din primul timp: nota la# modificatd in laf in conformitate cu D.S.
64: Cl. — ultima not# din primul timp: nota re# modificatd in reb in conformitate cu D.S.;
65: Fg. — ultima noti din timpul doi: nota do# modificatd in dok in conformitate cu D.S.

66: Cl. —idem m. 64.
VI



67: Fg. — ultima noti din primul timp: nota do# modificat in dob in conformitate cu D.S.
76-79: Cl. — in D.L. nu este specificata articulatia, dar am copiat modelul din m. 27-31.

76-79: Fg. — in D.L. notatie neclara si nu se distinge articulatia. Am recurs la modificéri editoriale.

ILI. K. 515 in Do major
33: Fg. — alteratia de pe timpii 2 si 3 este notatd in parantezi deoarece este adaugaté de editor in relatie armonica
si melodica cu oboiul si clarinetul.

64: Fg. —timpul doi, optimea fa# poate fi omisa in concordantd cu D.S. si D.L.5.

II1. K. 427 in Fa/major - versiunea originala D.S. este in Sol major

13: Tutti — ultima nota din méasurd a fost modificat in optime staccato, in concordanta cu D.L.5. Original notat
patrime cu accent.

16: Tutti — timpul doi modificat, idem m. 13.

18: Cl. - timpul patru: nota doi modificat In do# in conformitate cu D.S.

31: Tutti — timpul doi modificat idem m. 13, 16.

33: Tutti — ultimul timp modificat idem m. 13,16, 31.

Editor’s Note

Each work was numbered in conformity to the list of compositions compiled by Grigore Bargauanu and Dragos

Téandsescu in their book Dinu Lipatti (Bucharest: Grafoart, 2017).

There is only one source for these Three Sonatas arranged for reed trio: a draft manuscript with many changes,
erasures and differences from Scarlatti’s original score. To respect the latter’s harmonic structure, accidentals were
changed in Lipatti’s arrangement. These changes appear mostlyin the first movement which is very different from
the original harpsichord version. Those changes by Lipatti that . don’t impact the original harmonic structure are
kept and are consistent with his statement: “changes for the benefit of the music are acceptable, but only on the
condition that they be well researched and justified”. One major example appears in bar 31 which is a repeat of the
bar 30 — a measure that Scarlatti doesn't repeat. I also included such editorial changes as articulations, slurs, and
dynamics, so as to have a consequent version, in the spirit of Scarlatti’s style. These editorial changes are given in
parenthesis or dotted lines and are suggested by top musicians from the wind quintet V" Coloris, highly experienced

in chamber music and in Lipatti’s oeuvre in particular.

Sources:
e Urtext edition of Domenico Scarlatti: Sonatas (D.S.)
e Draft manuscript of Three Sonatas by Scarlatti for Oboe, Clarinet and Bassoon by Dinu Lipatti (D.L.)

e Manuscript of the Six Sonatas by Scarlatti for Wind Quintet (D.L.5)

VII



List of changes

The_editorial changes regarding slurs, articulations and dynamics are not mentioned below because they are
subjective and not mandatory.

Extracted from Scarlatti’s original (D.S.), certain mordents were inserted, in square brackets.

The rehearsal figures in the first sonata were added according to certain markings in the manuscript. In sonatas no.

2 and 3 they were placed according to the arrangements for wind quintet.

I.K. 173 in b minor
16: Bsn. — CY changed to C# as per D.S. (applies to the whole bar).
Cl. — Db changed to D# as per D.S.
23: Cl. — G changed to B as per D.S.
38: Cl. — the two grace notes in brackets can be omitted; in D.S., bar 42, the melody is enriched with a third above,
transcribed by Lipatti by adding the two grace notes, but in bar 38 the melody is simple, so they are not justified.
56: Cl. — first beat, last note: A# changed to Ak as per D.S.
64: Cl. — first beat, last note: D# changedto Db as per D.S.
65: Bsn. — second beat, last note: C# changed to Ch as per D.S.
66: Cl. —idem bar 64.
67: Bsn. — first beat, last note: C# changed to Cias per D.S.
75-79: Cl. — D.L. doesn’t specify any articulation, so I ecopied the articulation in mm. 27-31.
76-79: Bsn. — unclear notation and articulation in D.L., I therefore made editorial changes.
II. K. 515 in C major
33: Bsn. — accidentals on the second and third beats are given in brackets because it was added by the editor in
harmonic and melodic relation with the oboe and the clarinet:

64: Bsn. — second beat: second note (F'¥) can be omitted, as per DsS. and D.L.5.

II1. K. 427 in F major (G major in D.S.)

13: Tutti — the last note of the bar was changed into a staccato eighth note, as per D.L.5. The D.L. has an accented
quarter note instead.

16: Tutti — second beat changed, idem bar 13.

18: Cl. —fourth beat: C% changed to C# as per D.S.

31: Tutti — second beat changed idem bar 13, 16.

33: Tutti — last beat changed idem bar 13, 16, 31.

Editor: Stefan Diaconu
October 2020; Copenhagen

(English translation: Maria Monieca Bojin)
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Mulgumiri

Pentru realizarea acestei editii am avut parte de
suportul unor persoane si institutii care au fost aldturi
de ‘acest demers. Le multumesc colegilor mei din
Cuintetul V Coloris, impreuni cu care am realizat
prima inregistrare. integralda a creatiei pentru
suflitori de Dinu Lipatti si care au folosit aceasta
editie, sugerand unele imbunétéatiri editoriale pentru
a realiza cea mai bund versiune: Felicia Gabriela
Greciuc — oboi, Jonas Lyskjer Frglund — clarinet,
Niklas Kallsoy Mouritsen — corn, Constantin Barcov —
fagot.

De asemenea, am avut sustinerea FEditurii
Grafoart si a redactorului sef Matei Banicd, care.a pus
la dispozitie toate materialele detinute in vederea
realizérii acestor partituri. Suntem recunoscétori
Ligii Genoveze Contra Cancerului, care ne-a acordat
dreptul de a publica si inregistra partiturile lui Dinu
Lipatti. Multumim Bibliotecii Universitatii Nationale
de Muzica din Bucuresti, care ne-a oferit un numaér de
manuscrise aflate in posesia institutiei. Multe
multumiri biografului lui Dinu Lipatti, Grigore
Bargduanu, pentru aportul dumnealui in corectura si
verificarea partiturilor. Multumim Asociatiei Ars
Ventus, presedintelui Valentin Ghita pentru suportul
logistic in obtinerea acordului pentru publicarea
partiturilor, precum si pentru punerea la dispozitie a
unor manuscrise ce au completat lista surselor folosite
in redactarea acestei editii. Multumim muzicologului
Monica Isdcescu pentru expertiza si informatiile
oferite in introducere, precum si Mariei Monica Bojin

pentru traducerea textelor in engleza.
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