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BAROQUE

Baroque theatre in Český Krumlov

Teatro Argentina (Panini, 1747,Musée du Louvre)

Baroque musicBaroque music

Baroque music is a style of Western art music composed from approximately 1600 to 1750. This era followed
the Renaissance, and was followed in turn by the Classical era. The word “baroque” comes from the
Portuguese word barroco meaning misshapen pearl, a negative description of the ornate and heavily
ornamented music of this period. Later, the name came to apply also to the architecture of the same period.

Baroque music forms a major portion of the “classical music” canon, being widely studied, performed, and
listened to. Composers of the Baroque era include Johann Sebastian Bach, George Frideric
Handel, Alessandro Scarlatti, Domenico Scarlatti, Antonio Vivaldi, Henry Purcell, Georg Philipp
Telemann, Jean-Baptiste Lully, Arcangelo Corelli, Tomaso Albinoni, François Couperin,Denis
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Gaultier, Claudio Monteverdi, Heinrich Schütz, Jean-Philippe Rameau, Jan Dismas Zelenka, and Johann
Pachelbel.

The Baroque period saw the creation of tonality. During the period, composers and performers used more
elaborate musical ornamentation, made changes in musical notation, and developed new instrumental playing
techniques. Baroque music expanded the size, range, and complexity of instrumental performance, and also
established opera, cantata, oratorio, concerto, and sonata as musical genres. Many musical terms and
concepts from this era are still in use today.

Etymology

Periods ofPeriods of
Western classical musicWestern classical music

ADAD // CECE

EarlyEarly

MedievalMedieval c. 500–1400

RenaissanceRenaissance c. 1400–1600

Common practiceCommon practice

BaroqueBaroque c. 1600–1760

ClassicalClassical c. 1730–1820

RomanticRomantic c. 1815–1910

Modern and contemporaryModern and contemporary

ModernModern c. 1890–1930

20th century20th century 1901–2000

ContemporaryContemporary c. 1975–present

21st century21st century 2001–present

History of European art music

The term “Baroque” is generally used by music historians to describe a broad range of styles from a wide
geographic region, mostly in Europe, composed over a period of approximately 150 years.

Although it was long thought that the word as a critical term was first applied to architecture, in fact it appears
earlier in reference to music, in an anonymous, satirical review of the première in October 1733 of
Rameau’s Hippolyte et Aricie, printed in the Mercure de France in May 1734. The critic implied that the novelty in
this opera was “du barocque,” complaining that the music lacked coherent melody, was filled with unremitting
dissonances, constantly changed key and meter, and speedily ran through every compositional device.

22



The systematic application by historians of the term “baroque” to music of this period is a relatively recent
development. In 1919, Curt Sachs became the first to apply the five characteristics of Heinrich Wölfflin’s theory of
the Baroque systematically to music. Critics were quick to question the attempt to transpose Wölfflin’s categories
to music, however, and in the second quarter of the 20th century independent attempts were made by Manfred
Bukofzer (in Germany and, after his immigration, in America) and by Suzanne Clercx-Lejeune (in Belgium) to use
autonomous, technical analysis rather than comparative abstractions, in order to avoid the adaptation of theories
based on the plastic arts and literature to music. All of these efforts resulted in appreciable disagreement about
time boundaries of the period, especially concerning when it began. In English the term acquired currency only in
the 1940s, in the writings of Bukofzer and Paul Henry Lang.

As late as 1960 there was still considerable dispute in academic circles, particularly in France and Britain,
whether it was meaningful to lump together music as diverse as that of Jacopo Peri, Domenico Scarlatti, and J.S.
Bach under a single rubric. Nevertheless, the term has become widely used and accepted for this broad range of
music. It may be helpful to distinguish the Baroque from both the preceding (Renaissance) and following
(Classical) periods of musical history.

History

The Baroque period is divided into three major phases: early, middle, and late. Although they overlap in time, they
are conventionally dated from 1580 to 1630, from 1630 to 1680, and from 1680 to 1730.

Early baroque music (1580–1630)

Claudio Monteverdi in 1640

The Florentine Camerata was a group of humanists, musicians, poets and intellectuals in late Renaissance
Florence who gathered under the patronage of Count Giovanni de’ Bardi to discuss and guide trends in the arts,
especially music and drama. In reference to music, they based their ideals on a perception of Classical
(especially ancient Greek) musical drama that valued discourse and oration. As such, they rejected their
contemporaries’ use of polyphony and instrumental music, and discussed such ancient Greek music devices
as monody, which consisted of a solo singing accompanied by a kithara. The early realizations of these ideas,
including Jacopo Peri’s Dafne and L’Euridice, marked the beginning of opera, which in turn was somewhat of a
catalyst for Baroque music.

Concerning music theory, the more widespread use of figured bass (also known as thorough bass) represents the
developing importance of harmony as the linear underpinnings of polyphony. Harmony is the end result
of counterpoint, and figured bass is a visual representation of those harmonies commonly employed in musical
performance. Composers began concerning themselves with harmonic progressions, and also employed
the tritone, perceived as an unstable interval, to create dissonance. Investment in harmony had also existed
among certain composers in the Renaissance, notably Carlo Gesualdo; However, the use of harmony directed
towards tonality, rather than modality, marks the shift from the Renaissance into the Baroque period. This led to
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the idea that chords, rather than notes, could provide a sense of closure—one of the fundamental ideas that
became known as tonality.

By incorporating these new aspects of composition, Claudio Monteverdi furthered the transition from the
Renaissance style of music to that of the Baroque period. He developed two individual styles of composition – the
heritage of Renaissance polyphony (prima pratica) and the new basso continuo technique of the Baroque
(seconda pratica). With the writing of the operas L’Orfeo and L’incoronazione di Poppea among others,
Monteverdi brought considerable attention to the new genre of opera.

Middle baroque music (1630–1680)

The rise of the centralized court is one of the economic and political features of what is often labelled the Age of
Absolutism, personified by Louis XIV of France. The style of palace, and the court system of manners and arts he
fostered became the model for the rest of Europe. The realities of rising church and state patronage created the
demand for organized public music, as the increasing availability of instruments created the demand for chamber
music.

Jean-Baptiste Lully

The middle Baroque period in Italy is defined by the emergence in the cantata, oratorio, and opera during the
1630s of the bel-canto style. This style, one of the most important contributions to the development of Baroque as
well as the later Classical style, was generated by a new concept of melody and harmony that elevated the status
of the music to one of equality with the words, which formerly had been regarded as pre-eminent. The florid,
coloratura monody of the early Baroque gave way to a simpler, more polished melodic style, usually in a ternary
rhythm. These melodies were built from short, cadentially delimited ideas often based on stylized dance patterns
drawn from the sarabande or thecourante. The harmonies, too, were simpler than in the early Baroque monody,
and the accompanying bass lines were more integrated with the melody, producing a contrapuntal equivalence of
the parts that later led to the device of an initial bass anticipation of the aria melody. This harmonic simplification
also led to a new formal device of the differentiation of recitative and aria. The most important innovators of this
style were the Romans Luigi Rossi and Giacomo Carissimi, who were primarily composers of cantatas and
oratorios, respectively, and the VenetianFrancesco Cavalli, who was principally an opera composer. Later
important practitioners of this style include Antonio Cesti, Giovanni Legrenzi, and Alessandro Stradella.

The middle Baroque had absolutely no bearing at all on the theoretical work of Johann Fux, who systematized the
strict counterpoint characteristic of earlier ages in his Gradus ad Paranassum (1725).

One pre-eminent example of a court style composer is Jean-Baptiste Lully. He purchased patents from the
monarchy to be the sole composer of operas for the king and to prevent others from having operas staged. He
completed 15 lyric tragedies and left unfinished Achille et Polyxène.
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Musically, he did not establish the string-dominated norm for orchestras, which was inherited from the Italian
opera, and the characteristically French five-part disposition(violins, violas—in hautes-contre, tailles and quintes
sizes—and bass violins) had been used in the ballet from the time of Louis XIII. He did, however, introduce this
ensemble to the lyric theatre, with the upper parts often doubled by recorders, flutes, and oboes, and the bass by
bassoons. Trumpets and kettledrums were frequently added for heroic scenes.

Arcangelo Corelli

Arcangelo Corelli is remembered as influential for his achievements on the other side of musical technique—as a
violinist who organized violin technique and pedagogy—and in purely instrumental music, particularly his
advocacy and development of the concerto grosso. Whereas Lully was ensconced at court, Corelli was one of
the first composers to publish widely and have his music performed all over Europe. As with Lully’s stylization and
organization of the opera, the concerto grosso is built on strong contrasts—sections alternate between those
played by the full orchestra, and those played by a smaller group. Dynamics were “terraced”, that is with a sharp
transition from loud to soft and back again. Fast sections and slow sections were juxtaposed against each other.
Numbered among his students is Antonio Vivaldi, who later composed hundreds of works based on the principles
in Corelli’s trio sonatas and concerti.

In contrast to these composers, Dieterich Buxtehude was not a creature of court but instead was church musician,
holding the posts of organist and Werkmeister at the Marienkirche at Lübeck. His duties as Werkmeister involved
acting as the secretary, treasurer, and business manager of the church, while his position as organist included
playing for all the main services, sometimes in collaboration with other instrumentalists or vocalists, who were
also paid by the church. Entirely outside of his official church duties, he organised and directed a concert series
known as theAbendmusiken, which included performances of sacred dramatic works regarded by his
contemporaries as the equivalent of operas.

Late baroque music (1680–1730)

George Frideric Handel
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Johann Sebastian Bach, 1748

Through the work of Johann Fux, the Renaissance style of polyphony was made the basis for the study of
composition.

A continuous worker, Handel borrowed from others and often recycled his own material. He was also known for
reworking pieces such as the famous Messiah, which premiered in 1742, for available singers and musicians.
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Timeline of Baroque composers
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Baroque instruments

Baroque instruments including hurdy gurdy, harpsichord, bass viol, lute, violin, and guitar

A double-manual harpsichord after Jean-Claude Goujon (1749)

Strings

• Violino piccolo
• Violin
• Viol
• Viola
• Viola d’amore
• Viola pomposa
• Tenor violin
• Cello
• Contrabass
• Lute
• Theorbo
• Archlute
• Angélique
• Mandolin
• Guitar
• Harp
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• Hurdy gurdy

Woodwinds

• Baroque flute
• Chalumeau
• Cortol (also known as Cortholt, Curtall, Oboe family)
• Dulcian
• Musette de cour
• Baroque oboe
• Rackett
• Recorder
• Bassoon
• Clarinet

Brasses

• Cornett
• Natural horn
• Baroque trumpet
• Tromba da tirarsi (also called tromba spezzata)
• Flatt trumpet
• Serpent
• Sackbut (16th- and early 17th-century English name for FR: saquebute, saqueboute; ES: sacabuche;

IT: trombone; MHG: busaun, busîne, busune / DE (since the early 17th century) Posaune)
• Trombone (English name for the same instrument, from the early 18th century)

Keyboards

• Clavichord
• Tangent piano
• Fortepiano – early version of piano
• Harpsichord
• Organ

Percussion

• Baroque timpani
• Wood snare drum
• Tenor drum
• Tambourine
• Castanets

Styles and forms

The Baroque suite

The Baroque suite often consists of the following movements:

• OvertureOverture – The Baroque suite often began with a French overture (“Ouverture” in French), which was
followed by a succession of dances of different types, principally the following four:

• AllemandeAllemande – Often the first dance of an instrumental suite, the allemande was a very popular dance that

had its origins in the German Renaissance era, when it was more often called the almain.[citation

needed] The allemande was played at a moderate tempo and could start on any beat of the bar.
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• CouranteCourante – The second dance is the courante, a lively, French dance in triple meter. The Italian version
is called the corrente.

• SarabandeSarabande – The sarabande, a Spanish dance, is the third of the four basic dances, and is one of the
slowest of the baroque dances. It is also in triple meter and can start on any beat of the bar, although
there is an emphasis on the second beat, creating the characteristic ‘halting’, or iambic rhythm of the
sarabande.

• GigueGigue – The gigue is an upbeat and lively baroque dance in compound meter, typically the concluding
movement of an instrumental suite, and the fourth of its basic dance types. The gigue can start on any
beat of the bar and is easily recognized by its rhythmic feel. The gigue originated in the British Isles. Its
counterpart in folk music is thejig.

These four dance types (allemande, courant, sarabande, and gigue) make up the majority of 17th-century suites;
later suites interpolate one or more additional dances between the sarabande and gigue:

• GavotteGavotte – The gavotte can be identified by a variety of features; it is in 4/4 time and always starts on the
third beat of the bar, although this may sound like the first beat in some cases, as the first and third beats
are the strong beats in quadruple time. The gavotte is played at a moderate tempo, although in some
cases it may be played faster.

• BourréeBourrée – The bourrée is similar to the gavotte as it is in 2/2 time although it starts on the second half of
the last beat of the bar, creating a different feel to the dance. The bourrée is commonly played at a
moderate tempo, although for some composers, such as Handel, it can be taken at a much faster tempo.

• MinuetMinuet – The minuet is perhaps the best-known of the baroque dances in triple meter. It can start on any
beat of the bar. In some suites there may be a Minuet I and II, played in succession, with the Minuet I
repeated.

• PassepiedPassepied – The passepied is a fast dance in binary form and triple meter that originated as a court
dance in Brittany. Examples can be found in later suites such as those of Bach and Handel.

• RigaudonRigaudon – The rigaudon is a lively French dance in duple meter, similar to the bourrée, but rhythmically
simpler. It originated as a family of closely related southern-French folk dances, traditionally associated
with the provinces of Vavarais, Languedoc, Dauphiné, and Provence.

Other features

• Basso continuo – a kind of continuous accompaniment notated with a new music notation
system, figured bass, usually for a sustaining bass instrument and a keyboard instrument.

• The concerto and concerto grosso
• Monody – an outgrowth of song
• Homophony – music with one melodic voice and rhythmically similar accompaniment (this and monody

are contrasted with the typical Renaissance texture,polyphony)
• Dramatic musical forms like opera, dramma per musica
• Combined instrumental-vocal forms, such as the oratorio and cantata
• New instrumental techniques, like tremolo and pizzicato
• The da capo aria “enjoyed sureness”.
• The ritornello aria – repeated short instrumental interruptions of vocal passages.
• The concertato style – contrast in sound between groups of instruments.
• Extensive ornamentation

Genres

Vocal

• Opera
◦ Zarzuela
◦ Opera seria
◦ Opéra comique
◦ Opera-ballet

• Masque
• Oratorio
• Passion (music)
• Cantata
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• Mass (music)
• Anthem
• Monody
• Chorale

Instrumental

• Chorale composition
• Concerto grosso
• Fugue
• Suite

◦ Allemande
◦ Courante
◦ Sarabande
◦ Gigue
◦ Gavotte
◦ Minuet

• Sonata
◦ Sonata da camera
◦ Sonata da chiesa
◦ Trio sonata

• Partita
• Canzona
• Sinfonia
• Fantasia
• Ricercar
• Toccata
• Prelude
• Chaconne
• Passacaglia
• Chorale prelude
• Stylus fantasticus

Further reading

• Christensen, Thomas Street, and Peter Dejans. Towards Tonality Aspects of Baroque Music Theory.
Leuven: Leuven University Press, 2007. ISBN 978-90-5867-587-3

• Cyr, Mary. Essays on the Performance of Baroque Music Opera and Chamber Music in France and
England. Variorum collected studies series, 899. Aldershot, Hants, England: Ashgate, 2008. ISBN
978-0-7546-5926-6

• Foreman, Edward. A Bel Canto Method, or, How to Sing Italian Baroque Music Correctly Based on the
Primary Sources. Twentieth century masterworks on singing, v. 12. Minneapolis, Minn: Pro Musica
Press, 2006. ISBN 978-1-887117-18-0

• Hebson, Audrey (2012). “Dance and Its Importance in Bach’s Suites for Solo Cello”, Musical Offerings:
Vol. 1: No. 2, Article 2. Available athttp://digitalcommons.cedarville.edu/musicalofferings/vol1/iss2/2.

• Hoffer, Brandi (2012). “Sacred German Music in the Thirty Years’ War”, Musical Offerings: Vol. 3: No. 1,
Article 1. Available athttp://digitalcommons.cedarville.edu/musicalofferings/vol3/iss1/1.

• Schubert, Peter, and Christoph Neidhöfer. Baroque Counterpoint. Upper Saddle River, NJ: Pearson
Prentice Hall, 2006. ISBN 978-0-13-183442-2

• Schulenberg, David. Music of the Baroque. New York: Oxford UP, 2001. ISBN 978-0-19-512232-9
• Stauffer, George B. The World of Baroque Music New Perspectives. Bloomington: Indiana University

Press, 2006. ISBN 978-0-253-34798-5
• Strunk, Oliver. Source Readings in Music History. From Classical Antiquity to the Romantic Era. London:

Faber & Faber, 1952.

External links

• Barock Music (webradio)
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• Pandora Radio: Baroque Period (not available outside the U.S.)
• Handel’s Harpsichord Room – free recordings of harpsichord music of the Baroque era
• Renaissance & Baroque Music Chronology: Composers
• Orpheon Foundation in Vienna, Austria
• Free scores by various baroque composers at the International Music Score Library Project
• Music, Affect and Fire: Thesis on Affect Theory with Fire as the special topic
• Répertoire International des Sources Musicales (RISM), a free, searchable database of worldwide

locations for music manuscripts up to c. 1800

Licensing & AttributionsLicensing & Attributions

CC licensed content, Shared previouslyCC licensed content, Shared previously

• Baroque Music. Provided byProvided by: Wikipedia. Located atLocated at: http://en.wikipedia.org/wiki/Baroque_music. LicenseLicense: CC BY-SA: Attribution-ShareAlike

Baroque Instruments

Baroque instruments

Baroque InstrumentsBaroque Instruments

Musical instruments used in Baroque music were partly used already before, partly are still in use today, but
with changed technology. The movement to perform music in a historically informed way, trying to recreate the
sound of the period, led to the use of historic instruments of the period and to the reconstruction of
instruments.

The following table lists instruments, classified as brass instruments, woodwinds, strings, keyboard and basso
continuo. The continuous bass is played by a group of instruments, depending on the given situation. Many
instruments have an Italian or French name which is used as a common name also in English. The use of
instruments by composers is shown in examples mostly by Johann Sebastian Bach.
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Table of Instruments

Baroque Instrumentation

The typical orchestra of the Baroque period is based on string instruments (violin, viola) and continuo. A
continuous bass is the rule in Baroque music; its absence is worth mentioning and has a reason, such as
describing fragility.

The specific character of a movement is often defined by wind instruments, such as oboe, oboe da caccia, oboe
d’amore, flauto traverso, recorder, trumpet, horn, trombone, and timpani.

For Bach, some instruments carry symbolic meaning such as a trumpet, the royal instrument of the Baroque, for
secular and divine majesty: three trumpets for the Trinity. In arias, Bach often uses obbligato instruments, which
correspond with the singer as an equal partner. In his early compositions he used instruments that had become
old-fashioned, such as viola da gamba and violone.
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Continuo

The basso continuo, or short: continuo, the typical bass group of the period, consists of a group of instruments,
depending upon the other instruments playing and the performance location. A group may consist of cello, double
bass (an octave lower) and organ. A bassoon is typically playing when other wind instruments are called for.
While an organ will be played in church, a harpsichord will be used in secular surroundings.

Trumpet

The trumpet is the royal instrument of the Baroque, representing secular and divine majesty. Three trumpets
symbolize the Trinity in an aria of Bach’s BWV 172, addressing the “Heiligste Dreifaltigkeit” (Most holy Trinity),
where the bass voice is accompanied only by three trumpets and timpani.

Recorder

Recorders in different sizes, flauto piccolo at the bottom

Recorders (flauti dolci) are sometimes used to express humility or poverty, such as in Bach’s cantata Brich dem
Hungrigen dein Brot, BWV 39.

Flauto piccolo

Bach used a flauto piccolo, a high recorder in D (“descant recorder” or “sopranino recorder”), to express for
example the sparkling of the morning star in Herr Christ, der einge Gottessohn, BWV 96.
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OPERA OF THE BAROQUE

The Palais Garnier of the Paris Opéra, one of the world’s most famous opera houses
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OperaOpera

Opera is an art form in which singers and musicians perform a dramatic work combining text (called a libretto)
and musical score, usually in a theatrical setting. Opera incorporates many of the elements of spoken theatre,
such as acting, scenery, and costumes and sometimes includes dance. The performance is typically given in
an opera house, accompanied by an orchestra or smaller musical ensemble.

Opera is part of the Western classical music tradition. It started in Italy at the end of the 16th century
(with Jacopo Peri’s lost Dafne, produced in Florence in 1598) and soon spread through the rest of
Europe: Schütz in Germany, Lully in France, and Purcell in England all helped to establish their national
traditions in the 17th century. In the 18th century, Italian opera continued to dominate most of Europe, except
France, attracting foreign composers such as Handel. Opera seria was the most prestigious form of Italian
opera, until Gluck reacted against its artificiality with his “reform” operas in the 1760s. Today the most
renowned figure of late 18th century opera is Mozart, who began with opera seria but is most famous for his
Italian comic operas, especially The Marriage of Figaro (Le Nozze Di Figaro), Don Giovanni, and Così fan
tutte, as well as The Magic Flute (Die Zauberflöte), a landmark in the German tradition.

The first third of the 19th century saw the high point of the bel canto style, with Rossini, Donizetti and Bellini all
creating works that are still performed today. It also saw the advent of Grand Opera typified by the works of
Auber and Meyerbeer. The mid-to-late 19th century was a “golden age” of opera, led and dominated by
Wagner in Germany and Verdi in Italy. The popularity of opera continued through the verismo era in Italy and
contemporary French opera through to Puccini and Strauss in the early 20th century. During the 19th century,
parallel operatic traditions emerged in central and eastern Europe, particularly in Russia and Bohemia. The
20th century saw many experiments with modern styles, such as atonality and serialism (Schoenberg and
Berg), Neoclassicism (Stravinsky), and Minimalism (Philip Glass and John Adams). With the rise of recording
technology, singers such as Enrico Caruso became known to audiences beyond the circle of opera fans.
Operas were also performed on (and written for) radio and television.

Operatic terminology
The words of an opera are known as the libretto (literally “little book”). Some composers, notably Richard Wagner,
have written their own libretti; others have worked in close collaboration with their librettists,
e.g. Mozart with Lorenzo Da Ponte. Traditional opera, often referred to as “number opera”, consists of two modes
of singing: recitative, the plot-driving passages sung in a style designed to imitate and emphasize the inflections
of speech, and aria (an “air” or formal song) in which the characters express their emotions in a more structured
melodic style. Duets, trios and other ensembles often occur, and choruses are used to comment on the action. In
some forms of opera, such asSingspiel, opéra comique, operetta, and semi-opera, the recitative is mostly
replaced by spoken dialogue. Melodic or semi-melodic passages occurring in the midst of, or instead of,
recitative, are also referred to as arioso. During the Baroque and Classical periods, recitative could appear in two
basic forms: secco (dry) recitative, sung with a free rhythm dictated by the accent of the words, accompanied only
by continuo, which was usually a harpsichord and a cello; or accompagnato (also known as strumentato) in which
the orchestra provided accompaniment. By the 19th century, accompagnato had gained the upper hand, the
orchestra played a much bigger role, and Richard Wagnerrevolutionised opera by abolishing almost all distinction
between aria and recitative in his quest for what he termed “endless melody”. Subsequent composers have
tended to follow Wagner’s example, though some, such as Stravinsky in his The Rake’s Progress have bucked
the trend. The terminology of the various kinds of operatic voices is described in detail below.
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History

Origins

Claudio Monteverdi

The Italian word opera means “work”, both in the sense of the labour done and the result produced. The Italian
word derives from the Latin opera, a singular noun meaning “work” and also the plural of the noun opus.
According to the Oxford English Dictionary, the Italian word was first used in the sense “composition in which
poetry, dance, and music are combined” in 1639; the first recorded English usage in this sense dates to 1648.

Dafne by Jacopo Peri was the earliest composition considered opera, as understood today. It was written around
1597, largely under the inspiration of an elite circle of literate Florentine humanists who gathered as the
“Camerata de’ Bardi”. Significantly, Dafne was an attempt to revive the classical Greek drama, part of the wider
revival of antiquity characteristic of the Renaissance. The members of the Camerata considered that the “chorus”
parts of Greek dramas were originally sung, and possibly even the entire text of all roles; opera was thus
conceived as a way of “restoring” this situation. Dafne is unfortunately lost. A later work by Peri, Euridice, dating
from 1600, is the first opera score to have survived to the present day. The honour of being the first opera still to
be regularly performed, however, goes to Claudio Monteverdi’s L’Orfeo, composed for the court of Mantua in
1607. The Mantua court of the Gonzagas, employers of Monteverdi, played a significant role in the origin of opera
employing not only court singers of the concerto delle donne (till 1598), but also one of the first actual “opera
singers”; Madama Europa.

Italian opera

The Baroque era
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George Frideric Handel, 1733

Private baroque theatre in Český Krumlov

Teatro Argentina (Panini, 1747, Musée du Louvre)

Opera did not remain confined to court audiences for long. In 1637, the idea of a “season” (Carnival) of publicly
attended operas supported by ticket sales emerged in Venice. Monteverdi had moved to the city from Mantua and
composed his last operas, Il ritorno d’Ulisse in patria and L’incoronazione di Poppea, for the Venetian theatre in
the 1640s. His most important follower Francesco Cavalli helped spread opera throughout Italy. In these early
Baroque operas, broad comedy was blended with tragic elements in a mix that jarred some educated sensibilities,
sparking the first of opera’s many reform movements, sponsored by theArcadian Academy, which came to be
associated with the poet Metastasio, whose libretti helped crystallize the genre of opera seria, which became the
leading form of Italian opera until the end of the 18th century. Once the Metastasian ideal had been firmly
established, comedy in Baroque-era opera was reserved for what came to be called opera buffa.

Before such elements were forced out of opera seria, many libretti had featured a separately unfolding comic plot
as sort of an “opera-within-an-opera.” One reason for this was an attempt to attract members of the growing
merchant class, newly wealthy, but still not as cultured as the nobility, to the public opera houses. These separate
plots were almost immediately resurrected in a separately developing tradition that partly derived from
the commedia dell’arte, a long-flourishing improvisatory stage tradition of Italy. Just as intermedi had once been
performed in-between the acts of stage plays, operas in the new comic genre of “intermezzi”, which developed
largely in Naples in the 1710s and ’20s, were initially staged during the intermissions of opera seria. They became
so popular, however, that they were soon being offered as separate productions.

Opera seria was elevated in tone and highly stylised in form, usually consisting of secco recitative interspersed
with long da capo arias. These afforded great opportunity for virtuosic singing and during the golden age of opera
seria the singer really became the star. The role of the hero was usually written for the castrato voice; castrati
such as Farinelli and Senesino, as well as female sopranos such asFaustina Bordoni, became in great demand
throughout Europe as opera seria ruled the stage in every country except France. Indeed, Farinelli was one of the
most famous singers of the 18th century. Italian opera set the Baroque standard. Italian libretti were the norm,
even when a German composer like Handel found himself composing the likes of Rinaldo and Giulio Cesare for
London audiences. Italian libretti remained dominant in the classical period as well, for example in the operas
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of Mozart, who wrote in Vienna near the century’s close. Leading Italian-born composers of opera
seria include Alessandro Scarlatti, Vivaldi and Porpora.

Illustration for the score of the original Vienna version of Orfeo ed Euridice (published in Paris, 1764)

Opera seria had its weaknesses and critics. The taste for embellishment on behalf of the superbly trained singers,
and the use of spectacle as a replacement for dramatic purity and unity drew attacks. Francesco Algarotti’s Essay
on the Opera (1755) proved to be an inspiration for Christoph Willibald Gluck’s reforms. He advocated that opera
seria had to return to basics and that all the various elements—music (both instrumental and vocal), ballet, and
staging—must be subservient to the overriding drama. In 1765 Melchior Grimm published “Poème lyrique”, an
influential article for the Encyclopédie on lyric and opera librettos. Several composers of the period,
including Niccolò Jommelli and Tommaso Traetta, attempted to put these ideals into practice. The first to succeed
however, was Gluck. Gluck strove to achieve a “beautiful simplicity”. This is evident in his first reform opera, Orfeo
ed Euridice, where his non-virtuosic vocal melodies are supported by simple harmonies and a richer orchestra
presence throughout.

Gluck’s reforms have had resonance throughout operatic history. Weber, Mozart and Wagner, in particular, were
influenced by his ideals. Mozart, in many ways Gluck’s successor, combined a superb sense of drama, harmony,
melody, and counterpoint to write a series of comedies, notablyCosì fan tutte, The Marriage of Figaro, and Don
Giovanni (in collaboration with Lorenzo Da Ponte) which remain among the most-loved, popular and well-known
operas today. But Mozart’s contribution to opera seria was more mixed; by his time it was dying away, and in
spite of such fine works as Idomeneo and La clemenza di Tito, he would not succeed in bringing the art form back
to life again.
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Bel canto, Verdi and verismo

Giuseppe Verdi, by Giovanni Boldini, 1886 (National Gallery of Modern Art, Rome)

The bel canto opera movement flourished in the early 19th century and is exemplified by the operas
of Rossini, Bellini, Donizetti, Pacini, Mercadante and many others. Literally “beautiful singing”, bel canto opera
derives from the Italian stylistic singing school of the same name. Bel canto lines are typically florid and intricate,
requiring supreme agility and pitch control. Examples of famous operas in the bel canto style include Rossini’s Il
barbiere di Siviglia and La Cenerentola, as well as Donizetti’s Lucia di Lammermoor.

Following the bel canto era, a more direct, forceful style was rapidly popularized by Giuseppe Verdi, beginning
with his biblical opera Nabucco. Verdi’s operas resonated with the growing spirit of Italian nationalism in the post-
Napoleonic era, and he quickly became an icon of the patriotic movement (although his own politics were perhaps
not quite so radical). In the early 1850s, Verdi produced his three most popular operas: Rigoletto, Il
trovatore and La traviata. But he continued to develop his style, composing perhaps the greatest French Grand
Opera, Don Carlos, and ending his career with two Shakespeare-inspired works, Otello and Falstaff, which reveal
how far Italian opera had grown in sophistication since the early 19th century.

After Verdi, the sentimental “realistic” melodrama of verismo appeared in Italy. This was a style introduced
by Pietro Mascagni’s Cavalleria rusticana and Ruggero Leoncavallo’s Pagliacci that came virtually to dominate
the world’s opera stages with such popular works as Giacomo Puccini’s La bohème, Tosca, Madama
Butterfly and Turandot. Later Italian composers, such as Berio and Nono, have experimented with modernism.
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German-language opera

Illustration inspired by Wagner’s music drama Das Rheingold

Richard Wagner in 1871

The first German opera was Dafne, composed by Heinrich Schütz in 1627, but the music score has not survived.
Italian opera held a great sway over German-speaking countries until the late 18th century. Nevertheless, native
forms would develop in spite of this influence. In 1644 Sigmund Staden produced the first Singspiel, Seelewig, a
popular form of German-language opera in which singing alternates with spoken dialogue. In the late 17th century
and early 18th century, the Theater am Gänsemarkt in Hamburg presented German operas
by Keiser, Telemannand Handel. Yet most of the major German composers of the time, including Handel himself,
as well as Graun,Hasse and later Gluck, chose to write most of their operas in foreign languages, especially
Italian. In contrast to Italian opera, which was generally composed for the aristocratic class, German opera was
generally composed for the masses and tended to feature simple folk-like melodies, and it was not until the arrival
of Mozart that German opera was able to match its Italian counterpart in musical sophistication.

Mozart’s Singspiele, Die Entführung aus dem Serail (1782) and Die Zauberflöte (1791) were an important
breakthrough in achieving international recognition for German opera. The tradition was developed in the 19th
century by Beethoven with his Fidelio, inspired by the climate of the French Revolution. Carl Maria von
Weberestablished German Romantic opera in opposition to the dominance of Italian bel canto. His Der
Freischütz (1821) shows his genius for creating a supernatural atmosphere. Other opera composers of the time
include Marschner, Schubert and Lortzing, but the most significant figure was undoubtedly Wagner.
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Wagner was one of the most revolutionary and controversial composers in musical history. Starting under the
influence of Weber and Meyerbeer, he gradually evolved a new concept of opera as a Gesamtkunstwerk (a
“complete work of art”), a fusion of music, poetry and painting. He greatly increased the role and power of the
orchestra, creating scores with a complex web of leitmotifs, recurring themes often associated with the characters
and concepts of the drama, of which prototypes can be heard in his earlier operas such as Der fliegende
Holländer, Tannhäuser and Lohengrin; and he was prepared to violate accepted musical conventions, such
as tonality, in his quest for greater expressivity. In his mature music dramas, Tristan und Isolde, Die Meistersinger
von Nürnberg, Der Ring des Nibelungen and Parsifal, he abolished the distinction between aria and recitative in
favour of a seamless flow of “endless melody”. Wagner also brought a new philosophical dimension to opera in
his works, which were usually based on stories from Germanic or Arthurian legend. Finally, Wagner built his own
opera house at Bayreuth with part of the patronage from Ludwig II of Bavaria, exclusively dedicated to performing
his own works in the style he wanted.

Opera would never be the same after Wagner and for many composers his legacy proved a heavy burden. On the
other hand, Richard Strauss accepted Wagnerian ideas but took them in wholly new directions. He first won fame
with the scandalous Salome and the dark tragedy Elektra, in which tonality was pushed to the limits. Then Strauss
changed tack in his greatest success, Der Rosenkavalier, where Mozart and Viennese waltzes became as
important an influence as Wagner. Strauss continued to produce a highly varied body of operatic works, often with
libretti by the poet Hugo von Hofmannsthal. Other composers who made individual contributions to German opera
in the early 20th century include Alexander von Zemlinsky, Erich Korngold, Franz Schreker, Paul Hindemith, Kurt
Weill and the Italian-born Ferruccio Busoni. The operatic innovations ofArnold Schoenberg and his successors
are discussed in the section on modernism.

During the late 19th century, the Austrian composer Johann Strauss II, an admirer of the French-
language operettas composed by Jacques Offenbach, composed several German-language operettas, the most
famous of which was Die Fledermaus, which is still regularly performed today. Nevertheless, rather than copying
the style of Offenbach, the operettas of Strauss II had distinctly Viennese flavour to them, which have cemented
the Strauss II’s place as one of the most renowned operetta composers of all time.

French opera

In rivalry with imported Italian opera productions, a separate French tradition was founded by the Italian Jean-

Baptiste Lully at the court of King Louis XIV. Despite his foreign origin, Lully established an Academy of

Music and monopolised French opera from 1672. Starting with Cadmus et Hermione, Lully and his

librettist Quinault created tragédie en musique, a form in which dance music and choral writing were particularly

prominent. Lully’s operas also show a concern for expressive recitative which matched the contours of the French

language. In the 18th century, Lully’s most important successor was Jean-Philippe Rameau, who composed

five tragédies en musique as well as numerous works in other genres such as opéra-ballet, all notable for their

rich orchestration and harmonic daring. Despite the popularity of Italian opera seria throughout much of Europe

during the Baroque period, Italian opera never gained much of a foothold in France, where its own national

operatic tradition was more popular instead. After Rameau’s death, the German Gluck was persuaded to produce

six operas for the Parisian stage in the 1770s. They show the influence of Rameau, but simplified and with greater
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focus on the drama. At the same time, by the middle of the 18th century another genre was gaining popularity in

France: opéra comique. This was the equivalent of the German singspiel, where arias alternated with spoken

dialogue. Notable examples in this style were produced by Monsigny, Philidor and, above all, Grétry. During

theRevolutionary period, composers such as Méhul and Cherubini, who were followers of Gluck, brought a new

seriousness to the genre, which had never been wholly “comic” in any case. Another phenomenon of this period

was the ‘propaganda opera’ celebrating revolutionary successes, e.g.Gossec’s Le triomphe de la

République (1793).

Carmen with Magdalena Kožená and Jonas Kaufmann,Salzburg Festival 2012

By the 1820s, Gluckian influence in France had given way to a taste for Italian bel canto, especially after the
arrival of Rossini in Paris. Rossini’s Guillaume Tell helped found the new genre of Grand Opera, a form whose
most famous exponent was another foreigner, Giacomo Meyerbeer. Meyerbeer’s works, such as Les
Huguenots emphasised virtuoso singing and extraordinary stage effects. Lighter opéra comique also enjoyed
tremendous success in the hands of Boïeldieu, Auber, Hérold and Adolphe Adam. In this climate, the operas of
the French-born composer Hector Berlioz struggled to gain a hearing. Berlioz’s epic masterpiece Les Troyens, the
culmination of the Gluckian tradition, was not given a full performance for almost a hundred years.

In the second half of the 19th century, Jacques Offenbach created operetta with witty and cynical works such
as Orphée aux enfers, as well as the opera Les Contes d’Hoffmann; Charles Gounod scored a massive success
with Faust; and Bizet composed Carmen, which, once audiences learned to accept its blend of Romanticism and
realism, became the most popular of all opéra comiques. Jules Massenet, Camille Saint-Saënsand Léo
Delibes all composed works which are still part of the standard repertory, examples being Massenet’s Manon,
Saint-Saëns’ Samson et Dalila and Delibes’ Lakmé. At the same time, the influence of Richard Wagner was felt
as a challenge to the French tradition. Many French critics angrily rejected Wagner’s music dramas while many
French composers closely imitated them with variable success. Perhaps the most interesting response came
from Claude Debussy. As in Wagner’s works, the orchestra plays a leading role in Debussy’s unique
opera Pelléas et Mélisande (1902) and there are no real arias, only recitative. But the drama is understated,
enigmatic and completely unWagnerian.

Other notable 20th century names include Ravel, Dukas, Roussel and Milhaud. Francis Poulenc is one of the very
few post-war composers of any nationality whose operas (which include Dialogues des Carmélites) have gained a
foothold in the international repertory. Olivier Messiaen’s lengthy sacred drama Saint François d’Assise (1983)
has also attracted widespread attention.
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English-language opera

Henry Purcell

In England, opera’s antecedent was the 17th century jig. This was an afterpiece which came at the end of a play.
It was frequently libellous and scandalous and consisted in the main of dialogue set to music arranged from
popular tunes. In this respect, jigs anticipate the ballad operas of the 18th century. At the same time, the
French masque was gaining a firm hold at the English Court, with even more lavish splendour and highly realistic
scenery than had been seen before. Inigo Jones became the quintessential designer of these productions, and
this style was to dominate the English stage for three centuries. These masques contained songs and dances.
In Ben Jonson’s Lovers Made Men (1617), “the whole masque was sung after the Italian manner, stilo
recitativo”. The approach of the English Commonwealth closed theatres and halted any developments that may
have led to the establishment of English opera. However, in 1656, the dramatist Sir William
Davenant produced The Siege of Rhodes. Since his theatre was not licensed to produce drama, he asked several
of the leading composers (Lawes, Cooke, Locke, Coleman and Hudson) to set sections of it to music. This
success was followed by The Cruelty of the Spaniards in Peru (1658) and The History of Sir Francis
Drake (1659). These pieces were encouraged by Oliver Cromwell because they were critical of Spain. With
the English Restoration, foreign (especially French) musicians were welcomed back. In 1673, Thomas
Shadwell’s Psyche, patterned on the 1671 ‘comédie-ballet’ of the same name produced by Molière andJean-
Baptiste Lully. William Davenant produced The Tempest in the same year, which was the first musical adaption of
a Shakespeare play (composed by Locke and Johnson). About 1683, John Blow composed Venus and Adonis,
often thought of as the first true English-language opera.

Blow’s immediate successor was the better known Henry Purcell. Despite the success of his masterwork Dido
and Aeneas (1689), in which the action is furthered by the use of Italian-style recitative, much of Purcell’s best
work was not involved in the composing of typical opera, but instead he usually worked within the constraints of
the semi-opera format, where isolated scenes and masques are contained within the structure of a spoken play,
such as Shakespeare in Purcell’s The Fairy-Queen (1692) and Beaumont and Fletcher in The Prophetess (1690)
and Bonduca (1696). The main characters of the play tend not to be involved in the musical scenes, which means
that Purcell was rarely able to develop his characters through song. Despite these hindrances, his aim (and that
of his collaborator John Dryden) was to establish serious opera in England, but these hopes ended with Purcell’s
early death at the age of 36.
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Thomas Arne

Following Purcell, the popularity of opera in England dwindled for several decades. A revived interest in opera
occurred in the 1730s which is largely attributed to Thomas Arne, both for his own compositions and for alerting
Handel to the commercial possibilities of large-scale works in English. Arne was the first English composer to
experiment with Italian-style all-sung comic opera, with his greatest success being Thomas and Sally in 1760. His
opera Artaxerxes (1762) was the first attempt to set a full-blown opera seria in English and was a huge success,
holding the stage until the 1830s. Although Arne imitated many elements of Italian opera, he was perhaps the
only English composer at that time who was able to move beyond the Italian influences and create his own unique
and distinctly English voice. His modernized ballad opera, Love in a Village (1762), began a vogue for pastiche
opera that lasted well into the 19th century. Charles Burney wrote that Arne introduced “a light, airy, original, and
pleasing melody, wholly different from that of Purcell or Handel, whom all English composers had either pillaged
or imitated”.

The Mikado (Lithograph)

Besides Arne, the other dominating force in English opera at this time was George Frideric Handel, whose opera
serias filled the London operatic stages for decades, and influenced most home-grown composers, like John
Frederick Lampe, who wrote using Italian models. This situation continued throughout the 18th and 19th
centuries, including in the work of Michael William Balfe, and the operas of the great Italian composers, as well as
those of Mozart, Beethoven and Meyerbeer, continued to dominate the musical stage in England.

The only exceptions were ballad operas, such as John Gay’s The Beggar’s Opera (1728), musical burlesques,
European operettas, and late Victorian era light operas, notably the Savoy Operas of W. S. Gilbert and Arthur
Sullivan, all of which types of musical entertainments frequently spoofed operatic conventions. Sullivan wrote only
one grand opera, Ivanhoe (following the efforts of a number of young English composers beginning about
1876), but he claimed that even his light operas constituted part of a school of “English” opera, intended to
supplant the French operettas (usually performed in bad translations) that had dominated the London stage from
the mid-19th century into the 1870s. London’s Daily Telegraph agreed, describing The Yeomen of the Guard as
“a genuine English opera, forerunner of many others, let us hope, and possibly significant of an advance towards

a national lyric stage.”

In the 20th century, English opera began to assert more independence, with works of Ralph Vaughan
Williams and in particular Benjamin Britten, who in a series of works that remain in standard repertory today,
revealed an excellent flair for the dramatic and superb musicality. Today composers such as Thomas
Adès continue to export English opera abroad. More recently Sir Harrison Birtwistle has emerged as one of
Britain’s most significant contemporary composers from his first opera Punch and Judy to his most recent critical
success in The Minotaur. In the first decade of the 21st century, the librettist of an early Birtwistle opera, Michael
Nyman, has been focusing on composing operas, including Facing Goya, Man and Boy: Dada, and Love Counts.
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Also in the 20th century, American composers like Leonard Bernstein, George Gershwin, Gian Carlo
Menotti, Douglas Moore, and Carlisle Floyd began to contribute English-language operas infused with touches of
popular musical styles. They were followed by composers such as Philip Glass, Mark Adamo, John
Corigliano, Robert Moran, John Coolidge Adams, André Previn and Jake Heggie.

Russian opera

Feodor Chaliapin asIvan Susanin in Glinka’s A Life for the Tsar

Opera was brought to Russia in the 1730s by the Italian operatic troupes and soon it became an important part of
entertainment for the Russian Imperial Court and aristocracy. Many foreign composers such as Baldassare
Galuppi, Giovanni Paisiello, Giuseppe Sarti, and Domenico Cimarosa (as well as various others) were invited to
Russia to compose new operas, mostly in the Italian language. Simultaneously some domestic musicians
like Maksym Berezovsky and Dmitry Bortniansky were sent abroad to learn to write operas. The first opera written
in Russian was Tsefal i Prokris by the Italian composer Francesco Araja (1755). The development of Russian-
language opera was supported by the Russian composers Vasily Pashkevich, Yevstigney Fomin and Alexey
Verstovsky.

However, the real birth of Russian opera came with Mikhail Glinka and his two great operas A Life for the
Tsar (1836) and Ruslan and Lyudmila(1842). After him in the 19th century in Russia there were written such
operatic masterpieces as Rusalka and The Stone Guest by Alexander Dargomyzhsky, Boris
Godunov and Khovanshchina by Modest Mussorgsky, Prince Igor by Alexander Borodin, Eugene Onegin and The
Queen of Spades by Pyotr Tchaikovsky, and The Snow Maiden and Sadko by Nikolai Rimsky-Korsakov. These
developments mirrored the growth of Russian nationalism across the artistic spectrum, as part of the more
general Slavophilism movement.

In the 20th century the traditions of Russian opera were developed by many composers including Sergei
Rachmaninoff in his works The Miserly Knight and Francesca da Rimini, Igor Stravinsky in Le
Rossignol, Mavra, Oedipus rex, and The Rake’s Progress, Sergei Prokofiev in The Gambler, The Love for Three
Oranges, The Fiery Angel, Betrothal in a Monastery, and War and Peace; as well as Dmitri Shostakovich in The
Nose and Lady Macbeth of the Mtsensk District, Edison Denisov in L’écume des jours, and Alfred Schnittke in Life
with an Idiot and Historia von D. Johann Fausten.

Other national operas

Spain also produced its own distinctive form of opera, known as zarzuela, which had two separate flowerings: one
from the mid-17th century through the mid-18th century, and another beginning around 1850. During the late 18th
century up until the mid-19th century, Italian opera was immensely popular in Spain, supplanting the native form.
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Czech composers also developed a thriving national opera movement of their own in the 19th century, starting
with Bedřich Smetana, who wrote eight operas including the internationally popular The Bartered Bride. Antonín
Dvořák, most famous for Rusalka, wrote 13 operas; and Leoš Janáček gained international recognition in the 20th
century for his innovative works including Jenůfa, The Cunning Little Vixen, and Káťa Kabanová.

Ukrainian opera was developed by Semen Hulak-Artemovsky (1813-1873) whose most famous work Zaporozhets
za Dunayem (A Cossack Beyond the Danube) is regularly performed around the world. Other Ukrainian opera
composers include Mykola Lysenko (Taras Bulba and Natalka Poltavka), Heorhiy Maiboroda, and Yuliy Meitus.

The key figure of Hungarian national opera in the 19th century was Ferenc Erkel, whose works mostly dealt with
historical themes. Among his most often performed operas are Hunyadi László and Bánk bán. The most famous
modern Hungarian opera is Béla Bartók’s Duke Bluebeard’s Castle.

Stanisław Moniuszko’s opera Straszny Dwór (in English The Haunted Manor) (1861-4) represents a nineteenth-
century peak of Polish national opera. In the 20th century, other operas created by Polish composers
included King Roger by Karol Szymanowski and Ubu Rex by Krzysztof Penderecki.

Early operas from the Caucasus region include Leyli and Majnun (1908) and Koroğlu (1937) by
the Azerbaijani composer Uzeyir Hajibeyov and Absalom and Eteri (1913–1919) by the Georgian Zakaria
Paliashvili.

The first Kyrgyz opera, Ai-Churek, premiered in Moscow at the Bolshoi Theatre on 26 May 1939, during Kyrgyz
Art Decade. It was composed by Vladimir Vlasov, Abdylas Maldybaev and Vladimir Fere. The libretto was written
by Joomart Bokonbaev, Jusup Turusbekov, and Kybanychbek Malikov. The opera is based on the Kyrgyz heroic

epicManas.

Chinese contemporary classical opera, a Chinese language form of Western style opera that is distinct from

traditional Chinese opera, has had operas dating back to The White Haired Girl in 1945.

In the South Western State of Karnataka in India is a classical opera called the Yakshgana. The performers, who
are painted and dressed in masks and costumes, sing loudly and dance vigorously to the beat of drums and
cymbals. Usually verse compositions, of the Indian epics (the Ramayana and the Mahabharata)

and Hindu mythological tales, made in folk languages are enacted.

Contemporary, recent, and modernist trends

Modernism

Perhaps the most obvious stylistic manifestation of modernism in opera is the development of atonality. The move
away from traditional tonality in opera had begun with Richard Wagner, and in particular the Tristan chord.
Composers such as Richard Strauss, Claude Debussy, Giacomo Puccini, Paul Hindemith, Benjamin Britten
and Hans Pfitzner pushed Wagnerian harmony further with a more extreme use of chromaticism and greater use
of dissonance.

2626



Arnold Schoenberg in 1917.
Portrait by Egon Schiele.

Operatic modernism truly began in the operas of two Viennese composers, Arnold Schoenberg and his
student Alban Berg, both composers and advocates of atonality and its later development (as worked out by
Schoenberg), dodecaphony. Schoenberg’s early musico-dramatic works,Erwartung (1909, premiered in 1924)
and Die glückliche Hand display heavy use of chromatic harmony and dissonance in general. Schoenberg also
occasionally used Sprechstimme.

The two operas of Schoenberg’s pupil Alban Berg, Wozzeck (1925) and Lulu (incomplete at his death in 1935)
share many of the same characteristics as described above, though Berg combined his highly personal
interpretation of Schoenberg’s twelve-tone technique with melodic passages of a more traditionally tonal nature
(quite Mahlerian in character) which perhaps partially explains why his operas have remained in standard
repertory, despite their controversial music and plots. Schoenberg’s theories have influenced (either directly or
indirectly) significant numbers of opera composers ever since, even if they themselves did not compose using his
techniques.

Stravinsky in 1921

Composers thus influenced include the Englishman Benjamin Britten, the German Hans Werner Henze, and the
Russian Dmitri Shostakovich. (Philip Glass also makes use of atonality, though his style is generally described
asminimalist, usually thought of as another 20th century development.)
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However, operatic modernism’s use of atonality also sparked a backlash in the form of neoclassicism. An early
leader of this movement was Ferruccio Busoni, who in 1913 wrote the libretto for his neoclassical number
operaArlecchino (first performed in 1917). Also among the vanguard was the Russian Igor Stravinsky. After
composing music for the Diaghilev-produced ballets Petrushka (1911) and The Rite of Spring (1913), Stravinsky
turned to neoclassicism, a development culminating in his opera-oratorio Oedipus Rex (1927). Well after his
Rimsky-Korsakov-inspired works The Nightingale (1914), and Mavra(1922), Stravinsky continued to
ignore serialist technique and eventually wrote a full-fledged 18th century-style diatonic number opera The Rake’s
Progress (1951). His resistance to serialism (an attitude he reversed following Schoenberg’s death) proved to be
an inspiration for many other composers.

Other trends

A common trend throughout the 20th century, in both opera and general orchestral repertoire, is the use of
smaller orchestras as a cost-cutting measure; the grand Romantic-era orchestras with huge string sections,
multiple harps, extra horns, and exotic percussion instruments were no longer feasible. As government and
private patronage of the arts decreased throughout the 20th century, new works were often commissioned and
performed with smaller budgets, very often resulting in chamber-sized works, and short, one-act operas. Many
of Benjamin Britten’s operas are scored for as few as 13 instrumentalists; Mark Adamo’s two-act realization
of Little Women is scored for 18 instrumentalists.

Another feature of late 20th century opera is the emergence of contemporary historical operas, in contrast to the
tradition of basing operas on more distant history, the re-telling of contemporary fictional stories or plays, or on
myth or legend. The Death of Klinghoffer, Nixon in China and Doctor Atomic by John Adams, Dead Man
Walking by Jake Heggie, and Anna Nicole by Mark-Anthony Turnage exemplify the dramatisation on stage of
events in recent living memory, where characters portrayed in the opera were alive at the time of the premiere
performance.

The Metropolitan Opera in the US reports that the average age of its audience is now 60. Many opera
companies have experienced a similar trend, and opera company websites are replete with attempts to attract a
younger audience. This trend is part of the larger trend of greying audiences for classical music since the last
decades of the 20th century. In an effort to attract younger audiences, the Metropolitan Opera offers a student
discount on ticket purchases. Major opera companies have been better able to weather the funding cutbacks,
because they can afford to hire star singers which draw substantial audiences.

Smaller companies in the US have a more fragile existence, and they usually depend on a “patchwork quilt” of
support from state and local governments, local businesses, and fundraisers. Nevertheless, some smaller
companies have found ways of drawing new audiences. Opera Carolina offer discounts and happy hour events to
the 21- to 40-year-old demographic. In addition to radio and television broadcasts of opera performances, which
have had some success in gaining new audiences, broadcasts of live performances in HD to movie theatres have
shown the potential to reach new audiences. Since 2006, the Met has broadcast live performances to several
hundred movie screens all over the world.

From musicals back towards opera

By the late 1930s, some musicals began to be written with a more operatic structure. These works include
complex polyphonic ensembles and reflect musical developments of their times. Porgy and Bess (1935),
influenced by jazz styles, and Candide (1956), with its sweeping, lyrical passages and farcical parodies of opera,
both opened onBroadway but became accepted as part of the opera repertory. Show Boat, West Side
Story, Brigadoon, Sweeney Todd, Evita, The Light in the Piazza, The Phantom of the Opera and others tell
dramatic stories through complex music and are now sometimes seen in opera houses. The Most Happy
Fella (1952) is quasi-operatic and has been revived by the New York City Opera. Other rock influenced musicals,
such as Tommy (1969) and Jesus Christ Superstar (1971), Les Misérables (1980), Rent (1996), Spring
Awakening (2006), and Natasha, Pierre & The Great Comet of 1812 (2012) employ various operatic conventions,
such as through composition, recitative instead of dialogue, and leitmotifs.
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Acoustic enhancement in opera

A subtle type of sound electronic reinforcement called acoustic enhancement is used in some modern concert
halls and theatres where operas are performed. Although none of the major opera houses “…use traditional,
Broadway-style sound reinforcement, in which most if not all singers are equipped with radio microphones mixed
to a series of unsightly loudspeakers scattered throughout the theatre”, many use a sound reinforcement
system for acoustic enhancement, and for subtle boosting of offstage voices, child singers, onstage dialogue, and
sound effects (e.g., church bells in Tosca or thunder effects in Wagnerian operas).

Operatic voices

Operatic vocal technique evolved, in a time before electronic amplification, to allow singers to produce enough
volume to be heard over an orchestra, without the instrumentalists having to substantially compromise their
volume.

Vocal classifications

Singers and the roles they play are classified by voice type, based on the tessitura, agility, power and timbre of
their voices. Male singers can be classified by vocal range asbass, bass-
baritone, baritone, tenor and countertenor, and female singers as contralto, mezzo-soprano and soprano. (Men
sometimes sing in the “female” vocal ranges, in which case they are termed sopranist or countertenor.
The countertenor is commonly encountered in opera, sometimes singing parts written for castrati – men neutered
at a young age specifically to give them a higher singing range.) Singers are then further classified by size – for
instance, a soprano can be described as a lyric soprano,coloratura, soubrette, spinto, or dramatic soprano. These
terms, although not fully describing a singing voice, associate the singer’s voice with the roles most suitable to the
singer’s vocal characteristics.

Yet another sub-classification can be made according to acting skills or requirements, for example the Basso
Buffo who often must be a specialist in patter as well as a comic actor. This is carried out in detail in
the Fach system of German speaking countries, where historically opera and spoken drama were often put on by
the same repertory company.

A particular singer’s voice may change drastically over his or her lifetime, rarely reaching vocal maturity until the
third decade, and sometimes not until middle age. Two French voice types, premiere dugazon and deuxieme
dugazon, were named after successive stages in the career of Louise-Rosalie Lefebvre (Mme. Dugazon). Other
terms originating in the star casting system of the Parisian theatres are baryton-martin and falcon.

Historical use of voice parts

The following is only intended as a brief overview. For the main articles, see soprano, mezzo
soprano, alto, tenor, baritone, bass, countertenor and castrato.

The soprano voice has typically been used as the voice of choice for the female protagonist of the opera since the
latter half of the 18th century. Earlier, it was common for that part to be sung by any female voice, or even
a castrato. The current emphasis on a wide vocal range was primarily an invention of the Classical period. Before
that, the vocal virtuosity, not range, was the priority, with soprano parts rarely extending above a high A (Handel,
for example, only wrote one role extending to a high C), though the castratoF arinelli was alleged to possess a
top D (his lower range was also extraordinary, extending to tenor C). The mezzo-soprano, a term of comparatively
recent origin, also has a large repertoire, ranging from the female lead in Purcell’s Dido and Aeneas to such
heavyweight roles as Brangäne in Wagner’s Tristan und Isolde (these are both roles sometimes sung by
sopranos; there is quite a lot of movement between these two voice-types). For the true contralto, the range of
parts is more limited, which has given rise to the insider joke that contraltos only sing “witches, bitches,
and britches” roles. In recent years many of the “trouser roles” from the Baroque era, originally written for women,
and those originally sung by castrati, have been reassigned to countertenors.

The tenor voice, from the Classical era onwards, has traditionally been assigned the role of male protagonist.
Many of the most challenging tenor roles in the repertory were written during the bel canto era, such as Donizetti’s

2929



sequence of 9 Cs above middle C during La fille du régiment. With Wagner came an emphasis on vocal heft for
his protagonist roles, with this vocal category described as Heldentenor; this heroic voice had its more Italianate
counterpart in such roles as Calaf in Puccini’s Turandot. Basses have a long history in opera, having been used
in opera seria in supporting roles, and sometimes for comic relief (as well as providing a contrast to the
preponderance of high voices in this genre). The bass repertoire is wide and varied, stretching from the comedy
of Leporello in Don Giovanni to the nobility of Wotan in Wagner’s Ring Cycle. In between the bass and the tenor
is the baritone, which also varies in weight from say, Guglielmo in Mozart’s Così fan tutte to Posa in Verdi’s Don
Carlos; the actual designation “baritone” was not standard until the mid-19th century.

Famous singers

The castrato Senesino, c. 1720

Early performances of opera were too infrequent for singers to make a living exclusively from the style, but with
the birth of commercial opera in the mid-17th century, professional performers began to emerge. The role of the
male hero was usually entrusted to a castrato, and by the 18th century, when Italian opera was performed
throughout Europe, leading castrati who possessed extraordinary vocal virtuosity, such as Senesinoand Farinelli,
became international stars. The career of the first major female star (or prima donna), Anna Renzi, dates to the
mid-17th century. In the 18th century, a number of Italian sopranos gained international renown and often
engaged in fierce rivalry, as was the case with Faustina Bordoni and Francesca Cuzzoni, who started a fist fight
with one another during a performance of a Handel opera. The French disliked castrati, preferring their male
heroes to be sung by an haute-contre (a high tenor), of which Joseph Legros was a leading example.

Though opera patronage has decreased in the last century in favor of other arts and media (such as musicals,
cinema, radio, television and recordings), mass media and the advent of recording have supported the popularity
of many famous singers including Maria Callas, Enrico Caruso, Kirsten Flagstad, Mario Del Monaco, Risë
Stevens, Alfredo Kraus, Franco Corelli, Montserrat Caballé, Joan Sutherland, Birgit Nilsson,Nellie Melba, Rosa
Ponselle, Beniamino Gigli, Jussi Björling, Feodor Chaliapin, and “The Three Tenors” (Luciano Pavarotti, Plácido
Domingo, and José Carreras).

Language and translation issues

Since the days of Handel and Mozart, many composers have favored Italian as the language for the libretto of
their operas. From the Bel Canto era to Verdi, composers would sometimes supervise versions of their operas in
both Italian and French. Because of this, operas such as Lucia di Lammermoor or Don Carlos are today deemed
canonical in both their French and Italian versions.

Till the mid 1950s, it was acceptable to produce operas in translations even if these had not been authorized by
the composer or the original librettists. For example, opera houses in Italy routinely staged Wagner in Italian.

After WWII, opera scholarship improved, artists refocused on the original versions, and translations fell out of
favor. Knowledge of European languages, especially Italian, French, and German, is today an important part of
the training for professional singers.”The biggest chunk of operatic training is in linguistics and musicianship,”
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explains mezzo-soprano Dolora Zajick. “[I have to understand] not only what I’m singing, but what everyone else
is singing. I sing Italian, Czech, Russian, French, German, English.”

In the 1980s, supertitles (sometimes called surtitles) began to appear. Although supertitles were first almost
universally condemned as a distraction, today many opera houses provide either supertitles, generally projected
above the theatre’s proscenium arch, or individual seat screens where spectators can choose from more than one
language. Subtitles in one of more languages have become standard in opera broadcasts, simulcasts, and DVD
editions.

Today, operas are only rarely performed in translation. Rare exceptions include the English National Opera and
the Opera Theater of St. Louis, which tend to favor English translations. Another exception are opera productions
intended for a young audience, such as Humperdinck’s Hansel and Gretel and some productions of Mozart’s The
Magic Flute.

Funding of opera

Outside the US, and especially in Europe, most opera houses receive public subsidies from taxpayers.

For example, in Milan, Italy, 60% of La Scala’s annual budget of €115 million is from sales and private donations,
with the remaining 40% coming from public funds. In 2005, La Scala received 25% of Italy’s total state subsidy of
€464 million for the performing arts.

Cinema and internet

Major opera companies have begun presenting their performances in local cinemas throughout the United States
and many other countries. The Metropolitan Opera began a series of live high-definition video transmissions to
cinemas around the world in 2006. In 2007, Met performances were shown in over 424 theaters in 350 U.S.
cities. La bohème went out to 671 screens worldwide. San Francisco Opera began prerecorded video
transmissions in March 2008. As of June 2008, approximately 125 theaters in 117 U.S. cities carry the showings.
The HD video opera transmissions are presented via the same HD digital cinema projectors used for
major Hollywood films. European opera houses and festivals including the Royal Opera in London, La Scala in
Milan, the Salzburg Festival, La Fenice in Venice, and the Maggio Musicale in Florence have also transmitted

their productions to theaters in cities around the world since 2006, including 90 cities in the U.S.

The emergence of the Internet is also affecting the way in which audiences consume opera. In a first for the
genre, in 2009 the British Glyndebourne Festival Opera company offered an online digital video download of its
complete 2007 production of Wagner’s Tristan und Isolde.

In July 2012 premiered the very first community opera at the Savonlinna Opera Festival. Free Will was written,
composed and visualized by group of volunteers on the Internet called Opera by You. Professional soloists, an 80
member opera choir, a symphony orchestra and a live audience of 2700 were part of this historic event
when Free Will was presented at the medieval castle of Olavinlinna.

Further reading

• Grout, Donald Jay. A Short History of Opera. One-vol. ed. New York: Columbia University Press, 1947.

External links

• Operabase – Comprehensive opera performances database
• StageAgent – synopses & character descriptions for most major operas
• What’s it about? – Opera plot summaries
• Vocabulaire de l’Opéra (French)
• OperaGlass, a resource at Stanford University
• HistoricOpera – historic operatic images
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• “America’s Opera Boom” By Jonathan Leaf, The American, July/August 2007 Issue
• Opera~Opera article archives
• “A History of Opera”. Theatre and Performance. Victoria and Albert Museum. Retrieved 15 February

2011.
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MONTEVERDI: BIOGRAPHY

Claudio Monteverdi in 1640 by Bernardo Strozzi

Claudio Monteverdi tombstone in the church Santa Maria Gloriosa dei Frari in Venice

Claudio Giovanni Antonio MonteverdiClaudio Giovanni Antonio Monteverdi

Claudio Giovanni Antonio MonteverdiClaudio Giovanni Antonio Monteverdi (Italian: [ˈklaudjo monteˈverdi]; 9 May 1567 (born) 15 May 1567 (baptized)
– 29 November 1643) was an Italian composer, gambist, singer and Roman Catholic priest.

Monteverdi’s work, often regarded as revolutionary, marked the transition from the Renaissance style of music
to that of the Baroqueperiod. He developed two individual styles of composition – the heritage of
Renaissance polyphony and the new basso continuotechnique of the Baroque. Monteverdi wrote one of the
earliest operas, L’Orfeo, an innovative work that is the earliest surviving opera that is still regularly performed.
He was recognized as an innovative composer and enjoyed considerable fame in his lifetime.
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Life

Claudio Monteverdi, circa 1597, by an

anonymous artist (Ashmolean Museum, Oxford).

Thought to be the earliest known image of

Monteverdi, at about age 30, painted when he

was still at the Gonzaga Court in Mantua.

Claudio Monteverdi was born in 1567 in Cremona, Lombardy. His father was Baldassare Monteverdi, a doctor,
apothecary and amateur surgeon. He was the oldest of five children. During his childhood, he was taught
by Marc’Antonio Ingegneri, the maestro di cappella at the Cathedral of Cremona. The Maestro’s job was to
conduct important worship services in accordance with the liturgy of the Catholic Church. Monteverdi learned
about music as a member of the cathedral choir. He also studied at the University of Cremona. His first music
was written for publication, including some motets and sacred madrigals, in 1582 and 1583. His first five
publications were: Sacrae cantiunculae, 1582 (a collection of miniature motets); Madrigali Spirituali, 1583 (a
volume of which only the bass partbook is extant);Canzonette a tre voci, 1584 (a collection of three-voice
canzonettes); and the five-part madrigals Book I, 1587, and Book II, 1590. Monteverdi worked for the court of
Mantua first as a singer and violist, then as music director . He worked at the court of Vincenzo I of
Gonzaga in Mantua as a vocalist and viol player. In 1602, he was working as the court conductor.

In 1599 Monteverdi married the court singer Claudia Cattaneo, who died in September 1607. They had two sons
(Francesco and Massimilino) and a daughter (Leonora). Another daughter died shortly after birth.

By 1613, he had moved to San Marco in Venice where, as conductor, he quickly restored the musical standard of
both the choir and the instrumentalists. The musical standard had declined due to the financial mismanagement
of his predecessor, Giulio Cesare Martinengo. The managers of the basilica were relieved to have such a
distinguished musician in charge, as the music had been declining since the death of Giovanni Croce in 1609.

In 1632, he became a priest. During the last years of his life, when he was often ill, he composed his two last
masterpieces: Il ritorno d’Ulisse in patria (The Return of Ulysses, 1641), and the historic opera L’incoronazione di
Poppea (The Coronation of Poppea, 1642), based on the life of
the Roman emperor Nero. L’incoronazione especially is considered a culminating point of Monteverdi’s work. It
contains tragic, romantic, and comic scenes (a new development in opera), a more realistic portrayal of the
characters, and warmer melodies than previously heard. It requires a smaller orchestra, and has a less prominent
role for the choir. For a long period of time, Monteverdi’s operas were merely regarded as a historical or musical
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interest. Since the 1960s, The Coronation of Poppea has re-entered the repertoire of major opera companies
worldwide.

Monteverdi died, aged 76, in Venice on 29 November 1643 and was buried at the church of the Frari.

Works

Monteverdi’s works are split into three categories: madrigals, operas, and church-music.

Until the age of forty, Monteverdi worked primarily on madrigals, composing a total of nine books. It took

Monteverdi about four years to finish his first book of twenty-one madrigals for five voices. As a whole, the

first eight books of madrigals show the enormous development from Renaissance polyphonic music to

the monodic style typical of Baroque music.The titles of his Madrigal books are:

• Book 1, 1587: Madrigali a cinque voci
• Book 2, 1590: Il secondo libro de madrigali a cinque voci
• Book 3, 1592: Il terzo libro de madrigali a cinque voci
• Book 4, 1603: Il quarto libro de madrigali a cinque voci
• Book 5, 1605: Il quinto libro de madrigali a cinque voci
• Book 6, 1614: Il sesto libro de madrigali a cinque voci
• Book 7, 1619: Concerto. Settimo libro di madrigali
• Book 8, 1638: Madrigali guerrieri, et amorosi con alcuni opuscoli in genere rappresentativo, che saranno

per brevi episodi fra i canti senza gesto.
• Book 9, 1651: Madrigali e canzonette a due e tre voci

The Fifth Madrigal Book

The Fifth Book of Madrigals shows the shift from the late Renaissance style of music to the early
Baroque. The Quinto Libro(Fifth Book), published in 1605, was at the heart of the controversy between
Monteverdi and Giovanni Artusi. Artusi attacked the “crudities” and “license” of the modern style of composing,
centering his attacks on madrigals (including Cruda Amarilli, composed around 1600) (See Fabbri, Monteverdi,
p. 60) from the fourth book. Monteverdi made his reply in the introduction to the fifth book, with a proposal of the
division of musical practice into two streams, which he called prima pratica, and seconda pratica. Prima
pratica was described as the previous polyphonic ideal of the sixteenth century, with flowing strict counterpoint,
prepared dissonance, and equality of voices. Seconda pratica used much freer counterpoint with an increasing
hierarchy of voices, emphasizing soprano and bass. In Prima pratica the harmony controls the words. In Seconda
pratica the words should be in control of the harmonies. This represented a move towards the new style
of monody. The introduction of continuo in many of the madrigals was a further self-consciously modern
feature. In addition, the fifth book showed the beginnings of conscious functional tonality.

The Eighth Madrigal Book
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Posthumous portrait medallion of Monteverdi, etching by Barberis, (Associazione Amici della Raccolta
Bertarelli, Milan).

While in Venice, Monteverdi also finished his sixth (1614), seventh (1619), and eighth (1638) books of madrigals.
The eighth is the largest, containing works written over a thirty-year period. Originally the work was to be
dedicated to Ferdinand II, but because of his ill health, his son was made king in December 1636. When the work
was first published in 1638 Monteverdi rededicated it to the new King Ferdinand III. The eighth book includes the
so-called Madrigali dei guerrieri et amorosi (Madrigals of War and Love).

The important preface of Monteverdi’s eighth madrigal book seems to be connected with his seconda pratica. He
claims to have invented a new “agitated” style (Genere concitato, later called Stile concitato).

The book is divided into sections of War and Love each containing madrigals, a piece in dramatic form (genere
rappresentativo), and a ballet. In the Madrigals of War, Monteverdi has organized poetry that describes the
pursuits of love through the allegory of war; the hunt for love, and the battle to find love. In the second half of the
book, the Madrigals of Love, Monteverdi organized poetry that describes the unhappiness of being in love,
unfaithfulness, and ungrateful lovers who feel no shame. In his previous madrigal collections, Monteverdi usually
set poetry from one or two poets he was in contact with through the court where he was employed. The Madrigals
of War and Loverepresent an overview of the poets he has dealt with throughout his life; the classical poetry
of Petrarch, poetry by his contemporaries (Tasso,Guarini, Marino, Rinuccini, Testi and Strozzi), or anonymous
poets who Monteverdi found and adapted to his needs.

Madrigals of WarMadrigals of War

1. Altri canti d’Amor tenero arciero (Let others sing of Love, the tender archer) anonymous sonnet
1. is preceded by a sinfonia introduction that is written for two violins and four viols. The madrigal

that follows serves as an introduction to the first half of the collection and as a dedication to
Ferdinand III.

2. Hor che’l ciel e la terra e’l vento tace (Now that the sky, earth and wind are silent) Sonnet by Petrarch,
1. is the first significant poetic work of the collection in which Monteverdi splits into two sections. In

the first section, his poetry introduces the idea of the wars of love, in which he yearns for
someone to love him.

1. “War is my condition full of anger and grief, and only when thinking of her do I find
some peace.“

2. In the second section, “Thus from a single bright and living fountain” (Cosi sol d’una
chiara fonte viva) the symbolism of war continues:

1. “One hand alone cures me and wounds me. And, because my suffering never
reaches its limits, a thousand times daily I die, and a thousand I am born, so
far am I from my salvation.“

3. Gira il nemico insidioso Amore (The insidious enemy, Love, circles the citadel of my
heart) canzonetta by Strozzi

4. Se vittorie si belle han le guerre d’amore (If love’s wars have such beautiful victories) madrigal by Testi
5. Armato il cor d’adamanina fede (My heart armed with adamantine faith) madrigal by Rinuccini
6. Ogni amante e guerrier: nel suo gran regno (Every lover is a warrior: in his great kingdom) madrigal

by Rinuccini
7. Ardo, avvampo, mi struggo, ardo: accorrete (I burn, I blaze, I am consumed, I burn; come running)

anonymous sonnet
8. Il Combattimento di Tancredi e Clorinda (The Combat of Tancredi and Clorinda)

from Tasso’s Gerusalemme liberata, Canto XII

1. was originally composed and performed at the home of Girolamo Mocenigo (1624)[28] and
includes the dramatic scene in which the orchestra and voices form two separate entities,
acting as counterparts. Most likely Monteverdi was inspired to try this arrangement because of
the two opposite balconies in San Marco. What made this composition also stand out is the
first-time use of string tremolo (fast repetition of the same tone) and pizzicato (plucking strings
with fingers) for special effect in dramatic scenes.

9. Introduzione al ballo e ballo: Volgendo il ciel (Introduction to the ballet, and ballet) sonnet by Rinuccini

Madrigals of LoveMadrigals of Love

1. Altri canti di Marte e di sua schiera (Let others sing of Mars and of his host) sonnet by Marino
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1. the parallel work to Altri canti d amor, it serves as an introduction to the second half of the
collection. Like its counterpart, it, too, is preceded by an instrumentalsinfonia and contains a
dedication to Ferdinand III.

2. Vago augelletto che cantando vai (Lovely little bird, who are you singing about?) sonnet by Petrarch
3. Mentre vaga angioletta (While a charming, angelic girl attracts every wellborn soul with her singing)

madrigal by Guarini
4. Ardo e scoprir, ahi lasso, io non ardisco (I burn and, alas, I do not have the courage to reveal that

burning which I bear hidden in my breast) anonymous madrigal
5. O sia tranquillo il mare o pien d’orgoglio (Whether the sea be still or swelled with pride) anonymous

sonnet
6. Ninfa che, scalza il piede e sciolto il crine (Nymph, who with bare feet and hair undone) anonymous

madrigal
7. Dolcissimo uscignolo (Sweetest nightingale) madrigal by Guarini
8. Chi vol haver felice e lieto il core (Whoever wishes to have a happy joyful heart) madrigal by Guarini
9. Non Havea Febo ancora: Lamento della ninfa (Phoebus had not yet: The Lament of the Nymph)

canzonetta by Rinuccini
10. Perche te n fuggi, o Fillide? (Why do you run away, Phyllis?) anonymous madrigal
11. Non partir, ritrosetta (Do not depart, maiden averse to love) anonymous canzonetta
12. Su, Su, Su, pastorelli vezzosi (Come, come, come, charming shepherd lads) anonymous canzonetta
13. Il ballo delle ingrate (Entrance and Final ballet of the Ungrateful Women)

1. The Ballet of the Ungrateful Women was originally composed for the 1608 wedding of
Francesco Gonzaga and was revived in 1628 for a performance in Vienna.

The Ninth Madrigal Book

The ninth book of madrigals, published posthumously in 1651, contains lighter pieces such as canzonettas which
were probably composed throughout Monteverdi’s lifetime representing both styles.

Operas

Monteverdi was often ill during the last years of his life. During this time, he composed his two last
masterpieces: Il ritorno d’Ulisse in patria (The Return of Ulysses, 1640), and the historic opera, L’incoronazione di
Poppea (The Coronation of Poppea, 1642), based on an episode in the life of the Roman emperor Nero. The
libretto for Il ritorno d’Ulisse was written by Giacomo Badoarro and for L’incoronazione di Poppea by Giovanni
Busenello.

L’Orfeo

Frontispiece of Monteverdi’s opera L’Orfeo, Venice edition, 1609.
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Monteverdi composed at least eighteen operas, but only L’Orfeo, Il ritorno d’Ulisse in patria, L’incoronazione di
Poppea, and the famous aria, Lamento, from his second opera L’Arianna have survived. From monody (with
melodic lines, intelligible text and placid accompanying music), it was a logical step for Monteverdi to begin
composing opera. In 1607, his first opera, L’Orfeo, premiered in Mantua. L’Orfeo was not the first opera, but it
was the first mature opera, or one that realized all of its potential. It was normal at that time for composers to
create works on demand for special occasions, and this piece was part of the ducal celebrations
of carnival. (Monteverdi was later to write for the first opera houses supported by ticket sales which opened in
Venice). L’Orfeo has dramatic power and lively orchestration. L’Orfeo is arguably the first example of a composer
assigning specific instruments to parts in operas. It is also one of the first large compositions for which the exact
instrumentation of the premiere is still known. The plot is described in vivid musical pictures and the melodies are
linear and clear. With this opera, Monteverdi created an entirely new style of music, the dramma per la musica or
musical drama.

L’Arianna

L’Arianna was the second opera written by Monteverdi. It is one of the most influential and famous specimens of
early Baroque opera. It was first performed in Mantua in 1608. Its subject matter was the ancient Greek legend
of Ariadne and Theseus. Italian composer Ottorino Respighi famously orchestrated the “Lamento di Arianna” in
1908, and the work was premiered by the Berlin Philharmonic the same year under conductor Arthur

Nikisch.[citation needed] The manuscript was restored and published as a critical edition in 2013 by Italian
composer/conductor Salvatore Di Vittorio under publisher Edizioni Panastudio. A later completion of the
“Lamento” from L’Arianna by Scottish composer Gareth Wilson (b. 1976) was performed at King’s College,
London University on 29 November 2013, the 370th anniversary of Monteverdi’s death.

Sacred music

Vespro della Beata Vergine

Monteverdi’s first church music publication was the archaic Mass In illo tempore to which the Vesper Psalms of
1610 were added. The Vesper Psalms of 1610 are also one of the best examples of early repetition and contrast,
with many of the parts having a clear ritornello. The published work is on a very grand scale and there has been
some controversy as to whether all the movements were intended to be performed in a single service. However,
there are various indications of internal unity. In its scope, it foreshadows such summits of Baroque music
as Handel’s Messiah, and J.S. Bach’s St Matthew Passion. Each part (there are twenty-five in total) is fully
developed in both a musical and dramatic sense – the instrumental textures are used to precise dramatic and
emotional effect, in a way that had not been seen before.

• Messa in illo tempore (1610)
• Mass of Thanksgiving (1631)
• Messa a 4 da cappella (1641) (also: Missa in F), part of Selva morale e spirituale
• Messa a 4 v. et salmi a 1–8 v. e parte da cappella & con le litanie della B.V. (Mass for four voices, and

Psalms …) (published posthumously, 1650)

Other works

• Scherzi Musicali, Cioè Arie, et Madrigali in stil recitativo, con una Ciaccona a 1 et 2 voci (Zefiro
torna) (1632)

Sacred contrafacta

In 1607, Aquilino Coppini published in Milan his “Musica tolta da i Madrigali di Claudio Monteverde, e d’altri autori
… e fatta spirituale” for 5 and 6 voices, in which many of Monteverdi’s madrigals (especially from the third, fourth
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and fifth books) are presented with the original secular texts replaced with sacred Latin contrafacta carefully
prepared by Coppini in order to fit the music in every aspect.
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MONTEVERDI: L'ORFEO

L’OrfeoL’Orfeo

L’Orfeo (SV 318), sometimes called La favola d’Orfeo, is a late Renaissance/early Baroque favola in musica,
or opera, by Claudio Monteverdi, with a libretto by Alessandro Striggio. It is based on the Greek legend of
Orpheus, and tells the story of his descent to Hades and his fruitless attempt to bring his dead bride Eurydice
back to the living world. It was written in 1607 for a court performance during the annual Carnival at Mantua.
While the honour of the first ever opera goes to Jacopo Peri’s Dafne, and the earliest surviving opera is
Euridice (also by Peri), L’Orfeo has the honour of being the earliest surviving opera that is still regularly
performed today.
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During the early 17th century, the traditional intermedio—a musical sequence between the acts of a straight
play—was evolving into the form of a complete musical drama or “opera”. Monteverdi’s L’Orfeo moved this
process out of its experimental era and provided the first fully developed example of the new genre. After its
initial performance the work was staged again in Mantua, and possibly in other Italian centres in the next few
years. Its score was published by Monteverdi in 1609 and again in 1615. After the composer’s death in 1643
the opera went unperformed for many years, and was largely forgotten until a revival of interest in the late
19th century led to a spate of modern editions and performances. At first these tended to be unstaged
versions within institutes and music societies, but following the first modern dramatised performance in Paris,
in 1911, the work began to be seen increasingly often in theatres. After the Second World War most new
editions sought authenticity through the use of period instruments. Many recordings were issued, and the
opera was increasingly staged in opera houses. In 2007 the quatercentenary of the premiere was celebrated
by performances throughout the world.

In his published score Monteverdi lists around 41 instruments to be deployed, with distinct groups of
instruments used to depict particular scenes and characters. Thus strings, harpsichords and recorders
represent the pastoral fields of Thrace with their nymphs and shepherds, while heavy brass illustrates the
underworld and its denizens. Composed at the point of transition from the Renaissance era to the Baroque,
L’Orfeo employs all the resources then known within the art of music, with particularly daring use of
polyphony. The work is not orchestrated as such; in the Renaissance tradition instrumentalists followed the
composer’s general instructions but were given considerable freedom to improvise. This separates
Monteverdi’s work from the later opera canon, and makes each performance of L’Orfeo a uniquely individual
occasion.

Historical background

Duke Vincenzo Gonzaga, Monteverdi’s employer at Mantua

Claudio Monteverdi, born in Cremona in 1567, was a musical prodigy who studied under Marc’Antonio Ingegneri,
the maestro di cappella (head of music) at Cremona Cathedral. After training in singing, strings playing and
composition, Monteverdi worked as a musician in Verona and Milan until, in 1590 or 1591, he secured a post as
suonatore di vivuola (viola player) at Duke Vincenzo Gonzaga’s court at Mantua. Through ability and hard work
Monteverdi rose to become Gonzaga’s maestro della musica (master of music) in 1601.

Vincenzo Gonzaga’s particular passion for musical theatre and spectacle grew from his family connections with
the court of Florence. Towards the end of the 16th century innovative Florentine musicians were developing the
intermedio—a long-established form of musical interlude inserted between the acts of spoken dramas—into
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increasingly elaborate forms. Led by Jacopo Corsi, these successors to the renowned Camerata were
responsible for the first work generally recognised as belonging to the genre of opera: Dafne, composed by Corsi
and Jacopo Peri and performed in Florence in 1598. This work combined elements of madrigal singing and
monody with dancing and instrumental passages to form a dramatic whole. Only fragments of its music still exist,
but several other Florentine works of the same period—Rappresentatione di Anima, et di Corpo by Emilio de’
Cavalieri, Peri’s Euridice and Giulio Caccini’s identically titled Euridice—survive complete. These last two works
were the first of many musical representations of the Orpheus myth as recounted in Ovid’s Metamorphoses, and
as such were direct precursors of Monteverdi’s L’Orfeo.

The Gonzaga court had a long history of promoting dramatic entertainment. A century before Duke Vincenzo’s
time the court had staged Angelo Poliziano’s lyrical drama La favola di Orfeo, at least half of which was sung
rather than spoken. More recently, in 1598 Monteverdi had helped the court’s musical establishment produce
Giovanni Battista Guarini’s play Il pastor fido, described by theatre historian Mark Ringer as a “watershed
theatrical work” which inspired the Italian craze for pastoral drama. On 6 October 1600, while visiting Florence for
the wedding of Maria de’ Medici to King Henry IV of France, Duke Vincenzo attended a production of Peri’s
Euridice. It is likely that his principal musicians, including Monteverdi, were also present at this performance. The
Duke quickly recognised the novelty of this new form of dramatic entertainment, and its potential for bringing
prestige to those prepared to sponsor it.

Creation

Libretto

Orpheus with a violin, by Cesare Gennari

Among those present at the Euridice performance in October 1600 was a young lawyer and career diplomat from
Gonzaga’s court, Alessandro Striggio, son of a well-known composer of the same name. The younger Striggio
was himself a talented musician; as a 16-year-old, he had played the viol at the wedding festivities of Duke
Ferdinando of Tuscany in 1589. Together with Duke Vincent’s two young sons, Francesco and Fernandino, he
was a member of Mantua’s exclusive intellectual society, the Accademia degli Invaghiti, which provided the chief
outlet for the city’s theatrical works. It is not clear at what point Striggio began his libretto for L’Orfeo, but work
was evidently under way in January 1607. In a letter written on 5 January, Francesco Gonzago asks his brother,
then attached to the Florentine court, to obtain the services of a high quality castrato from the Grand Duke’s
establishment, for a “play in music” being prepared for the Mantuan Carnival.

Striggio’s main sources for his libretto were Books 10 and 11 of Ovid’s Metamorphoses and Book Four of Virgil’s
Georgics. These provided him with the basic material, but not the structure for a staged drama; the events of Acts
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1 and 2 of the libretto are covered by a mere 13 lines in the Metamorphoses. For help in creating a dramatic
form, Striggio drew on other sources—Poliziano’s 1480 play, Guarini’s Il pastor fido, and Ottavio Rinuccini’s
libretto for Peri’s Euridice. Musicologist Gary Tomlinson remarks on the many similarities between Striggio’s and
Rinuccini’s texts, noting that some of the speeches in L’Orfeo “correspond closely in content and even in locution
to their counterparts in L’Euridice”. Critic Barbara Russano Hanning writes that Striggio’s verses are less subtle
than those of Rinuccini, although the structure of Striggio’s libretto is more interesting. Rinuccini, whose work had
been written for the festivities accompanying a Medici wedding, was obliged to alter the myth to provide a “happy
ending” suitable for the occasion. By contrast, because Striggio was not writing for a formal court celebration he
could be more faithful to the spirit of the myth’s conclusion, in which Orfeo is killed and dismembered by deranged
maenads or “Bacchantes”. He chose, in fact, to write a somewhat muted version of this bloody finale, in which
the Bacchantes threaten Orfeo’s destruction but his actual fate is left in doubt.

The libretto published in Mantua in 1607 to coincide with the premiere incorporates Striggio’s ambiguous ending.
However, Monteverdi’s score published in Venice in 1609 by Ricciardo Amadino shows an entirely different
resolution, with Orpheus transported to the heavens through the intervention of Apollo. According to Ringer,
Striggio’s original ending was almost certainly used at the opera’s premiere, but there is no doubt that Monteverdi
believed the revised ending was aesthetically correct. The musicologist Nino Pirrotta argues that the Apollo
ending was part of the original plan for the work, but was not staged at the premiere because the small room
which hosted the event could not contain the theatrical machinery that this ending required. The Bacchantes
scene was a substitution; Monteverdi’s intentions were restored when this constraint was removed.

Composition

Front cover of the 1609 published score of L’Orfeo

When Monteverdi wrote the music for L’Orfeo he had a thorough grounding in theatrical music. He had been
employed at the Gonzaga court for 16 years, much of it as a performer or arranger of stage music, and in 1604 he
had written the ballo Gli amori di Diane ed Endimone for the 1604–05 Mantua Carnival. The elements from which
Monteverdi constructed his first opera score—the aria, the strophic song, recitative, choruses, dances, dramatic
musical interludes—were, as conductor Nikolaus Harnoncourt has pointed out, not created by him, but “he
blended the entire stock of newest and older possibilities into a unity that was indeed new”. Musicologist Robert
Donington writes similarly: “[The score] contains no element which was not based on precedent, but it reaches
complete maturity in that recently-developed form … Here are words as directly expressed in music as [the
pioneers of opera] wanted them expressed; here is music expressing them … with the full inspiration of genius.”

Monteverdi states the orchestral requirements at the beginning of his published score, but in accordance with the
practice of the day he does not specify their exact usage. At that time it was usual to allow each interpreter of the
work freedom to make local decisions, based on the orchestral forces at their disposal. These could differ sharply
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from place to place. Furthermore, as Harnoncourt points out, the instrumentalists would all have been composers
and would have expected to collaborate creatively at each performance, rather than playing a set text. Another
practice of the time was to allow singers to embellish their arias. Monteverdi wrote plain and embellished versions
of some arias, such as Orfeo’s “Possente spirito”, but according to Harnoncourt “it is obvious that where he did
not write any embellishments he did not want any sung”.

Each act of the opera deals with a single element of the story, and each ends with a chorus. Despite the five-act
structure, with two sets of scene changes, it is likely that L’Orfeo conformed to the standard practice for court
entertainments of that time and was played as a continuous entity, without intervals or curtain descents between
acts. It was the contemporary custom for scene shifts to take place in sight of the audience, these changes being
reflected musically by changes in instrumentation, key and style.

Instrumentation

1609 score: Monteverdi’s listing of instruments is shown on the right.

For the purpose of analysis, music scholar Jane Glover divides Monteverdi’s list of instruments into three main
groups: strings, brass and continuo, with a few further items not easily classifiable. The strings grouping is
formed from ten members of the violin family (viole da brazzo), two double basses (contrabassi de viola), and two
small violins (violini piccoli alla francese). The viole da brazzo are in two five-part ensembles, each comprising
two violins, two violas and a cello. The brass group contains four or five trombones (sackbuts), three trumpets
and two cornetts. The continuo forces include two harpsichords (duoi gravicembani), a double harp (arpa doppia),
two or three chitarroni, two pipe organs (organi di legno), three bass viola da gamba, and a regal or small reed
organ. Outside of these groupings are two recorders (flautini alla vigesima secunda), and possibly one or more
citterns—unlisted by Monteverdi, but included in instructions relating to the end of Act 4.

Instrumentally, the two worlds represented within the opera are distinctively portrayed. The pastoral world of the
fields of Thrace is represented by the strings, harpsichords, harp, organs, recorders and chitarroni. The remaining
instruments, mainly brass, are associated with the Underworld, though there is not an absolute distinction; strings
appear on several occasions in the Hades scenes. Within this general ordering, specific instruments or
combinations are used to accompany some of the main characters—Orpheus by harp and organ, shepherds by
harpsichord and chitarrone, the Underworld gods by trombones and regal. All of these musical distinctions and
characterisations were in accordance with the longstanding traditions of the Renaissance orchestra, of which the
large L’Orfeo ensemble is typical.

Monteverdi instructs his players generally to “[play] the work as simply and correctly as possible, and not with
many florid passages or runs”. Those playing ornamentation instruments such as strings and flutes are advised to
“play nobly, with much invention and variety”, but are warned against overdoing it, whereby “nothing is heard but
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chaos and confusion, offensive to the listener.” Since at no time are all the instruments played together, the
number of players needed is less than the number of instruments. Harnoncourt indicates that in Monteverdi’s day
the numbers of players and singers together, and the small rooms in which performances were held, often meant
that the audience barely numbered more than the performers.

Roles

In his personaggi listed in the 1609 score, Monteverdi unaccountably omits La messaggera (the Messenger), and
indicates that the final chorus of shepherds who perform the moresca (Moorish dance) at the opera’s end are a
separate group (che fecero la moresca nel fine). Little information is available about who sang the various roles
in the first performance. A letter published at Mantua in 1612 records that the distinguished tenor and composer
Francesco Rasi took part, and it is generally assumed that he sang the title role. Rasi could sing in both the tenor
and bass ranges “with exquisite style … and extraordinary feeling”. The involvement in the premiere of a
Florentine castrato, Giovanni Gualberto Magli, is confirmed by correspondence between the Gonzaga princes.
Magli sang the prologue, Proserpina and possibly one other role, either La messaggera or Speranza. The
musicologist and historian Hans Redlich mistakenly allocates Magli to the role of Orfeo.

A clue about who played Euridice is contained in a 1608 letter to Duke Vincenzo. It refers to “that little priest who
performed the role of Euridice in the Most Serene Prince’s Orfeo”. This priest was possibly Padre Girolamo
Bacchini, a castrato known to have had connections to the Mantuan court in the early 17th century. Monteverdi
scholar Tim Carter speculates that two prominent Mantuan tenors, Pandolfo Grande and Francesco Campagnola
may have sung minor roles in the premiere.

There are solo parts for four shepherds and three spirits. Carter calculates that through the doubling of roles that
the text allows, a total of ten singers—three sopranos, two altos, three tenors and two basses—is required for a
performance, with the soloists (except Orfeo) also forming the chorus. Carter’s suggested role-doublings include
La musica with Euridice, Ninfa with Proserpina and La messaggera with Speranza.

Synopsis

The action takes place in two contrasting locations: the fields of Thrace (Acts 1, 2 and 5) and the Underworld
(Acts 3 and 4). An instrumental toccata (English: “tucket”, meaning a flourish on trumpets) precedes the entrance
of La musica, representing the “spirit of music”, who sings a prologue of five stanzas of verse. After a gracious
welcome to the audience she announces that she can, through sweet sounds, “calm every troubled heart.” She
sings a further paean to the power of music, before introducing the drama’s main protagonist, Orfeo, who “held
the wild beasts spellbound with his song”.

Act 1Act 1

After La musica’s final request for silence, the curtain rises on Act 1 to reveal a pastoral scene. Orfeo and
Euridice enter together with a chorus of nymphs and shepherds, who act in the manner of a Greek chorus,
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commenting on the action both as a group and as individuals. A shepherd announces that this is the couple’s
wedding day; the chorus responds, first in a stately invocation (“Come, Hymen, O come”) and then in a joyful
dance (“Leave the mountains, leave the fountains”). Orfeo and Euridice sing of their love for each other before
leaving with most of the group for the wedding ceremony in the temple. Those left on stage sing a brief chorus,
commenting on how Orfeo used to be one “for whom sighs were food and weeping was drink” before love brought
him to a state of sublime happiness.

Act 2Act 2

Orfeo returns with the main chorus, and sings with them of the beauties of nature. Orfeo then muses on his
former unhappiness, but proclaims: “After grief one is more content, after pain one is happier”. The mood of
contentment is abruptly ended when La messaggera enters, bringing the news that, while gathering flowers,
Euridice has received a fatal snakebite. The chorus expresses its anguish: “Ah, bitter happening, ah, impious and
cruel fate!”, while the Messaggera castigates herself as the bearing of bad tidings (“For ever I will flee, and in a
lonely cavern lead a life in keeping with my sorrow”). Orfeo, after venting his grief and incredulity (“Thou art dead,
my life, and I am breathing?”), declares his intention to descend into the Underworld and persuade its ruler to
allow Euridice to return to life. Otherwise, he says, “I shall remain with thee in the company of death”. He departs,
and the chorus resumes its lament.

Act 3Act 3

Orfeo is guided by Speranza to the gates of Hades. Having pointed out the words inscribed on the gate
(“Abandon hope, all ye who enter here”), Speranza leaves. Orfeo is now confronted with the ferryman Caronte,
who addresses Orfeo harshly and refuses to take him across the river Styx. Orfeo attempts to persuade Caronte
by singing a flattering song to him (“Mighty spirit and powerful divinity”), but the ferryman is unmoved. However,
when Orfeo takes up his lyre and plays, Caronte is soothed into sleep. Seizing his chance, Orfeo steals the
ferryman’s boat and crosses the river, entering the Underworld while a chorus of spirits reflects that nature cannot
defend herself against man: “He has tamed the sea with fragile wood, and disdained the rage of the winds.”

Act 4Act 4

In the Underworld, Proserpina, Queen of Hades, who has been deeply affected by Orfeo’s singing, petitions King
Plutone, her husband, for Euridice’s release. Moved by her pleas, Plutone agrees on the condition that, as he
leads Euridice towards the world, Orfeo must not look back. If he does, “a single glance will condemn him to
eternal loss”. Orfeo enters, leading Euridice and singing confidently that on that day he will rest on his wife’s white
bosom. But as he sings a note of doubt creeps in: “Who will assure me that she is following?”. Perhaps Plutone,
driven by envy, has imposed the condition through spite? Suddenly distracted by an off-stage commotion, Orfeo
looks round; immediately, the image of Euridice begins to fade. She sings, despairingly: “Losest thou me through
too much love?” and disappears. Orfeo attempts to follow her but is drawn away by an unseen force. The chorus
of spirits sings that Orfeo, having overcome Hades, was in turn overcome by his passions.

Act 5Act 5

Back in the fields of Thrace, Orfeo has a long soliloquy in which he laments his loss, praises Euridice’s beauty
and resolves that his heart will never again be pierced by Cupid’s arrow. An off-stage echo repeats his final
phrases. Suddenly, in a cloud, Apollo descends from the heavens and chastises him: “Why dost thou give thyself
up as prey to rage and grief?” He invites Orfeo to leave the world and join him in the heavens, where he will
recognise Euridice’s likeness in the stars. Orfeo replies that it would be unworthy not to follow the counsel of such
a wise father, and together they ascend. A shepherds’ chorus concludes that “he who sows in suffering shall reap
the fruit of every grace”, before the opera ends with a vigorous moresca.

Original libretto ending

In Striggio’s 1607 libretto, Orfeo’s Act 5 soliloquy is interrupted, not by Apollo’s appearance but by a chorus of
maenads or Bacchantes—wild, drunken women—who sing of the “divine fury” of their master, the god Bacchus.
The cause of their wrath is Orfeo and his renunciation of women; he will not escape their heavenly anger, and the
longer he evades them the more severe his fate will be. Orfeo leaves the scene and his destiny is left uncertain,
for the Bacchantes devote themselves for the rest of the opera to wild singing and dancing in praise of Bacchus.
Early music authority Claude Palisca believes that the two endings are not incompatible; Orfeo evades from the

fury of the Bacchantes and is then rescued by Apollo.
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Reception and performance history

Premiere and early performances

The date for the first performance of L’Orfeo, 24 February 1607, is evidenced by two letters, both dated 23
February. In the first, Francesco Gonzaga informs his brother that the “musical play” will be performed tomorrow;
it is clear from earlier correspondence that this refers to L’Orfeo. The second letter is from a Gonzaga court
official, Carlo Magno, and gives more details: “Tomorrow evening the Most Serene Lord the Prince is to sponsor a
[play] in a room in the apartments which the Most Serene Lady had the use of …it should be most unusual, as all
the actors are to sing their parts.” The “Serene Lady” is Duke Vincenzo’s widowed sister Margherita Gonzaga
d’Este, who lived within the ducal palace. The room of the premiere cannot be identified with certainty; according
to Ringer, it may have been the Galleria dei Fiumi, which has the dimensions to accommodate a stage and
orchestra with space for a small audience.

There is no detailed account of the premiere, although Francesco wrote on 1 March that the work had “been to
the great satisfaction of all who heard it”, and had particularly pleased the Duke. The Mantuan court theologian
and poet, Cherubino Ferrari wrote that: “Both poet and musician have depicted the inclinations of the heart so
skilfully that it could not have been done better … The music, observing due propriety, serves the poetry so well
that nothing more beautiful is to be heard anywhere”. After the premiere Duke Vincenzo ordered a second
performance for 1 March; a third performance was planned to coincide with a proposed state visit to Mantua by
the Duke of Savoy. Francesco wrote to the Duke of Tuscany on 8 March, asking if he could retain the services of
the castrato Magli for a little longer. However, the visit was cancelled, as was the celebratory performance.

There are suggestions that in the years following the premiere, L’Orfeo may have been staged in Florence,
Cremona, Milan and Turin, though firmer evidence suggests that the work attracted limited interest beyond the
Mantuan court. Francesco may have mounted a production in Casale Monferrato, where he was governor, for the
1609–10 Carnival, and there are indications that the work was performed on several occasions in Salzburg
between 1614 and 1619, under the direction of Francesco Rasi. Years later, during the first flourish of Venetian
opera in 1637–43, Monteverdi chose to revive his second opera, L’Arianna there, but not L’Orfeo. There is some
evidence of performances shortly after Monteverdi’s death: in Geneva in 1643, and in Paris, at the Louvre, in
1647. Although according to Carter the work was still admired across Italy in the 1650s, it was subsequently
forgotten, as largely was Monteverdi, until the revival of interest in his works in the late 19th century.

20th-century revivals

Vincent d’Indy, who oversaw the first 20th-century revival of L’Orfeo in 1904
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After years of neglect, Monteverdi’s music began to attract the interest of pioneer music historians in the late 18th
and early 19th centuries, and from the second quarter of the 19th century onwards he is discussed increasingly in
scholarly works. In 1881 a truncated version of the L’Orfeo score, intended for study rather than performance,
was published in Berlin by Robert Eitner. In 1904 the composer Vincent d’Indy produced an edition in French,
which comprised only Act 2, a shortened Act 3 and Act 4. This edition was the basis of the first public
performance of the work in two-and-a-half centuries, a concert performance at d’Indy’s Schola Cantorum on 25
February 1904. The distinguished writer Romain Rolland, who was present, commended d’Indy for bringing the
opera to life and returning it “to the beauty it once had, freeing it from the clumsy restorations which have
disfigured it”—presumably a reference to Eitner’s edition. The d’Indy edition was also the basis of the first
modern staged performance of the work, at the Théâtre Réjane, Paris, on 2 May 1911.

An edition of the score by the minor Italian composer Giovanni Orefice received several concert performances in
Italy and elsewhere before and after the First World War. This edition was the basis of the opera’s United States
debut, another concert performance at the New York Met in April 1912. The opera was introduced to London, in
d’Indy’s edition, when it was sung to piano accompaniment at the Institut Français on 8 March 1924. The first
British staged performance, with only small cuts, was given by the Oxford University Operatic Society on 7
December 1925, using an edition prepared for the event by Jack Westrup. In the London Saturday Review, music
critic Dyneley Hussey called the occasion “one of the most important events of recent years”; the production had
“indicated at once Monteverdi’s claim to rank among the great geniuses who have written dramatic music”.
Westrup’s edition was revived in London at the Scala Theatre in December 1929, the same year in which the

opera received its first US staged performance, at Smith College, Northampton, MA. The three Scala
performances resulted in a financial disaster, and the opera was not seen again in Britain for 35 years.

Among a flurry of revivals after 1945 was Paul Hindemith’s edition, a full period reconstruction of the work
prepared in 1943, which was staged and recorded at the Vienna Festival in 1954. This performance had a great
impact on the young Nikolaus Harnoncourt, and was hailed as a masterpiece of scholarship and integrity. The
first staged New York performance, by the New York City Opera under Leopold Stokowski on 29 September
1960, saw the American operatic debut of Gérard Souzay, one of several baritones who have sung the role of
Orfeo. The theatre was criticised by New York Times critic Harold C. Schonberg because, to accommodate a
performance of Luigi Dallapiccola’s contemporary opera Il prigioniero, about a third of L’Orfeo was cut. Schonberg
wrote: “Even the biggest aria in the opera, “Possente spirito”, has a good-sized slash in the middle … [L’Orfeo] is
long enough, and important enough, not to mention beautiful enough, to have been the entire evening’s opera.”

By the latter part of the 20th century the opera was being shown all over the world. In 1965, Sadler’s Wells,
forerunner of English National Opera (ENO), staged the first of many ENO presentations which would continue
into the 21st century. Among various celebrations marking the opera’s 400th anniversary in 2007 were a semi-
staged performance at the Teatro Bibiena in Mantua, a full-scale production by the English Bach Festival (EBF) at
the Whitehall Banqueting House in London on 7 February, and an unconventional production by Glimmerglass
Opera in Cooperstown, New York, conducted by Antony Walker and directed by Christopher Alden. On 6 May
2010 the BBC broadcast a performance of the opera from La Scala, Milan. Despite the reluctance of some major
opera houses to stage L’Orfeo, it is a popular work with the leading Baroque ensembles. During the period
2008–10 the French-based Les Arts Florissants, under its director William Christie, has presented the Monteverdi
trilogy of operas (L’Orfeo, Il ritorno d’Ulisse and L’incoronazione di Poppea) in a series of performances at the
Teatro Real in Madrid.
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Music

A page from the 1609 score of L’Orfeo

L’Orfeo is, in Redlich’s analysis, the product of two musical epochs. It combines elements of the traditional
madrigal style of the 16th century with those of the emerging Florentine mode, in particular the use of recitative
and monodic singing as developed by the Camerata and their successors.[61] In this new style, the text
dominates the music; while sinfonias and instrumental ritornelli illustrate the action, the audience’s attention is
always drawn primarily to the words. The singers are required to do more than produce pleasant vocal sounds;
they must represent their characters in depth and convey appropriate emotions.

Monterverdi’s recitative style was influenced by Peri’s, in Euridice, although in L’Orfeo recitative is less
preponderant than was usual in dramatic music at this time. It accounts for less than a quarter of the first act’s
music, around a third of the second and third acts, and a little under half in the final two acts.

The importance of L’Orfeo is not that it was the first work of its kind, but that it was the first attempt to apply the
full resources of the art of music, as then evolved, to the nascent genre of opera. In particular, Monteverdi made
daring innovations in the use of polyphony, of which Palestrina had been the principal exponent. In L’Orfeo,
Monteverdi extends the rules, beyond the conventions which polyphonic composers, faithful to Palestrina, had
previously considered as sacrosanct.[65] Monteverdi was not in the generally understood sense an
orchestrator;[Ringer finds that it is the element of instrumental improvisation that makes each performance of a
Monteverdi opera a “unique experience, and separates his work from the later operatic canon.”

Hear the MusicHear the Music

“Toccata” from L’Orfeo
Live recording: http://en.wikipedia.org/wiki/File:Orfeo_-_Toccata.ogg

The opera begins with a martial-sounding toccata for trumpets which is repeated twice. When played on period
wind instruments the sound can be startling to modern audiences; Redlich calls it “shattering”. Such flourishes
were the standard signal for the commencement of performances at the Mantuan court; the opening chorus of
Monteverdi’s 1610 Vespers, also composed for Gonzaga’s court, employs the same fanfare. The toccata acted
as a salute to the Duke; according to Donington, if it had not been written, precedent would have required it to be
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improvised. As the brass sound of the toccata fades, it is replaced by the gentler tone of the strings ritornello
which introduces La musica’s prologue. The ritornello is repeated in shortened form between each of the
prologue’s five verses, and in full after the final verse. Its function within the opera as a whole is to represent the
“power of music”; as such it is heard at the end of Act 2, and again the beginning of Act 5, one of the earliest
examples of an operatic leitmotiv. It is temporally structured as a palindrome and its form of strophic variations
allows Monteverdi to carefully shape musical time for expressive and structural purposes in the context of
seconda prattica.

After the Prologue, Act 1 follows in the form of a pastoral idyll. Two choruses, one solemn and one jovial are
repeated in reverse order around the central love-song “Rosa del ciel” (“Rose of the heavens”), followed by the
shepherds’ songs of praise. The buoyant mood continues into Act 2, with song and dance music influenced,
according to Harnoncourt, by Monteverdi’s experience of French music. The sudden entrance of La messaggera
with the doleful news of Euridice’s death, and the confusion and grief which follow, are musically reflected by
harsh dissonances and the juxtaposition of keys. The music remains in this vein until the act ends with La
musica’s ritornello, a hint that the “power of music” may yet bring about a triumph over death. Monteverdi’s
instructions as the act concludes are that the violins, the organ and harpsichord become silent and that the music
is taken up by the trombones, the cornetts and the regal, as the scene changes to the Underworld.

The centrepiece of Act 3, perhaps of the entire opera, is Orfeo’s extended aria “Possente spirto e formidabil
nume” (“Mighty spirit and powerful divinity”), by which he attempts to persuade Caronte to allow him to enter
Hades. Monteverdi’s vocal embellishments and virtuoso accompaniment provide what Carter describes as “one of
the most compelling visual and aural representations” in early opera. Instrumental colour is provided by a
chitarrone, a pipe-organ, two violins, two cornetts and a double-harp. This array, according to music historian and
analyst John Whenham, is intended to suggest that Orfeo is harnessing all the available forces of music to
support his plea. In Act 4 the impersonal coldness of the Underworld is broken by the warmth of Proserpina’s
singing on behalf of Orfeo, a warmth that is retained until the dramatic moment at which Orfeo “looks back”. The
cold sounds of the sinfonia from the beginning of Act 3 then remind us that the Underworld is, after all, entirely
devoid of human feeling. The brief final act, which sees Orfeo’s rescue and metamorphosis, is framed by the final
appearance of La musica’s ritornello and the lively moresca that ends the opera. This dance, says Ringer, recalls
the jigs danced at the end of Shakespeare’s tragedies, and provides a means of bringing the audience back to
their everyday world, “just as the toccata had led them into another realm some two hours before. The toccata
and the moresca unite courtly reality with operatic illusion.”

Recording history

The first recording of L’Orfeo was issued in 1939, a freely adapted version of Monteverdi’s music by Giacomo
Benvenuti, given by the orchestra of La Scala Milan conducted by Ferrucio Calusio. In 1949, for the recording of
the complete opera by the Berlin Radio Orchestra under Helmut Koch, the new medium of long-playing records
(LPs) was used. The advent of LP recordings was, as Harold C. Schonberg later wrote, an important factor in the
postwar revival of interest in Renaissance and Baroque music, and from the mid-1950s recordings of L’Orfeo
have been issued on many labels. The 1969 recording by Nikolaus Harnoncourt and the Vienna Concentus
Musicus, using Harnoncourt’s edition based on period instruments, was praised for “making Monteverdi’s music
sound something like the way he imagined”. In 1981 Siegfried Heinrich, with the Early Music Studio of the Hesse
Chamber Orchestra, recorded a version which re-created the original Striggio libretto ending, adding music from
Monteverdi’s 1616 ballet Tirsi e Clori for the Bacchante scenes. Among more recent recordings, that of
Emmanuelle Haïm in 2004 has been praised for its dramatic effect.

Editions

After the publication of the L’Orfeo score in 1609, the same publisher (Ricciardo Amadino of Venice) brought it out
again in 1615. Facsimiles of these editions were printed in 1927 and 1972 respectively. Since Eitner’s first
“modern” edition of L’Orfeo in 1884, and d’Indy’s performing edition 20 years later—both of which were abridged
and adapted versions of the 1609 score—there have been many attempts to edit and present the work, not all of
them published. Most of the editions that followed d’Indy up to the time of the Second World War were
arrangements, usually heavily truncated, that provided a basis for performances in the modern opera idiom. Many
of these were the work of composers, including Carl Orff (1923 and1939) and Ottorino Respighi in 1935. Orff’s
1923 score, using a German text, included some period instrumentation, an experiment he abandoned when
producing his later version.
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Further readingFurther reading

In the post-war period, editions have moved increasingly to reflect the performance conventions of Monteverdi’s
day. This tendency was initiated by two earlier editions, that of Jack Westrup used in the 1925 Oxford
performances, and Gian Francesco Malipiero’s 1930 complete edition which sticks closely to Monteverdi’s 1609
original. After the war, Hindemith’s attempted period reconstruction of the work was followed in 1955 by an
edition from August Wenzinger that remained in use for many years. The next 30 years saw numerous editions,
mostly prepared by scholar-performers rather than by composers, generally aiming towards authenticity if not
always the complete re-creation of the original instrumentation. These included versions by Raymond Leppard
(1965), Denis Stevens (1967), Nikolaus Harnoncourt (1969), Jane Glover (1975), Roger Norrington (1976) and
John Eliot Gardiner. Only the composers Valentino Bucchi (1967), Bruno Maderna (1967) and Luciano Berio
(1984) produced editions based on the convention of a large modern orchestra. In the 21st century editions
continue to be produced, often for use in conjunction with a particular performance or recording.
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MONTEVERDI: L'ORFEO VIDEO

Watch this video online: https://youtu.be/yxBT1pfVAKQ
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VIVALDI: BIOGRAPHY

Antonio Vivaldi in 1725

Antonio Lucio VivaldiAntonio Lucio Vivaldi

Antonio Lucio VivaldiAntonio Lucio Vivaldi (Italian: [anˈtɔːnjo ˈluːtʃo viˈvaldi]; 4 March 1678 – 28 July 1741) was an
Italian Baroque composer, virtuosoviolinist, and teacher. Born in Venice, he was recognized as one of the
greatest Baroque composers, and his influence during his lifetime was widespread across Europe. He is
known mainly for composing many instrumental concertos, for the violin and a variety of other instruments, as
well as sacred choral works and over forty operas. His best known work is a series of violin concertos known
as The Four Seasons.

Many of his compositions were written for the female music ensemble of the Ospedale della Pietà, a home for
abandoned children where Vivaldi (who had been ordained as a Catholic priest) was employed from 1703 to
1715 and from 1723 to 1740. Vivaldi also had some success with expensive stagings of his operas
in Venice, Mantua and Vienna. After meeting the Emperor Charles VI, Vivaldi moved to Vienna, hoping for
preferment. However, the Emperor died soon after Vivaldi’s arrival, and Vivaldi himself died less than a year
later in poverty.
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After his death, Vivaldi’s music slid into obscurity until a vigorous revival in the 20th century. Today, he ranks
among the most popular and widely recorded of Baroque composers, second perhaps only to Johann
Sebastian Bach, who himself was deeply influenced by Vivaldi’s work.

Life
Childhood

Church where Vivaldi was baptised: San Giovanni Battista in Bragora, Sestiere di Castello, Venice

Antonio Lucio Vivaldi was born in 1678 in Venice, then the capital of the Republic of Venice. He
was baptized immediately after his birth at his home by the midwife, which led to a belief that his life was
somehow in danger. Though not known for certain, the child’s immediate baptism was most likely due either to his
poor health or to an earthquake that shook the city that day. In the trauma of the earthquake, Vivaldi’s mother
may have dedicated him to the priesthood. Vivaldi’s official church baptism took place two months later.

Vivaldi’s parents were Giovanni Battista Vivaldi and Camilla Calicchio, as recorded in the register of San Giovanni
in Bragora. Vivaldi had five siblings: Margarita Gabriela, Cecilia Maria, Bonaventura Tomaso, Zanetta Anna, and
Francesco Gaetano. Giovanni Battista, who was a barber before becoming a professional violinist, taught Antonio
to play the violin and then toured Venice playing the violin with his young son. Antonio was probably taught at an
early age, judging by the extensive musical knowledge he had acquired by the age of 24, when he started
working at the Ospedale della Pietà. Giovanni Battista was one of the founders of the Sovvegno dei musicisti di
Santa Cecilia, an association of musicians.

The president of the Sovvegno was Giovanni Legrenzi, an early Baroque composer and the maestro di
cappella at St Mark’s Basilica. It is possible that Legrenzi gave the young Antonio his first lessons in composition.
The Luxembourg scholar Walter Kolneder has discerned the influence of Legrenzi’s style in Vivaldi’s early
liturgical work Laetatus sum (RV Anh 31), written in 1691 at the age of thirteen. Vivaldi’s father may have been a
composer himself: in 1689, an opera titled La Fedeltà sfortunata was composed by a Giovanni Battista Rossi –
the name under which Vivaldi’s father had joined the Sovvegno di Santa Cecilia.

Vivaldi’s health was problematic. His symptoms, strettezza di petto (“tightness of the chest”), have been
interpreted as a form of asthma. This did not prevent him from learning to play the violin, composing or taking part
in musical activities, although it did stop him from playing wind instruments. In 1693, at the age of fifteen, he
began studying to become a priest. He was ordained in 1703, aged 25, and was soon nicknamed il Prete Rosso,
“The Red Priest”. (Rosso is Italian for “red”, and would have referred to the color of his hair, a family trait.)

Not long after his ordination, in 1704, he was given a dispensation from celebrating Mass because of his ill health.
Vivaldi only said Mass as a priest a few times and appeared to have withdrawn from priestly duties, though he
remained a priest.
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At the Conservatorio dell’Ospedale della Pietà

In September 1703, Vivaldi became maestro di violino (master of violin) at an orphanage called the Pio Ospedale
della Pietà (Devout Hospital of Mercy) in Venice. While Vivaldi is most famous as a composer, he was regarded
as an exceptional technical violinist as well. The German architect Johann Friedrich Armand von Uffenbach
referred to Vivaldi as “the famous composer and violinist” and said that “Vivaldi played a solo accompaniment
excellently, and at the conclusion he added a free fantasy [an improvised cadenza] which absolutely astounded
me, for it is hardly possible that anyone has ever played, or ever will play, in such a fashion.”

Commemorative plaque beside the Ospedale della Pietà.

Vivaldi was only 25 when he started working at the Ospedale della Pietà. Over the next thirty years he composed
most of his major works while working there. There were four similar institutions in Venice; their purpose was to
give shelter and education to children who were abandoned or orphaned, or whose families could not support
them. They were financed by funds provided by the Republic. The boys learned a trade and had to leave when
they reached 15. The girls received a musical education, and the most talented stayed and became members of
the Ospedale’s renowned orchestra and choir.

Shortly after Vivaldi’s appointment, the orphans began to gain appreciation and esteem abroad, too. Vivaldi wrote
concertos, cantatas and sacred vocal music for them. These sacred works, which number over 60, are varied:
they included solo motets and large-scale choral works for soloists, double chorus, and orchestra. In 1704, the
position of teacher of viola all’inglese was added to his duties as violin instructor. The position of maestro di coro,
which was at one time filled by Vivaldi, required a lot of time and work. He had to compose an oratorio or concerto
at every feast and teach the orphans both music theory and how to play certain instruments.

His relationship with the board of directors of the Ospedale was often strained. The board had to take a vote
every year on whether to keep a teacher. The vote on Vivaldi was seldom unanimous, and went 7 to 6 against
him in 1709. After a year as a freelance musician, he was recalled by the Ospedale with a unanimous vote in
1711; clearly during his year’s absence the board realized the importance of his role. He became responsible for
all of the musical activity of the institution when he was promoted to maestro de’ concerti (music director) in 1716.

In 1705, the first collection (Connor Cassara) of his works was published by Giuseppe Sala. His Opus 1 is a
collection of 12 sonatas for two violins and basso continuo, in a conventional style. In 1709, a second collection
of 12 sonatas for violin and basso continuo appeared, his Opus 2. A real breakthrough as a composer came with
his first collection of 12 concerti for one, two, and four violins with strings, L’estro armonico Opus 3, which was
published in Amsterdam in 1711 by Estienne Roger, dedicated to Grand Prince Ferdinand of Tuscany. The prince
sponsored many musicians including Alessandro Scarlatti and George Frideric Handel. He was a musician
himself, and Vivaldi probably met him in Venice. L’estro armonico was a resounding success all over Europe. It
was followed in 1714 by La stravaganza Opus 4, a collection of concerti for solo violin and strings, dedicated to an
old violin student of Vivaldi’s, the Venetian noble Vettor Dolfin.

In February 1711, Vivaldi and his father traveled to Brescia, where his setting of the Stabat Mater (RV 621) was
played as part of a religious festival. The work seems to have been written in haste: the string parts are simple,
the music of the first three movements is repeated in the next three, and not all the text is set. Nevertheless,
perhaps in part because of the forced essentiality of the music, the work is one of his early masterpieces.

5252



Despite his frequent travels from 1718, the Pietà paid him 2 sequins to write two concerti a month for the
orchestra and to rehearse with them at least five times when in Venice. The Pietà’s records show that he was
paid for 140 concerti between 1723 and 1733.

Opera impresario

First edition of Juditha triumphans

In early 18th-century Venice, opera was the most popular musical entertainment. It proved most profitable for
Vivaldi. There were several theaters competing for the public’s attention. Vivaldi started his career as an opera
composer as a sideline: his first opera, Ottone in villa (RV 729) was performed not in Venice, but at the Garzerie
Theater in Vicenza in 1713. The following year, Vivaldi became the impresario of the Teatro San Angelo in
Venice, where his opera Orlando finto pazzo (RV 727) was performed. The work was not to the public’s taste, and
it closed after a couple of weeks, being replaced with a repeat of a different work already given the previous year.

In 1715, he presented Nerone fatto Cesare (RV 724, now lost), with music by seven different composers, of which
he was the leader. The opera contained eleven arias, and was a success. In the late season, Vivaldi planned to
put on an opera composed entirely by him, Arsilda, regina di Ponto (RV 700), but the state censor blocked the
performance. The main character, Arsilda, falls in love with another woman, Lisea, who is pretending to be a
man. Vivaldi got the censor to accept the opera the following year, and it was a resounding success.

At this period, the Pietà commissioned several liturgical works. The most important were two oratorios. Moyses
Deus Pharaonis, (RV 643) is lost. The second, Juditha triumphans (RV 644), celebrates the victory of the
Republic of Venice against the Turks and the recapture of the island ofCorfu. Composed in 1716, it is one of his
sacred masterpieces. All eleven singing parts were performed by girls of the Pietà, both the female and male
roles. Many of the arias include parts for solo instruments—recorders, oboes, violas d’amore, and
mandolins—that showcased the range of talents of the girls.

Also in 1716, Vivaldi wrote and produced two more operas, L’incoronazione di Dario (RV 719) and La costanza
trionfante degli amori e degli odi (RV 706). The latter was so popular that it performed two years later, re-edited
and retitled Artabano re dei Parti (RV 701, now lost). It was also performed in Prague in 1732. In the following
years, Vivaldi wrote several operas that were performed all over Italy.

His progressive operatic style caused him some trouble with more conservative musicians, like Benedetto
Marcello, a magistrate and amateur musician who wrote apamphlet denouncing him and his operas. The
pamphlet, Il teatro alla moda, attacks Vivaldi without mentioning him directly. The cover drawing shows a boat
(the Sant’Angelo), on the left end of which stands a little angel wearing a priest’s hat and playing the violin. The
Marcello family claimed ownership of the Teatro Sant’Angelo, and a long legal battle had been fought with the
management for its restitution, without success. The obscure writing under the picture mentions non-existent
places and names:ALDIVIVA is an anagram of A. Vivaldi.
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In a letter written by Vivaldi to his patron Marchese Bentivoglio in 1737, he makes reference to his “94 operas”.
Only around 50 operas by Vivaldi have been discovered, and no other documentation of the remaining operas
exists. Although Vivaldi may have exaggerated, in his dual role of composer and impresario it is plausible that he
may either have written or been responsible for the production of as many as 94 operas during a career which by
then had spanned almost 25 years. While Vivaldi certainly composed many operas in his time, he never reached
the prominence of other great composers like Alessandro Scarlatti, Johann Adolph Hasse, Leonardo Leo,
andBaldassare Galuppi, as evidenced by his inability to keep a production running for any extended period of time
in any major opera house.

His most successful operas were La costanza trionfante and Farnace which garnered six revivals each.

Mantua and the Four Seasons

Caricature by P. L. Ghezzi, Rome (1723)

In 1717 or 1718, Vivaldi was offered a new prestigious position as Maestro di Cappella of the court of prince Philip
of Hesse-Darmstadt, governor of Mantua. He moved there for three years and produced several operas, among
which was Tito Manlio (RV 738). In 1721, he was in Milan, where he presented the pastoral drama La Silvia (RV
734, 9 arias survive). He visited Milan again the following year with the oratorioL’adorazione delli tre re magi al
bambino Gesù (RV 645, also lost). In 1722 he moved to Rome, where he introduced his operas’ new style. The
new pope Benedict XIII invited Vivaldi to play for him. In 1725, Vivaldi returned to Venice, where he produced four
operas in the same year.

During this period Vivaldi wrote the Four Seasons, four violin concertos depicting scenes appropriate for each
season. Three of the concerti are of original conception, while the first, “Spring”, borrows motifs from a Sinfonia in
the first act of his contemporaneous opera “Il Giustino“. The inspiration for the concertos was probably the
countryside around Mantua. They were a revolution in musical conception: in them Vivaldi represented flowing
creeks, singing birds (of different species, each specifically characterized), barking dogs, buzzing mosquitoes,
crying shepherds, storms, drunken dancers, silent nights, hunting parties from both the hunters’ and the prey’s
point of view, frozen landscapes, ice-skating children, and warming winter fires. Each concerto is associated with
a sonnet, possibly by Vivaldi, describing the scenes depicted in the music. They were published as the first four
concertos in a collection of twelve, Il cimento dell’armonia e dell’inventione, Opus 8, published in Amsterdam
by Michel-Charles Le Cène in 1725.

During his time in Mantua, Vivaldi became acquainted with an aspiring young singer Anna Tessieri Girò who was
to become his student, protégée, and favorite prima donna. Anna, along with her older half-sister Paolina,
became part of Vivaldi’s entourage and regularly accompanied him on his many travels. There was speculation
about the nature of Vivaldi’s and Giro’s relationship, but no evidence to indicate anything beyond friendship and
professional collaboration. Although Vivaldi’s relationship with Anna Girò was questioned, he adamantly denied
any romantic relationship in a letter to his patron Bentivoglio dated 16 November 1737.
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Later life and death

At the height of his career, Vivaldi received commissions from European nobility and royalty.
The serenata (cantata) Gloria e Imeneo (RV 687) was commissioned in 1725 by the French ambassador to
Venice in celebration of the marriage of Louis XV. The following year, another serenata, La Sena
festeggiante (RV 694), was written for and premiered at the French embassy as well, celebrating the birth of the
French royal princesses, Henriette and Louise Élisabeth. Vivaldi’s Opus 9, La Cetra, was dedicated
toEmperor Charles VI. In 1728, Vivaldi met the emperor while the emperor was visiting Trieste to oversee the
construction of a new port. Charles admired the music of the Red Priest so much that he is said to have spoken
more with the composer during their one meeting than he spoke to his ministers in over two years. He gave
Vivaldi the title ofknight, a gold medal and an invitation to Vienna. Vivaldi gave Charles a manuscript copy of La
Cetra, a set of concerti almost completely different from the set of the same title published as Opus 9. The printing
was probably delayed, forcing Vivaldi to gather an improvised collection for the emperor.

Frontispiece of Il teatro alla moda

Accompanied by his father, Vivaldi traveled to Vienna and Prague in 1730, where his opera Farnace (RV 711)
was presented. Some of his later operas were created in collaboration with two of Italy’s major writers of the
time. L’Olimpiade and Catone in Uticawere written by Pietro Metastasio, the major representative of
the Arcadian movement and court poet in Vienna. La Griselda was rewritten by the young Carlo Goldoni from an
earlier libretto by Apostolo Zeno.

Like many composers of the time, the final years of Vivaldi’s life found him in financial difficulties. His
compositions were no longer held in such high esteem as they once were in Venice; changing musical tastes
quickly made them outmoded. In response, Vivaldi chose to sell off sizeable numbers of his manuscripts at paltry
prices to finance his migration to Vienna. The reasons for Vivaldi’s departure from Venice are unclear, but it
seems likely that, after the success of his meeting with Emperor Charles VI, he wished to take up the position of a
composer in the imperial court. On his way to Vienna, Vivaldi may have stopped in Graz to see Anna Girò.

It is also likely that Vivaldi went to Vienna to stage operas, especially as he took up residence near
the Kärntnertortheater. Shortly after his arrival in Vienna, Charles VI died, which left the composer without any
royal protection or a steady source of income. Soon afterwards, Vivaldi became impoverished and died during the
night of 27/28 July 1741, aged 63, of “internal infection”, in a house owned by the widow of a Viennese
saddlemaker. On 28 July he was buried in a simple grave in a burial ground that was owned by the public hospital
fund. Vivaldi’s funeral took place at St. Stephen’s Cathedral, but the young Joseph Haydn had nothing to do with
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this burial, since no music was performed on that occasion. The cost of his funeral with a ‘Kleingeläut’ was 19
Gulden 45 Kreuzer which was rather expensive for the lowest class of burials.

He was buried next to Karlskirche, in an area which is now part of the site of the Technical Institute. The house
where he lived in Vienna has since been destroyed; the Hotel Sacher is built on part of the site. Memorial plaques
have been placed at both locations, as well as a Vivaldi “star” in the Viennese Musikmeile and a monument at the
Rooseveltplatz.

Only three portraits of Vivaldi are known to survive: an engraving, an ink sketch and an oil painting. The
engraving, by Francois Morellon La Cave, was made in 1725 and shows Vivaldi holding a sheet of music. The ink
sketch was done by Ghezzi in 1723 and shows Vivaldi’s head and shoulders in profile. The oil painting, which can
be seen in the Liceo Musicale of Bologna, gives us possibly the most accurate picture and shows Vivaldi’s red
hair under his blonde wig.

Style and influence

Vivaldi’s music was innovative. He brightened the formal and rhythmic structure of the concerto, in which he
looked for harmonic contrasts and innovative melodies and themes; many of his compositions are flamboyantly,
almost playfully, exuberant.

Johann Sebastian Bach was deeply influenced by Vivaldi’s concertos and arias (recalled in his St John
Passion, St Matthew Passion, and cantatas). Bach transcribed six of Vivaldi’s concerti for solo keyboard, three for
organ, and one for four harpsichords, strings, and basso continuo (BWV 1065) based upon the concerto for four
violins, two violas, cello, and basso continuo (RV 580).

Posthumous reputation

During his lifetime, Vivaldi’s popularity quickly made him famous in other countries, including France, but after his
death the composer’s popularity dwindled. After the Baroque period, Vivaldi’s published concerti became
relatively unknown and were largely ignored. Even Vivaldi’s most famous work, The Four Seasons, was at that
time unknown in its original edition.

During the early 20th century, Fritz Kreisler’s Concerto in C, in the Style of Vivaldi (which he passed off as an
original Vivaldi work) helped revive Vivaldi’s reputation. This spurred the French scholar Marc Pincherle to begin
an academic study of Vivaldi’s oeuvre. Many Vivaldi manuscripts were rediscovered, which were acquired by
the Turin National University Library as a result of the generous sponsorship of Turinese businessmen Roberto
Foa and Filippo Giordano, in memory of their sons. This led to a renewed interest in Vivaldi by, among others,
Mario Rinaldi, Alfredo Casella, Ezra Pound, Olga Rudge, Desmond Chute, Arturo Toscanini, Arnold
Schering and Louis Kaufman, all of whom were instrumental in the Vivaldi revival of the 20th century.

In 1926, in a monastery in Piedmont, researchers discovered fourteen folios of Vivaldi’s work that were previously
thought to have been lost during the Napoleonic Wars. Some missing volumes in the numbered set were
discovered in the collections of the descendants of the Grand Duke Durazzo, who had acquired the monastery
complex in the 18th century. The volumes contained 300 concertos, 19 operas and over 100 vocal-instrumental
works.

The resurrection of Vivaldi’s unpublished works in the 20th century is mostly due to the efforts of Alfredo Casella,
who in 1939 organized the historic Vivaldi Week, in which the rediscovered Gloria (RV 589) and l’Olimpiade were
revived. Since World War II, Vivaldi’s compositions have enjoyed wide success. Historically informed
performances, often on “original instruments”, have increased Vivaldi’s fame still further.

Recent rediscoveries of works by Vivaldi include two psalm settings of Nisi Dominus (RV 803, in eight
movements) and Dixit Dominus (RV 807, in eleven movements). These were identified in 2003 and 2005
respectively, by the Australian scholar Janice Stockigt. The Vivaldi scholar Michael Talbot described RV 807 as
“arguably the best nonoperatic work from Vivaldi’s pen to come to light since… …the 1920s”. Vivaldi’s lost 1730
opera Argippo (RV 697) was rediscovered in 2006 by the harpsichordist and conductor Ondřej Macek, whose
Hofmusici orchestra performed the work at Prague Castle on 3 May 2008, its first performance since 1730.
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Works

A composition by Vivaldi is identified by RV number, which refers to its place in the “Ryom-Verzeichnis” or
“Répertoire des oeuvres d’Antonio Vivaldi”, a catalog created in the 20th century by the musicologist Peter Ryom.

Le quattro stagioni (The Four Seasons) of 1723 is his most famous work. Part of Il cimento dell’armonia e
dell’inventione (“The Contest between Harmony and Invention”), it depicts moods and scenes from each of the
four seasons. This work has been described as an outstanding instance of pre-19th century program music.

Vivaldi wrote more than 500 other concertos. About 350 of these are for solo instrument and strings, of which 230
are for violin, the others being for bassoon, cello, oboe, flute,viola d’amore, recorder, lute, or mandolin. About forty
concertos are for two instruments and strings and about thirty are for three or more instruments and strings.

As well as about 46 operas, Vivaldi composed a large body of sacred choral music. Other works include sinfonias,
about 90 sonatas and chamber music.

Some sonatas for flute, published as Il Pastor Fido, have been erroneously attributed to Vivaldi, but were
composed by Nicolas Chédeville.

Catalogs of Vivaldi works

Vivaldi’s works attracted cataloging efforts befitting a major composer. Scholarly work intended to increase the
accuracy and variety of Vivaldi performances also supported new discoveries which made old catalogs
incomplete. Works still in circulation today may be numbered under several different systems (some earlier
catalogs are mentionedhere).

Because the simply consecutive Complete Edition (CE) numbers did not reflect the individual works (Opus
numbers) into which compositions were grouped, Fanna numbers were often used in conjunction with CE
numbers. Combined Complete Edition (CE)/Fanna numbering was especially common in the work of Italian
groups driving the mid-20th century revival of Vivaldi, such as Gli Accademici di Milano under Piero Santi. For

example, the Bassoon Concerto in B♭ major, “La Notte” RV 501, became CE 12, F. VIII,1

Despite the awkwardness of having to overlay Fanna numbers onto the Complete Edition number for meaningful
grouping of Vivaldi’s oeuvre, these numbers displaced the older Pincherle numbers as the (re-)discovery of more
manuscripts had rendered older catalogs obsolete.

This cataloging work was led by the Istituto Italiano Antonio Vivaldi, where Gian Francesco Malipiero was both the
Director and the editor of the published scores (Edizioni G. Ricordi). His work built on that of Antonio Fanna, a
Venetian businessman and the Institute’s founder, and thus formed a bridge to the scholarly catalog dominant
today.

Compositions by Vivaldi are identified today by RV number, the number assigned by Danish musicologist Peter
Ryom in works published mostly in the 1970s, such as the “Ryom-Verzeichnis” or “Répertoire des oeuvres
d’Antonio Vivaldi”. Like the Complete Edition before it, the RV does not typically assign its single, consecutive
numbers to “adjacent” works that occupy one of the composer’s single opus numbers. Its goal as a modern
catalog is to index the manuscripts and sources that establish the existence and nature of all known works. These
several numbering systems are cross-referenced at classical.net.

In popular culture

The movie Vivaldi, a Prince in Venice was completed in 2005 as an Italian-French co-production under the
direction of Jean-Louis Guillermou. In 2005, ABC Radio Nationalcommissioned a radio play about Vivaldi, which
was written by Sean Riley. Entitled The Angel and the Red Priest, the play was later adapted for the stage and
was performed at the Adelaide Festival of the Arts.

Janice Jordan Shefelman wrote a children’s book detailing the life of Vivaldi entitled I, Vivaldi.
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External links

• Catalog of instrumental works
• Complete works catalog
• Works by or about Antonio Vivaldi in libraries (WorldCat catalog)
• Free scores by Antonio Vivaldi at the International Music Score Library Project
• Free scores by Antonio Vivaldi in the Choral Public Domain Library (ChoralWiki)
• The Mutopia Project has compositions by Antonio Vivaldi
• Project Anima Veneziana, Free English eBooks: 1. Talbot, M. Vivaldi. 1993; 2. Heller, K. Antonio Vivaldi:

The Red Priest of Venice. 1997; 3. Pincherle, Marc. Vivaldi: Genius of the Baroque, 1957; 4. Ryom,
Peter. Vivaldi Werkverzeichnis. 1st edition, 2007

• Vivaldi’s Music Podcast
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VIVALDI: FOUR SEASONS

The Four SeasonsThe Four Seasons

The Four Seasons (Italian: Le quattro stagioni) is a set of four violin concertos by Antonio Vivaldi. Composed
in 1725, The Four Seasons is Vivaldi’s best-known work, and is among the most popular pieces in the
classical music repertoire. The texture of each concerto is varied, each resembling its respective season. For
example, “Winter” is peppered with silvery pizzicato notes from the high strings, calling to mind icy rain,
whereas “Summer” evokes a thunderstorm in its final movement, which is why the movement is often called
“Storm” (as noted in the list of derivative works).

The concertos were first published in 1725 as part of a set of twelve concerti, Vivaldi’s Op. 8, entitled Il
cimento dell’armonia e dell’inventione (The Contest Between Harmony and Invention). Vivaldi dedicated their
publication to a Bohemian patron, Count Václav Morzin (of Vrchlabí 1676–1737), and in so mentioned the
count’s longstanding regard for these four, in particular (which had apparently been performed with the
nobleman’s orchestra, in Prague’s Morzin Palace)—although his dedication may have been closely related to
the completion of an Augustinian monastery that year, where Vivaldi, a priest himself, refers to Morzin, the
church’s dedicator, as “Chamberlain and Counsellor to His Majesty, the Catholic Emperor”—while (as Maestro
di Musica in Italy) Vivaldi presents them anew, with sonnets or enhancements for clear interpretation. The first
four concertos are designated Le quattro stagioni, each being named after a season. Each one is in three
movements, with a slow movement between two faster ones (and these movements likewise vary in tempo
amid the seasons as a whole). At the time of writing The Four Seasons, the modern solo form of the concerto
had not yet been defined (typically a solo instrument and accompanying orchestra)[citation needed]. Vivaldi’s
original arrangement for solo violin with string quartet and basso continuo helped to define the form of the
concerto.

List of concertos and movements

1. Concerto No. 1 in E major, Op. 8, RV 269, “La primavera” (Spring)
1. Allegro
2. Largo e pianissimo sempre
3. Allegro pastorale

2. Concerto No. 2 in G minor, Op. 8, RV 315, “L’estate” (Summer)
1. Allegro non molto
2. Adagio e piano – Presto e forte
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3. Presto
3. Concerto No. 3 in F major, Op. 8, RV 293, “L’autunno” (Autumn)

1. Allegro
2. Adagio molto
3. Allegro

4. Concerto No. 4 in F minor, Op. 8, RV 297, “L’inverno” (Winter)
1. Allegro non molto
2. Largo
3. Allegro

Sonnets and allusions

There is some debate as to whether the four concertos were written to accompany four sonnets or vice versa.
Though it is not known who wrote these sonnets, there is a theory that Vivaldi wrote them himself, given that each
sonnet is broken down into three sections, neatly corresponding to a movement in the concerto. Whoever wrote
the sonnets, The Four Seasons may be classified as program music, instrumental music that intends to evoke
something extra-musical and an art form which Vivaldi was determined to prove sophisticated enough to be taken
seriously.

In addition to these sonnets, Vivaldi provided instructions such as “The barking dog” (in the second movement of
“Spring”), “Languor caused by the heat” (in the first movement of “Summer”), and “the drunkards have fallen
asleep” (in the second movement of “Autumn”). The Four Seasons is used in the 1981 film The Four Seasons
along with other Vivaldi concertos for flute.

Hear the MusicHear the Music

Use the link below to listen to recordings of the Four Seasons:
http://en.wikipedia.org/wiki/The_Four_Seasons_(Vivaldi)#Recordings

Recordings

The first recording of The Four Seasons is a matter of some dispute. There is a compact disc of one made by the
violinist Alfredo Campoli which is taken from acetates of a French radio broadcast; these are thought to date from
early in 1939. The first proper electrical recording was made in 1942 by Bernardino Molinari, and though his
adaptation is somewhat different from what we have come to expect from modern performances, it is clearly
recognisable. This first recording by Molinari was made for Cetra, issued in Italy and subsequently in the United
States on six double-sided 78s in the 1940s. It was then reissued on long-playing album in 1950, and was once
again reissued on compact disc.

Not surprisingly, further recordings followed. The next was in 1948 by the violinist Louis Kaufman, mistakenly
credited as the ‘first’ recording, made during the night in New York using ‘dead’ studio time and under pressure
from a forthcoming musicians strike.[citation needed] The performers were The Concert Hall Chamber Orchestra
under Henry Swoboda, Edith Weiss-Mann (harpsichord) and Edouard Nies-Berger (organ). This recording helped
the re-popularisation of Vivaldi’s music in the mainstream repertoire of Europe and America following on the work
done by Molinari and others in Italy. It won the French Grand Prix du Disque in 1950, was elected to the Grammy
Hall of Fame in 2002, and in 2003 was selected for the National Recording Registry in the Library of Congress.
Kaufman, intrigued to learn that the four concertos were in fact part of a set of twelve, set about finding a full
score and eventually recorded the other eight concertos in Zürich in 1950, making his the first recording of
Vivaldi’s complete Op. 8.

I Musici followed in 1955 with the first of several recordings of The Four Seasons with different soloists. The 1955
set with Felix Ayo was that ensemble’s first recording of any music; subsequent I Musici recordings feature Felix
Ayo again in 1959, Roberto Michelucci in 1969, Pina Carmirelli in 1982, Federico Agostini in 1990, and Mariana
Sîrbu in 1995. The 1969 recording by the Academy of St. Martin-in-the-Fields conducted by Neville Marriner,
featuring soloist Alan Loveday, reputedly moved the piece from the realm of esoterica to that of program and
popular staple.
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Nigel Kennedy’s 1989 recording of The Four Seasons with the English Chamber Orchestra sold over two million
copies, becoming one of the best-selling classical works ever.[11]Gil Shaham and the Orpheus Chamber
Orchestra recorded The Four Seasons as well as a music video for the first movement of “Winter” that was
featured regularly on The Weather Channel in the mid-1990s.

The World’s Encyclopedia of Recorded Music in 1952 cites only two recordings of The Four Seasons – by
Molinari and Kaufman. By 2011 approximately 1,000 different recorded versions have been made since Campoli’s
in 1939.[citation needed]

Commensurably, it has become an aspect of these recordings for classical musicians to distinguish their version
of The Four Seasons from others’, with historically informed performances, and embellishments, to the point of
varying the instruments and tempi, or playing notes differently from the listener’s expectation (whether specified
by the composer or not). It is said that Vivaldi’s work presents such opportunities for improvisation.

Derivative works

Derivative works of these concerti include arrangements, transcriptions, covers, remixes, samples, and parodies
in music—themes in theater and opera, soundtracks in films (or video games), and choreography in ballet (along
with contemporary dance, figure skating, rhythmic gymnastics, synchronized swimming, etc.)—either in their
entirety, single movements, or medleys. Antonio Vivaldi appears to have started this trend of adapting music from
The Four Seasons, and since then it has expanded into many aspects of the performing arts (as have other
instrumental & vocal works by the composer). This contest between harmony and invention (as it were) now
involves various genres around the world:

1726 (or 1734)

• Vivaldi re-scored his Spring allegro, both as the opening sinfonia (third movement), and chorus (adding
lyrics) for his opera Dorilla in Tempe.

1739

• Nicolas Chédeville (France) arranged Vivaldi’s four seasons (as “Le printems, ou Les saisons
amusantes”), for hurdy-gurdy or musette, violin, flute, and continuo.

1765

• The French composer Michel Corrette composed and published a choral motet, Laudate Dominum de
Coelis, subtitled “Motet à Grand Chœur arrangé dans le Concerto de Printemps de Vivaldi”. The work,
for choir and orchestra, consists of the words of Psalm 116 set to the music from Vivaldi’s Spring
movement with vocal soloists singing the solo concerto parts.

1808

• Beethoven’s Pastoral Symphony contains many of the same themes, including drunken peasants and a
storm. Beethoven had acquired a solid grounding in baroque music from his teacher Albrechtsberger.

1969

• The Swingle Singers (France) recorded an album (The Joy of Singing) based on Vivaldi’s work (and
other composers’).

1970

• Ástor Piazzolla (Argentina) published Estaciones Porteñas, “The Four Seasons of Buenos Aires”, and
these have been included in “eight seasons” performances, along with Vivaldi’s work, by various artists.

1972

• Moe Koffman (Canada) recorded a jazz album of Vivaldi’s four seasons.

1976

• The New Koto Ensemble (Japan) recorded Vivaldi’s 4 seasons, on their koto instruments.
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1978

• Michael Franks (America) composed a vocal serenade based on the theme of Vivaldi’s summer concerto
(adagio). ] This was subsequently covered by WoongSan (Korea) in 2010.

1982

• Patrick Gleeson (America) recorded a “computer realization” of Vivaldi’s four seasons.

1984

• Thomas Wilbrandt (Germany) composed and recorded “The Electric V” (later adapted for film), which
interprets Vivaldi’s work with ambient electronics, vocals, and samples of the original concerti.

• Roland Petit (France) choreographed a ballet (entitled “Les Quatre Saisons”) to an I Musici performance
of Vivaldi’s work.

1987

• Ben Shedd (America) produced a scenic tour of nature with Vivald’s four seasons (narrated by William
Shatner).

1993

• Jean-Pierre Rampal (France) recorded arrangements of Vivaldi’s four seasons for flute[20] (also
recorded by Jadwiga Kotnowska).

1995

• Arnie Roth (America) recorded “The Four Seasons Suite”, including sonnets (recited by Patrick Stewart).
This may or may not be considered a derivative work, depending on whether Vivaldi’s translated sonnets
were meant to be narrated with the music (versus being read in Italiano, or silently by the audience).

1997

• The Baronics (Canada) recorded surf guitar versions of the violin concertos in Vivaldi’s four seasons
(one movement from each).

• French musician Jacques Loussier composed and recorded, with his trio, jazz-swing interpretations of
the Four Seasons.

1998

• The Great Kat (England/America) recorded a shred guitar (and violin) version of Vivaldi’s summer
presto.

• Vanessa-Mae (Singapore/Britain) recorded her crossover version of Vivaldi’s summer presto, for electric
violin.

1999

• The Chinese Baroque Players recorded arrangements of Vivaldi’s four seasons for traditional Chinese
instruments.

• Petrova & Tikhonov (Russia) performed their long program to a medley of Vivaldi’s seasons to win the
European Figure Skating Championships.

2000

• Venice Harp Quartet (Italy) recorded arrangements of Vivaldi’s four seasons for harp ensemble.
• es:Gustavo Montesano (Argentina) recorded a tango guitar version of the spring allegro, with the Royal

Philharmonic Orchestra.
• Jochen Brusch (Germany) & Sven-Ingvart Mikkelsen (Denmark) recorded arrangements of Vivaldi’s 4

seasons for violin and organ.

2001
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• Bond (Australia/Britain) recorded two singles based on Vivaldi’s winter, with electric strings (violin, cello,
viola), vocals, and electronic beats. They similarly interpreted a movement from each season for
Peugeot car advertisements (2009).

• de:Ferhan & Ferzan Önder (Turkish twin sisters) recorded a transcription of the Four Seasons for two
pianos by Antun Tomislav Šaban.

• BanYa (South Korea) recorded a dance version of Vivaldi’s winter for the Pump it Up video game.
• Susan Osborn (America) recorded a new age vocal serenade based on Vivaldi’s winter largo.
• The Charades (Finland) recorded Vivaldi’s presto as “Summer Twist”, for surf guitar ensemble.

2003

• Red Priest (UK) recorded arrangements of Vivaldi’s 4 seasons for recorder.
• Hayley Westenra (New Zealand) adapted the musical piece called “Winter” into a song titled “River of

Dreams” which is sung in English. It was recorded for her Pure album in July 10th.

2004

• Tafelmusik (Canada) arranged a cross-cultural arts special based on Vivaldi’s four seasons, involving a
Chinese pipa, Indian sarangi and Inuit throat-singing.

2005
Dark Moor (Spain) recorded an electric guitar version of Vivaldi’s winter (allegro non molto), and this was later
integrated into the Finnish video game Frets on Fire.

2006

• Juliette Pochin (Wales) volumed an operatic suite of sonnets to Vivaldi’s four seasons on her debut
album.

• Accentus chamber choir (France) recorded a choral version of Vivaldi’s concerto for winter (complete).
• Stéphane Lambiel (Switzerland) performed his long program to a medley of Vivaldi’s seasons to win the

World Figure Skating Championships.

2007

• Celtic Woman (Ireland) recorded the winter largo with vocals (Italian lyrics). The youngest former
member Chloë Agnew originally recorded it for her Walking in the Air album which was released in 2002.

• PercaDu (Israel) performed an arrangement of Vivaldi’s winter (allegro non molto), for marimbas with
chamber orchestra.

• Mauro Bigonzetti (Italy) choreographed a ballet of Vivaldi’s “Les quatre saisons” for a French-Canadian
dance company.

• Tim Slade (Australia) directed a documentary (entitled “4”) of four classical violinists and their homelands
(in Tokyo, Thursday Island, New York, and Lapland), as they relate to Vivaldi’s four seasons.

2008

• Sveceny & Dvorak (Czech Republic) produced both an album and stage production of world music
based on Vivaldi’s four seasons.

• Yves Custeau (Canada) recorded a rock & roll “one man band” version of the spring allegro.
• Daisy Jopling (England/America) recorded a violin & hip-hop version of Vivaldi’s winter (allegro non

molto), and also performs it reggae style.
• Innesa Tymochko (Ukrain) performed her crossover version of Vivaldi’s summer presto, for violin.
• Wez Bolton (Isle of Man) recorded a cover version of Vivaldi’s winter (allegro non molto), based on the

Japanese video game “Beatmania” remix.
• Patrick Chan (Canada) performed his long program to a medley of Vivaldi’s seasons to win the Canadian

Figure Skating Championships.

2009

• Absynth Against Anguish (Romania) produced an electronic (trance) version of Vivaldi’s four seasons.
• Riccardo Arrighini (Italy) recorded Vivaldi’s four seasons for solo piano, in the style of jazz.
• fr:Christophe Monniot recorded ambient jazz interpretations of Vivaldi’s four seasons.
• Christian Blind (France) recorded a surf-guitar/acid-rock version of Vivaldi’s spring allegro.
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2010

• Art Color Ballet (Poland) performed their “4 elements” show to Vivaldi’s summer presto, arranged by
pl:Hadrian Filip Tabęcki (Kameleon).

• David Garrett (Germany) recorded a crossover version of Vivaldi’s winter (allegro non molto), combining
classical violin with modern rock music.

2011

• Black Smith (Russia) performed Vivaldi’s summer presto in the style of thrash metal music (likewise, this
movement has been covered numerous times by aspiring electric guitar virtuosos, and other crossover
musicians).

• Angels (Greece) performed their crossover version of Vivaldi’s summer presto, for electric strings.
• Szentpeteri Csilla (Hungary) performed her crossover version of Vivaldi’s summer presto, for piano.
• Leonel Valbom (Portugal) remixed Vivaldi’s summer presto with VST Synths.
• Tim Kliphuis (Netherlands) performed Vivaldi’s spring allegro, as a crossover of world music styles.

2012

• German-born British composer Max Richter created a postmodern and minimalist recomposition
released as “Recomposed Vivaldi – The Four Seasons”. Working with solo violinist Daniel Hope, Richter
discarded around 75% of the original source material while the running time was reduced to 44 minutes
playing time.

• Aura (Japan) recorded an a cappella arrangement of Vivaldi’s four seasons, and had also performed
Vivaldi’s Spring chorus (from Dorilla in Tempe) on a prior album.
Sinfonity (Spain) performed Vivaldi’s four seasons for “electric guitar orchestra”.

• Bachod Chirmof (America) produced a MIDI recording & animation of Vivaldi’s winter (movements I &
III).

• Tornado Classic (Russia) performed Vivaldi’s summer presto, with electric guitar and slap bass.
• The symphonic rock band Trans-Siberian Orchestra used a portion of the first movement of the Winter

Concerto in their song “Dreams of Fireflies (On A Christmas Night)” on their Dreams of Fireflies EP. The
song also uses a portion of Mozart’s “Der Hölle Rache kocht in meinem Herzen,” which it had used
previously.

2013

• Richard Galliano (France) recorded Vivaldi’s 4 seasons concertos for accordion, as well as a few of his
opera arias on the instrument.

• Vito Paternoster (Italy) recorded Vivaldi’s Le quattro stagioni in the form of sonatas for cello.
• Periodic (Germany) produced a megamix of Vivaldi’s four seasons, which incorporates electronica with

samples of the classical version.
• Steven Buchanan (America) produced a tetralogy of “midseasons” (slow movements and corresponding

sonnets) from Vivaldi’s program music.

2014

• Si Hayden (England) recorded a solo acoustic guitar improvisation of each movement in Vivaldi’s four
seasons, playing by ear.
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VIVALDI: "SUMMER" FROM FOUR SEASONS
VIDEO

Watch this video online: https://youtu.be/g65oWFMSoK0

Licensing & AttributionsLicensing & Attributions
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HANDEL: BIOGRAPHY

George Frideric Handel, born in 1685, the same year as Johann Sebastian Bach and Domenico Scarlatti.
By Balthasar Denner (c. 1726–1728)

George Frideric HandelGeorge Frideric Handel

George Frideric HandelGeorge Frideric Handel (/ˈhændl/; German: Georg Friedrich HändelGeorg Friedrich Händel; German pronunciation: [ˈhɛndl]; 23 February
1685 – 14 April 1759) was a German-born Baroque composer famous for
his operas, oratorios, anthems and organ concertos. Born in a family indifferent to music, Handel received
critical training in Halle, Hamburg and Italy before settling in London (1712), and became a naturalized British
subject in 1727. He was strongly influenced both by the great composers of the Italian Baroque and the
middle-German polyphonic choral tradition.
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Within fifteen years, Handel had started three commercial opera companies to supply the English nobility with
Italian opera. AsAlexander’s Feast (1736) was well received, Handel made a transition to English choral
works. After his success with Messiah (1742) he never performed an Italian opera again. It has been said that
the passion of Handel’s oratorios is an ethical one, and that they are hallowed not by liturgical dignity but by
moral ideals of humanity. Almost blind, and having lived in England for nearly fifty years, he died in 1759, a
respected and rich man. His funeral was given full state honours, and he was buried in Westminster Abbey.

Handel is regarded as one of the greatest composers of the Baroque era, with works such as Water
Music, Music for the Royal Fireworks and Messiah remaining popular. One of his four Coronation
Anthems, Zadok the Priest (1727), composed for the coronation of George II of Great Britain, has been
performed at every subsequent British coronation, traditionally during the sovereign’s anointing. Handel
composed more than forty operas in over thirty years, and since the late 1960s, with the revival of baroque
music and historically informed musical performance, interest in Handel’s operas has grown.

Early years

Handel’s baptismal registration (Marienbibliothek in Halle)

Handel was born in 1685 in Halle, Duchy of Magdeburg, to Georg Händel and Dorothea Taust. His father, 63
when George Frideric was born, was an eminent barber-surgeon who served the court of Saxe-Weissenfels and
the Margraviate of Brandenburg. According to Handel’s first biographer, John Mainwaring, he “had discovered
such a strong propensity to Music, that his father who always intended him for the study of the Civil Law, had
reason to be alarmed. He strictly forbade him to meddle with any musical instrument but Handel found means to
get a little clavichord privately convey’d to a room at the top of the house. To this room he constantly stole when
the family was asleep”. At an early age Handel became a skilful performer on the harpsichord and pipe organ.
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Händel-Haus (2009) – birthplace of George Frideric Handel

Entrance of Teatro del Cocomero in Florence

Handel and his father travelled to Weissenfels to visit either Handel’s half-brother, Carl, or nephew, Georg
Christian, who was serving as valet to Duke Johann Adolf I. On this trip, young Handel was lifted onto an organ’s
stool, where he surprised everyone with his playing. This performance helped Handel and the duke to convince
his father to allow him to take lessons in musical composition and keyboard technique from Friedrich Wilhelm
Zachow, the organist of Halle’s Marienkirche. Zachow composed music for the Lutheran services at the church,
and from him Handel learned about harmony and counterpoint, copying and analysing scores, and gained
instruction on the oboe, violin, harpsichord and organ. In 1698 Handel played for Frederick I of Prussia and
met Giovanni Bononcini in Berlin.

From Halle to Italy
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The Hamburg Opera am Gänsemarkt in 1726

In 1702, following his father’s wishes, Handel started studying law under Christian Thomasius at theUniversity of
Halle. He earned an appointment for one year as the organist in the former cathedral, by then an evangelical
reformed church. Handel seems to have been unsatisfied, and in 1703 he accepted a position as violinist and
harpsichordist in the orchestra of the Hamburg Oper am Gänsemarkt. There he met the composers Johann
Mattheson, Christoph Graupner and Reinhard Keiser. His first two operas, Almira and Nero, were produced in
1705. He produced two other operas, Daphne and Florindo, in 1708. It is unclear whether Handel directed these
performances.

According to Mainwaring, in 1706 Handel travelled to Italy at the invitation of Ferdinando de’ Medici, but
Mainwaring must have been confused. It was Gian Gastone de’ Medici, whom Handel had met in 1703–1704 in
Hamburg. Ferdinando tried to make Florence Italy’s musical capital, attracting the leading talents of his day. He
had a keen interest in opera. In Italy Handel met librettist Antonio Salvi, with whom he later collaborated. Handel
left for Rome and, since opera was (temporarily) banned in the Papal States, composed sacred music for the
Roman clergy. His famous Dixit Dominus (1707) is from this era. He also composed cantatas in pastoral style for
musical gatherings in the palaces of cardinals Pietro Ottoboni, Benedetto Pamphili andCarlo Colonna.
Two oratorios, La resurrezione and Il trionfo del tempo, were produced in a private setting for Ruspoli and
Ottoboni in 1709 and 1710, respectively. Rodrigo, his first all-Italian opera, was produced in the Cocomero
theatre in Florence in 1707. Agrippina was first produced in 1709 at Teatro San Giovanni Grisostomo, owned by
the Grimanis. The opera, with a libretto by Cardinal Vincenzo Grimani, and according to Mainwaring it ran for 27
nights successively. The audience, thunderstruck with the grandeur and sublimity of his style, applauded for Il
caro Sassone (“the dear Saxon”—referring to Handel’s German origins).

Move to London

George Frideric Handel (left)and King George I on the River Thames, 17 July 1717, by Edouard
Hamman (1819–88).

In 1710, Handel became Kapellmeister to German prince George, the Elector of Hanover, who in 1714 would
become King George I of Great Britain and Ireland. He visited Anna Maria Luisa de’ Medici and her husband
in Düsseldorf on his way to London in 1710. With his opera Rinaldo, based on La Gerusalemme Liberata by the
Italian poet Torquato Tasso, Handel enjoyed great success, although it was composed quickly, with many
borrowings from his older Italian works. This work contains one of Handel’s favourite arias, Cara sposa, amante
cara, and the famous Lascia ch’io pianga.

In 1712, Handel decided to settle permanently in England. He received a yearly income of £200 from Queen
Anne after composing for her the Utrecht Te Deum and Jubilate, first performed in 1713.

One of his most important patrons was The 3rd Earl of Burlington and 4th Earl of Cork, a young and incredibly
wealthy member of anAnglo-Irish aristocratic family. For the young Lord Burlington, Handel wrote Amadigi di
Gaula, a magical opera, about a damsel in distress, based on the tragedy by Antoine Houdar de la Motte.

The conception of an opera as a coherent structure was slow to capture Handel’s imagination and he renounced
it for five years. In July 1717 Handel’s Water Music was performed more than three times on the Thames for the
King and his guests. It is said the compositions spurred reconciliation between the King and Handel.
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Cannons (1717–18)

The Chandos portrait.The 1st Duke of Chandos was an important patron for Handel.

In 1717 Handel became house composer at Cannons in Middlesex, where he laid the cornerstone for his future
choral compositions in the twelve Chandos Anthems. Romain Rolland stated that these anthems were as
important for his oratorios as the cantatas were for his operas. Another work he wrote for The 1st Duke of
Chandos, the owner of Cannons, was Acis and Galatea: during Handel’s lifetime it was his most performed
work. Winton Dean wrote, “the music catches breath and disturbs the memory”.

In 1719 the Duke of Chandos became one of the main subscribers to Handel’s new opera company, the Royal
Academy of Music, but his patronage of music declined after he lost money in the South Sea bubble, which burst
in 1720 in one of history’s greatest financial cataclysms. Handel himself invested in South Sea stock in 1716,
when prices were low and sold before 1720.

Royal Academy of Music (1719–34)

Handel House at 25 Brook Street, Mayfair, London

In May 1719, The 1st Duke of Newcastle, the Lord Chamberlain, ordered Handel to look for new singers. Handel
travelled to Dresden to attend the newly built opera. He saw Teofane by Antonio Lotti, and engaged the cast for
the Royal Academy of Music, founded by a group of aristocrats to assure themselves a constant supply of
baroque opera or opera seria. Handel may have invited John Smith, his fellow student in Halle, and his
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son Johann Christoph Schmidt, to become his secretary and amanuensis. By 1723 he had moved into
a Georgian house at 25 Brook Street, which he rented for the rest of his life. This house, where he rehearsed,
copied music and sold tickets, is now the Handel House Museum. During twelve months between 1724 and
1725, Handel wrote three outstanding and successful operas, Giulio Cesare, Tamerlano and Rodelinda. Handel’s
operas are filled with da capo arias, such as Svegliatevi nel core. After composing Silete venti, he concentrated
on opera and stopped writing cantatas. Scipio, from which the regimental slow march of the British Grenadier
Guards is derived, was performed as a stopgap, waiting for the arrival of Faustina Bordoni.

In 1727 Handel was commissioned to write four anthems for the Coronation ceremony of King George II. One of
these, Zadok the Priest, has been played at every British coronation ceremony since. In 1728 John Gay’s The
Beggar’s Opera premiered at Lincoln’s Inn Fields Theatre and ran for 62 consecutive performances, the longest
run in theatre history up to that time. After nine years Handel’s contract was ended but he soon started a new
company.

The Queen’s Theatre at the Haymarket (now Her Majesty’s Theatre), established in 1705 by architect and
playwright John Vanbrugh, quickly became an opera house. Between 1711 and 1739, more than 25 of Handel’s
operas premièred there. In 1729 Handel became joint manager of the Theatre with John James Heidegger.

A musical portrait of Frederick, Prince of Wales, and his sisters by Philip Mercier, dated 1733, using Kew
Palace as its plein-airbackdrop

The Queen’s Theatre in the Haymarket in London by William Capon

Handel travelled to Italy to engage seven new singers. He composed seven more operas, but the public came to
hear the singers rather than the music. After two commercially successful English oratorios Esther and Deborah,
he was able to invest again in the South Sea Company. Handel reworked his Acis and Galatea which then
became his most successful work ever. Handel failed to compete with theOpera of the Nobility, who engaged
musicians such as Johann Adolph Hasse, Nicolo Porpora and the famous castrato Farinelli. The strong support
by Frederick, Prince of Wales caused conflicts in the royal family. In March 1734 Handel directed a wedding
anthem This is the day which the Lord hath made, and a serenata Parnasso in Festa for Anne of Hanover.
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Opera at Covent Garden (1734–41)

In 1733 the Earl of Essex received a letter with the following sentence: “Handel became so arbitrary a prince, that
the Town murmurs”. The board of chief investors expected Handel to retire when his contract ended, but Handel
immediately looked for another theatre. In cooperation with John Rich he started his third company at Covent
Garden Theatre. Rich was renowned for his spectacular productions. He suggested Handel use his small chorus
and introduce the dancing of Marie Sallé, for whom Handel composed Terpsichore. In 1735 he introduced organ
concertos between the acts. For the first time Handel allowed Gioacchino Conti, who had no time to learn his part,
to substitute arias. Financially, Ariodante was a failure, although he introduced ballet suites at the end of each
act. Alcina, his last opera with a magic content, and Alexander’s Feast or the Power of Music based on John
Dryden’s Alexander’s Feast starred Anna Maria Strada del Pò and John Beard.

In April 1737, at age 52, Handel apparently suffered a stroke which disabled the use of four fingers on his right
hand, preventing him from performing. In summer the disorder seemed at times to affect his understanding.
Nobody expected that Handel would ever be able to perform again. But whether the affliction was rheumatism, a
stroke or a nervous breakdown, he recovered remarkably quickly . To aid his recovery, Handel had travelled
to Aachen, a spa in Germany. During six weeks he took long hot baths, and ended up playing the organ for a
surprised audience.

Deidamia, his last opera, was performed three times in 1741. Handel gave up the opera business, while he
enjoyed more success with his English oratorios.

Oratorio

Handel by Philip Mercier

Il trionfo del tempo e del disinganno, an allegory, Handel’s first oratorio was composed in Italy in 1707, followed
by La resurrezione in 1708 which uses material from the Bible. The circumstances of Esther and its first
performance, possibly in 1718, are obscure. Another 12 years had passed when an act of piracy caused him to
take up Esther once again. Three earlier performances aroused such interest that they naturally prompted the
idea of introducing it to a larger public. Next came Deborah, strongly coloured by the Anthems and Athaliah, his
first English Oratorio. In these three oratorios Handel laid foundation for the traditional use of the chorus which
marks his later oratorios. Handel became sure of himself, broader in his presentation, and more diverse in his
composition.

It is evident how much he learned from Arcangelo Corelli about writing for instruments, and from Alessandro
Scarlatti about writing for the solo voice; but there is no single composer who taught him how to write for
chorus. Handel tended more and more to replace Italian soloists by English ones. The most significant reason for
this change was the dwindling financial returns from his operas. Thus a tradition was created for oratorios which
was to govern their future performance. The performances were given without costumes and action; the singers
appeared in their own clothes.
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Caricature of Handel by Joseph Goupy (1754)

In 1736 Handel produced Alexander’s Feast. John Beard appeared for the first time as one of Handel’s principal
singers and became Handel’s permanent tenor soloist for the rest of Handel’s life. The piece was a great success
and it encouraged Handel to make the transition from writing Italian operas to English choral works. In Saul,
Handel was collaborating withCharles Jennens and experimenting with three trombones, a carillon and extra-
large military kettledrums (from the Tower of London), to be sure “…it will be most excessive
noisy”. Saul and Israel in Egypt both from 1739 head the list of great, mature oratorios, in which the da capo aria
became the exception and not the rule. Israel in Egypt consists of little else but choruses, borrowing from
the Funeral Anthem for Queen Caroline. In his next works Handel changed his course. In these works he laid
greater stress on the effects of orchestra and soloists; the chorus retired into the background. L’Allegro, il
Penseroso ed il Moderato has a rather diverting character; the work is light and fresh.

During the summer of 1741, The 3rd Duke of Devonshire invited Handel to Dublin, capital of the Kingdom of
Ireland, to give concerts for the benefit of local hospitals. His Messiah was first performed at the New Music Hall
in Fishamble Street on 13 April 1742, with 26 boys and five men from the combined choirs of St
Patrick’s and Christ Church cathedrals participating. Handel secured a balance between soloists and chorus
which he never surpassed.

In 1747 Handel wrote his oratorio Alexander Balus. This work was produced at Covent Garden Theatre, on March
23, 1748, and to the aria Hark! hark! He strikes the golden lyre, Handel wrote the acccompaniment
for mandolin, harp, violin, viola, and violoncello.

The use of English soloists reached its height at the first performance of Samson. The work is highly theatrical.
The role of the chorus became increasingly important in his later oratorios. Jephtha was first performed on 26
February 1752; even though it was his last oratorio, it was no less a masterpiece than his earlier works.
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Later years

George Frideric Handel in 1733, by Balthasar Denner (1685–1749)

In 1749 Handel composed Music for the Royal Fireworks; 12,000 people attended the first performance. In 1750
he arranged a performance ofMessiah to benefit the Foundling Hospital. The performance was considered a great
success and was followed by annual concerts that continued throughout his life. In recognition of his patronage,
Handel was made a governor of the Hospital the day after his initial concert. He bequeathed a copy of Messiah to
the institution upon his death. His involvement with the Foundling Hospital is today commemorated with a
permanent exhibition in London’s Foundling Museum, which also holds the Gerald Coke Handel Collection. In
addition to the Foundling Hospital, Handel also gave to a charity that assisted impoverished musicians and their
families.

In August 1750, on a journey back from Germany to London, Handel was seriously injured in a carriage accident
between The Hague and Haarlem in the Netherlands. In 1751 one eye started to fail. The cause was
a cataract which was operated on by the great charlatan Chevalier Taylor. This did not improve his eyesight, but
possibly made it worse. He died eight years later in 1759 at home in Brook Street, at age 74. The last
performance he attended was of Messiah. Handel was buried in Westminster Abbey. More than three thousand
mourners attended his funeral, which was given full state honours.

Handel never married, and kept his personal life private. His initial will bequeathed the bulk of his estate to his
niece Johanna, however four codicils distributed much of his estate to other relations, servants, friends and
charities.

Handel owned an art collection that was auctioned posthumously in 1760. The auction catalogue listed
approximately seventy paintings and ten prints (other paintings were bequeathed).
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Works

Senesino, the famous castrato from Siena

Handel’s compositions include 42 operas, 29 oratorios, more than 120 cantatas, trios and duets, numerous arias,
chamber music, a large number of ecumenical pieces, odes and serenatas, and 16 organ concerti. His most
famous work, the oratorio Messiah with its “Hallelujah” chorus, is among the most popular works in choral music
and has become the centrepiece of the Christmas season. Among the works with opus numbers published and
popularised in his lifetime are the Organ Concertos Op.4 and Op.7, together with the Opus 3 and Opus 6 concerti
grossi; the latter incorporate an earlier organ concerto The Cuckoo and the Nightingale in which birdsong is
imitated in the upper registers of the organ. Also notable are his sixteen keyboard suites, especially The
Harmonious Blacksmith.

Handel introduced previously uncommon musical instruments in his works: the viola d’amore and violetta
marina (Orlando), the lute (Ode for St. Cecilia’s Day), three trombones (Saul), clarinets or small high cornetts
(Tamerlano), theorbo, French horn (Water Music), lyrichord, double bassoon, viola da gamba, bell
chimes, positive organ, and harp (Giulio Cesare, Alexander’s Feast).

Catalogues

Between 1787 and 1797 Samuel Arnold compiled a 180-volume collection of Handel’s works—however it was far
from complete. Also incomplete was the collection produced between 1843 and 1858 by the English Handel
Society (found by Sir George Macfarren).

The 105-volume Händel-Gesellschaft (“German Handel Society”) edition was published between 1858 and
1902—mainly due to the efforts of Friedrich Chrysander. For modern performance, the realisation of the basso
continuo reflects 19th century practice. Vocal scores drawn from the edition were published by Novello in London,
but some scores, such as the vocal score to Samson are incomplete.

The continuing Hallische Händel-Ausgabe edition was first inaugurated in 1955 in the Halle region in Saxony-
Anhalt, Eastern Germany. It did not start as a critical edition, but after heavy criticism of the first volumes, which
were performing editions without a critical apparatus (for example, the opera Serse was published with the title
character recast as a tenor reflecting pre-war German practice), it repositioned itself as a critical edition.
Influenced in part by cold-war realities, editorial work was inconsistent: misprints are found in abundance and
editors failed to consult important sources. In 1985 a committee was formed to establish better standards for the
edition. The unification of Germany in 1990 removed communication problems, and the volumes issued have
since shown a significant improvement in standards.

Between 1978 and 1986 the German academic Bernd Baselt catalogued Handel’s works in his Händel-Werke-
Verzeichnis publication. The catalogue has achieved wide acceptance and is used as the modern numbering
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system, with each of Handel’s works designated an “HWV” number, for example Messiah is catalogued as “HWV
56”.

Legacy

A Masquerade at the King’s Theatre, Haymarket (c. 1724)

Handel’s works were collected and preserved by two men: Sir Samuel Hellier, a country squire whose musical
acquisitions form the nucleus of the Shaw-Hellier Collection, and the abolitionist Granville Sharp. The catalogue
accompanying the National Portrait Gallery exhibition marking the tercentenary of the composer’s birth calls them
two men of the late eighteenth century “who have left us solid evidence of the means by which they indulged their
enthusiasm”.

After his death, Handel’s Italian operas fell into obscurity, except for selections such as the aria from Serse,
“Ombra mai fù”. The oratorios continued to be performed but not long after Handel’s death they were thought to
need some modernisation, and Mozart orchestrated a German version of Messiah and other works. Throughout
the 19th century and first half of the 20th century, particularly in the Anglophonecountries, his reputation rested
primarily on his English oratorios, which were customarily performed by enormous choruses of amateur singers
on solemn occasions. The centenary of his death, in 1859, was celebrated by a performance of Messiah at The
Crystal Palace, involving 2,765 singers and 460 instrumentalists, who played for an audience of about 10,000
people.

Since the early music revival many of the forty-two operas he wrote have been performed in opera houses and
concert halls. Giulio Cesare (1724), Tamerlano (1724) and Rodelinda (1725) each on a libretto by Nicola
Francesco Haym, stand out and are considered as masterpieces, each in a different style.

Handel’s music was studied by composers such as Haydn, Mozart and Beethoven.

Recent decades have revived his secular cantatas and what one might call ‘secular oratorios’ or ‘concert operas’.
Of the former, Ode for St. Cecilia’s Day (1739) (set to texts byJohn Dryden) and Ode for the Birthday of Queen
Anne (1713) are noteworthy. For his secular oratorios, Handel turned to classical mythology for subjects,
producing such works as Acis and Galatea (1719), Hercules (1745) and Semele (1744). These works have a
close kinship with the sacred oratorios, particularly in the vocal writing for the English-language texts. They also
share the lyrical and dramatic qualities of Handel’s Italian operas. As such, they are sometimes performed
onstage by small chamber ensembles. With the rediscovery of his theatrical works, Handel, in addition to his
renown as instrumentalist, orchestral writer, and melodist, is now perceived as being one of opera’s great musical
dramatists.
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A carved marble statue of Handel, created in 1738 by Louis-François Roubiliac

Handel’s work was edited by Samuel Arnold (40 vols., London, 1787–1797), and by Friedrich Chrysander, for the
German Händel-Gesellschaft(105 vols., Leipzig, 1858–1902).

Händel adopted the spelling “George Frideric Handel” on his naturalisation as a British subject, and this spelling is
generally used in English-speaking countries. The original form of his name, Georg Friedrich Händel, is generally
used in Germany and elsewhere, but he is known as “Haendel” in France. Another composer with a similar name,
Handl or Händl, was an Austrian from Carniola and is more commonly known asJacobus Gallus.

Reception

Handel has generally been accorded high esteem by fellow composers, both in his own time and
since. Bach attempted, unsuccessfully, to meet with Handel while he was visiting Halle. Mozart is reputed to
have said of him, “Handel understands affect better than any of us. When he chooses, he strikes like a thunder
bolt.” To Beethoven he was “the master of us all… the greatest composer that ever lived. I would uncover my
head and kneel before his tomb.” Beethoven emphasized above all the simplicity and popular appeal of Handel’s
music when he said, “Go to him to learn how to achieve great effects, by such simple means.”

Homages

Handel Commemoration in Westminster Abbey, 1784

After Handel’s death, many composers wrote works based on or inspired by his music. The first movement
from Louis Spohr’s Symphony No. 6, Op. 116, “The Age of Bach and Handel”, resembles two melodies from
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Handel’s Messiah. In 1797 Ludwig van Beethoven published the 12 Variations in G major on ‘See the conqu’ring
hero comes’ from Judas Maccabaeus by Handel, for cello and piano. In 1822 Beethoven composedThe
Consecration of the House overture, which also bears the influence of Handel. Guitar virtuoso Mauro
Giuliani composed his Variations on a Theme by Handel, Op. 107 for guitar, based on Handel’s Suite No. 5 in E
major, HWV 430, for harpsichord. In 1861, using a theme from the second of Handel’s harpsichord
suites, Johannes Brahms wrote the Variations and Fugue on a Theme by Handel, Op. 24, one of his most
successful works (praised by Richard Wagner). Several works by the French composer Félix-Alexandre
Guilmant use Handel’s themes, for example his March on a Theme by Handel uses a theme from Messiah.
French composer and flautist Philippe Gaubert wrote his Petite marchefor flute and piano based on the fourth
movement of Handel’s Trio Sonata, Op. 5, No. 2, HWV 397. Argentine composer Luis Gianneo composed
his Variations on a Theme by Handel for piano. In 1911, Australian-born composer and pianist Percy
Grainger based one of his most famous works on the final movement of Handel’s Suite No. 5 in E major (just like
Giuliani). He first wrote some variations on the theme, which he titledVariations on Handel’s ‘The Harmonious
Blacksmith’ . Then he used the first sixteen bars of his set of variations to create Handel in the Strand, one of his
most beloved pieces, of which he made several versions (for example, the piano solo version from 1930). Arnold
Schoenberg’s Concerto for String Quartet and Orchestra in B-flat major (1933) was composed after Handel’s
Concerto Grosso, Op. 6/7.

Veneration

Handel is honoured with a feast day on 28 July in the liturgical calendar of the Episcopal Church, with Johann
Sebastian Bach and Henry Purcell; in the Calendar of Saints of the Lutheran Church, with J.S. Bach and Heinrich
Schütz; and in the calendar of saints prepared by The Order of Saint Luke for the use of the United Methodist
Church, with J.S. Bach.

Film

In 1942 Handel was the subject of the British biopic The Great Mr. Handel directed by Norman Walker and
starring Wilfrid Lawson. It was made at Denham Studios by theRank Organisation, and shot in technicolor.

External links

• Howell, Ian. “How to Handle Spelling Händel”. The Countertenor Voice (February 2011).
• Howell, Ian. “Guiding Handel’s Legacy: An Interview with Handel House Museum Director Sarah

Bardwell”. The Countertenor Voice (May 2011).

• Edward Dent’s Handel biography from Project Gutenberg
• Works by George Frideric Handel at Project Gutenberg
• The second volume of Winton Dean for “Handel’s Operas” covering the years 1726–1741
• Friedrich Chrysander’s Handel biography (in German)
• Biographical details web site
• Handel Houses:

◦ The Handel House Museum
◦ The Händel-Haus in Halle, Saxony-Anhalt

• Handel Reference Database

Scores and recordingsScores and recordings

• Free scores by George Frideric Handel at the International Music Score Library Project: includes
Complete Works Edition (Ausgabe der Deutschen Händelgesellschaft)

• Free scores by George Frideric Handel in the Choral Public Domain Library (ChoralWiki)
• The Mutopia Project provides free downloading of sheet music and MIDI files for some of Handel’s

works.
• Free typeset sheet music of Handel’s works from Cantorion.org
• Handel cylinder recordings, from the Cylinder Preservation and Digitization Project at the University of

California, Santa Barbara Library.
• Handel’s Sheet Music by free-scores.com
• Kunst der Fuge: George Frideric Handel – MIDI files
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HANDEL: MESSIAH

MessiahMessiah

Messiah is an English-language oratorio composed in 1741 by George Frideric Handel, with a scriptural text
compiled by Charles Jennens from the King James Bible, and from the version of the Psalms included with
the Book of Common Prayer. It was first performed in Dublin on 13 April 1742 and received its London
premiere nearly a year later. After an initially modest public reception, the oratorio gained in popularity,
eventually becoming one of the best-known and most frequently performed choral works in Western music.

Handel’s reputation in England, where he had lived since 1712, had been established through his
compositions of Italian opera. He turned to English oratorio in the 1730s, in response to changes in public
taste; Messiah was his sixth work in this genre. Although its structure resembles that of opera, it is not in
dramatic form; there are no impersonations of characters and very little direct speech. Instead, Jennens’s text
is an extended reflection on Jesus Christ as Messiah. The text begins in Part I with prophecies by Isaiah and
others, and moves to the annunciation to the shepherds, the only “scene” taken from the Gospels. In Part II,
Handel concentrates on the Passion and ends with the “Hallelujah” chorus. In Part III he covers the
resurrection of the dead and Christ’s glorification in Heaven.

Handel wrote Messiah for modest vocal and instrumental forces, with optional settings for many of the
individual numbers. In the years after his death, the work was adapted for performance on a much larger
scale, with giant orchestras and choirs. In other efforts to update it, its orchestration was revised and amplified
by (among others) Mozart. In the late 20th and early 21st centuries the trend has been towards reproducing a
greater fidelity to Handel’s original intentions, although “big Messiah” productions continue to be mounted. A
near-complete version was issued on 78 rpm discs in 1928; since then the work has been recorded many
times.
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Background

George Frideric Handel (German: Georg Friedrich Händel; pronounced [ˈhɛndəl]) (born in Germany, 1685),
became a prominent German-British Baroque composer, famous for his operas, oratorios, anthems and organ
concertos. Handel received critical musical training in Halle, Hamburg and Italy before settling in London in 1712.
He became a naturalised British subject in 1727.

By 1741, Handel’s pre-eminence in British music was evident from the honours he had accumulated, including a
pension from the court of King George II, the office of Composer of Musick for the Chapel Royal, and—most
unusually for a living person—a statue erected in his honour, in Vauxhall Gardens. Within a large and varied
musical output, Handel was a vigorous champion of Italian opera, which he had introduced to London in 1711 with
Rinaldo. He had subsequently written and presented more than 40 such operas in London’s theatres. By the
early 1730s public taste was beginning to change, and the popular success of John Gay and Johann Christoph
Pepusch’s The Beggar’s Opera (first performed in 1728) had heralded a spate of English-language ballad-operas
that mocked the pretensions of Italian opera. With box-office receipts falling, Handel’s productions were
increasingly reliant on private subsidies from the nobility, and such funding became harder to obtain after the
launch in 1730 of the “Opera of the Nobility”, a rival company to his own. Handel overcame this challenge, but he
spent large sums of his own money to do so.

Future prospects for Italian operas in London declined during the 1730s; Handel remained committed to the
genre, but began to introduce English-language oratorios as occasional alternatives to his staged works. As a
young man in Rome in 1707–08 he had written two Italian oratorios at a time when opera performances in the city
were temporarily forbidden under papal decree. His first venture into English oratorio had been Esther which was
written and performed for a private patron in about 1718. In 1732 Handel brought a revised and expanded
version of Esther to the King’s Theatre, Haymarket, where members of the royal family attended a glittering
premiere on 6 May. Its success encouraged Handel to write two more oratorios (Deborah and Athalia), and all
three oratorios were performed to large and appreciative audiences at the Sheldonian Theatre in Oxford in
mid-1733. Undergraduates reportedly sold their furniture to raise the money for the five-shilling tickets.

In 1735 Handel received the text for a new oratorio named Saul from its librettist Charles Jennens, a wealthy
landowner with musical and literary interests. Because Handel’s main creative concern was still with opera, he
did not write the music for Saul until 1738, in preparation for his 1738–39 theatrical season. The work opened at
the King’s Theatre in January 1739 to a warm reception, and was quickly followed by the less successful oratorio
Israel in Egypt (which may also have come from Jennens). Although Handel continued to write and present
operas, the trend towards English-language productions became irresistible as the decade ended, and after three
performances of his last Italian opera Deidamia in January and February 1741, he abandoned the genre. In July
1741 Jennens sent him a new libretto for an oratorio, and in a letter dated 10 July to his friend Edward
Holdsworth, Jennens wrote: “I hope [Handel] will lay out his whole Genius & Skill upon it, that the Composition
may excell all his former Compositions, as the Subject excells every other subject. The Subject is Messiah”.

Synopsis

In the Christian tradition, the figure of the “Messiah” or redeemer is identified with the person of Jesus, known by
his followers as the Christ or “Jesus Christ”. Handel’s Messiah has been described by the early-music scholar
Richard Luckett as “a commentary on [Jesus Christ’s] Nativity, Passion, Resurrection and Ascension”, beginning
with God’s promises as spoken by the prophets and ending with Christ’s glorification in heaven. In contrast with
most of Handel’s oratorios, the singers in Messiah do not assume dramatic roles, there is no single, dominant
narrative voice, and very little use is made of quoted speech. In his libretto, Jennens’s intention was not to
dramatise the life and teachings of Jesus, but to acclaim the “Mystery of Godliness”, using a compilation of
extracts from the Authorized (King James) Version of the Bible, and from the Psalms included with the Book of
Common Prayer (which are worded slightly differently from their King James counterparts).

The three-part structure of the work approximates to that of Handel’s three-act operas, with the “parts” subdivided
by Jennens into “scenes”. Each scene is a collection of individual numbers or “movements” which take the form of
recitatives, arias and choruses. There are two instrumental numbers, the opening Sinfony in the style of a French
overture, and the pastoral Pifa, often called the “pastoral symphony”, at the mid-point of Part I.
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In Part I, the Messiah’s coming and the Virgin Birth are predicted by the Old Testament prophets. The
annunciation to the shepherds of the birth of the Christ is represented in the words of St Luke’s Gospel. Part II
covers Christ’s Passion and his death, his Resurrection and Ascension, the first spreading of the Gospel through
the world, and a definitive statement of God’s glory summarised in the “Hallelujah”. Part III begins with the
promise of Redemption, followed by a prediction of the Day of Judgment and the “general Resurrection”, ending
with the final victory over sin and death and the acclamation of Christ. According to the musicologist Donald
Burrows, much of the text is so allusive as to be largely incomprehensible to those ignorant of the biblical
accounts. For the benefit of his audiences, Jennens printed and issued a pamphlet explaining the reasons for his
choices of scriptural selections.

Writing history

Libretto

Charles Jennens was born around 1700, into a prosperous landowning family whose lands and properties in
Warwickshire and Leicestershire he eventually inherited. His religious and political views—he opposed the Act of
Settlement of 1701 which secured the accession to the British throne for the House of Hanover—prevented him
from receiving his degree from Balliol College, Oxford, or from pursuing any form of public career. His family’s
wealth enabled him to live a life of leisure while devoting himself to his literary and musical interests. Although the
musicologist Watkins Shaw dismisses Jennens as “a conceited figure of no special ability”, Donald Burrows has
written: “of Jennens’s musical literacy there can be no doubt”. He was certainly devoted to Handel’s music, having
helped to finance the publication of every Handel score since Rodelinda in 1725. By 1741, after their
collaboration on Saul, a warm friendship had developed between the two, and Handel was a frequent visitor to the
Jennens family estate at Gopsall.

Jennens’s letter to Holdsworth of 10 July 1741, in which he first mentions Messiah, suggests that the text was a
recent work, probably assembled earlier that summer. As a devout Anglican and believer in scriptural authority,
part of Jennens’s intention was to challenge advocates of Deism, who rejected the doctrine of divine intervention
in human affairs. Shaw describes the text as “a meditation of our Lord as Messiah in Christian thought and
belief”, and despite his reservations on Jennens’s character, concedes that the finished wordbook “amounts to
little short of a work of genius”. There is no evidence that Handel played any active role in the selection or
preparation of the text, such as he did in the case of Saul; it seems, rather, that he saw no need to make any
significant amendment to Jennens’s work.

Composition

The music for Messiah was completed in 24 days of swift composition. Having received Jennens’s text some time
after 10 July 1741, Handel began work on it on 22 August. His records show that he had completed Part I in
outline by 28 August, Part II by 6 September and Part III by 12 September, followed by two days of “filling up” to
produce the finished work on 14 September. The autograph score’s 259 pages show some signs of haste such as
blots, scratchings-out, unfilled bars and other uncorrected errors, but according to the music scholar Richard
Luckett the number of errors is remarkably small in a document of this length.
At the end of his manuscript Handel wrote the letters “SDG”—Soli Deo Gloria, “To God alone the glory”. This
inscription, taken with the speed of composition, has encouraged belief in the apocryphal story that Handel wrote
the music in a fervour of divine inspiration in which, as he wrote the “Hallelujah” chorus, “he saw all heaven before
him”. Burrows points out that many of Handel’s operas, of comparable length and structure to Messiah, were
composed within similar timescales between theatrical seasons. The effort of writing so much music in so short a
time was not unusual for Handel and his contemporaries; Handel commenced his next oratorio, Samson, within a
week of finishing Messiah, and completed his draft of this new work in a month. In accordance with his frequent
practice when writing new works, Handel adapted existing compositions for use in Messiah, in this case drawing
on two recently completed Italian duets and one written twenty years previously. Thus, Se tu non lasci amore from
1722 became the basis of “O Death, where is thy sting?”; “His yoke is easy” and “And he shall purify” were drawn
from Quel fior che alla’ride (July 1741), “Unto us a child is born” and “All we like sheep” from Nò, di voi non vo’
fidarmi (July 1741). Handel’s instrumentation in the score is often imprecise, again in line with contemporary
convention, where the use of certain instruments and combinations was assumed and did not need to be written
down by the composer; later copyists would fill in the details.
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Before the first performance Handel made numerous revisions to his manuscript score, in part to match the forces
available for the 1742 Dublin premiere; it is probable that his work was not performed as originally conceived in
his lifetime. Between 1742 and 1754 he continued to revise and recompose individual movements, sometimes to
suit the requirements of particular singers. The first published score of Messiah was issued in 1767, eight years
after Handel’s death, though this was based on relatively early manuscripts and included none of Handel’s later
revisions.

Premiere and early performances

Dublin, 1742

The Great Music Hall in Fishamble Street, Dublin, where Messiah was first performed

Handel’s decision to give a season of concerts in Dublin in the winter of 1741–42 arose from an invitation from the
Duke of Devonshire, then serving as Lord Lieutenant of Ireland. A violinist friend of Handel’s, Matthew Dubourg,
was in Dublin as the Lord Lieutenant’s bandmaster; he would look after the tour’s orchestral requirements.
Whether Handel originally intended to perform Messiah in Dublin is uncertain; he did not inform Jennens of any

such plan, for the latter wrote to Holdsworth on 2 December 1741: “… it was some mortification to me to hear that
instead of performing Messiah here he has gone into Ireland with it.” After arriving in Dublin on 18 November
1741, Handel arranged a subscription series of six concerts, to be held between December 1741 and February
1742 at the Great Music Hall, Fishamble Street. These concerts were so popular that a second series was quickly
arranged; Messiah figured in neither series.

In early March Handel began discussions with the appropriate committees for a charity concert, to be given in
April, at which he intended to present Messiah. He sought and was given permission from St Patrick’s and Christ
Church cathedrals to use their choirs for this occasion. These forces amounted to 16 men and 16 boy choristers;
several of the men were allocated solo parts. The women soloists were Christina Maria Avoglio, who had sung
the main soprano roles in the two subscription series, and Susannah Cibber, an established stage actress and
contralto who had sung in the second series. To accommodate Cibber’s vocal range, the recitative “Then shall
the eyes of the blind” and the aria “He shall feed his flock” were transposed down to F major. The performance,
also in the Fishamble Street hall, was originally announced for 12 April, but was deferred for a day “at the request
of persons of Distinction”. The orchestra in Dublin comprised strings, two trumpets, and timpani; the number of
players is unknown. Handel had his own organ shipped to Ireland for the performances; a harpsichord was
probably also used.

The three charities that were to benefit were prisoners’ debt relief, the Mercer’s Hospital, and the Charitable
Infirmary. In its report on a public rehearsal, the Dublin News-Letter described the oratorio as “… far surpass[ing]
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anything of that Nature which has been performed in this or any other Kingdom”. Seven hundred people attended
the premiere on 13 April. So that the largest possible audience could be admitted to the concert, gentlemen were
requested to remove their swords, and ladies were asked not to wear hoops in their dresses.[38] The
performance earned unanimous praise from the assembled press: “Words are wanting to express the exquisite
delight it afforded to the admiring and crouded Audience”. A Dublin clergyman, Rev. Delaney, was so overcome
by Susanna Cibber’s rendering of “He was despised” that reportedly he leapt to his feet and cried: “Woman, for
this be all thy sins forgiven thee!”. The takings amounted to around £400, providing about £127 to each of the
three nominated charities and securing the release of 142 indebted prisoners.

Handel remained in Dublin for four months after the premiere. He organised a second performance of Messiah on
3 June, which was announced as “the last Performance of Mr Handel’s during his Stay in this Kingdom”. In this
second Messiah, which was for Handel’s private financial benefit, Cibber reprised her role from the first
performance, though Avoglio may have been replaced by a Mrs Maclaine;[46] details of other performers are not
recorded.

London, 1743–59

The warm reception accorded to Messiah in Dublin was not repeated in London when Handel introduced the work
at the Covent Garden theatre on 23 March 1743. Avoglio and Cibber were again the chief soloists; they were
joined by the tenor John Beard, a veteran of Handel’s operas, the bass Thomas Rheinhold and two other
sopranos, Kitty Clive and Miss Edwards. The first performance was overshadowed by views expressed in the
press that the work’s subject matter was too exalted to be performed in a theatre, particularly by secular singer-
actresses such as Cibber and Clive. In an attempt to deflect such sensibilities, in London Handel had avoided the
name Messiah and presented the work as the “New Sacred Oratorio”. As was his custom, Handel rearranged the
music to suit his singers. He wrote a new setting of “And lo, the angel of the Lord” for Clive, never used
subsequently. He added a tenor song for Beard: “Their sound is gone out”, which had appeared in Jennens’s
original libretto but had not been in the Dublin performances.

The custom of standing for the “Hallelujah” chorus originates from a belief that, at the London premiere, King
George II did so, which would have obliged all to stand. There is no convincing evidence that the king was
present, or that he attended any subsequent performance of Messiah; the first reference to the practice of
standing appears in a letter dated 1756.

The chapel of the London’s Foundling Hospital, the venue for regular charity performances of Messiah from 1750

London’s initially cool reception of Messiah led Handel to reduce the season’s planned six performances to three,
and not to present the work at all in 1744—to the considerable annoyance of Jennens, whose relations with the
composer temporarily soured. At Jennens’s request, Handel made several changes in the music for the 1745
revival: “Their sound is gone out” became a choral piece, the soprano song “Rejoice greatly” was recomposed in
shortened form, and the transpositions for Cibber’s voice were restored to their original soprano range. Jennens
wrote to Holdsworth on 30 August 1745: “[Handel] has made a fine Entertainment of it, though not near so good
as he might & ought to have done. I have with great difficulty made him correct some of the grosser faults in the
composition …” Handel directed two performances at Covent Garden in 1745, on 9 and 11 April, and then set the
work aside for four years.
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The 1749 revival at Covent Garden, under the proper title of Messiah, saw the appearance of two female soloists
who were henceforth closely associated with Handel’s music: Giulia Frasi and Caterina Galli. In the following year
these were joined by the male alto Gaetano Guadagni, for whom Handel composed new versions of “But who
may abide” and “Thou art gone up on high”. The year 1750 also saw the institution of the annual charity
performances of Messiah at London’s Foundling Hospital, which continued until Handel’s death and beyond. The
1754 performance at the hospital is the first for which full details of the orchestral and vocal forces survive. The
orchestra included fifteen violins, five violas, three cellos, two double-basses, four bassoons, four oboes, two
trumpets, two horns and drums. In the chorus of nineteen were six trebles from the Chapel Royal; the remainder,
all men, were altos, tenors and basses. Frasi, Galli and Beard led the five soloists, who were required to assist
the chorus. For this performance the transposed Guadagni arias were restored to the soprano voice. By 1754
Handel was severely afflicted by the onset of blindness, and in 1755 he turned over the direction of the Messiah
hospital performance to his pupil, J.C. Smith. He apparently resumed his duties in 1757 and may have continued
thereafter. The final performance of the work at which Handel was present was at Covent Garden on 6 April
1759, eight days before his death.

Later performance history

18th century

During the 1750s Messiah was performed increasingly at festivals and cathedrals throughout the country.
Individual choruses and arias were occasionally extracted for use as anthems or motets in church services, or as

concert pieces, a practice that grew in the 19th century and has continued ever since. After Handel’s death,
performances were given in Florence (1768), New York (excerpts, 1770), Hamburg (1772), and Mannheim
(1777), where Mozart first heard it. For the performances in Handel’s lifetime and in the decades following his
death, the musical forces used in the Foundling Hospital performance of 1754 are thought by Burrows to be
typical. A fashion for large-scale performances began in 1784, in a series of commemorative concerts of
Handel’s music given in Westminster Abbey under the patronage of King George III. A plaque on the Abbey wall
records that “The Band consisting of DXXV vocal & instrumental performers was conducted by Joah Bates Esqr.”
In a 1955 article, Sir Malcolm Sargent, a proponent of large-scale performances, wrote, “Mr Bates … had known
Handel well and respected his wishes. The orchestra employed was two hundred and fifty strong, including twelve
horns, twelve trumpets, six trombones and three pairs of timpani (some made especially large).” In 1787 further
performances were given at the Abbey; advertisements promised, “The Band will consist of Eight Hundred
Performers”.

In continental Europe, performances of Messiah were departing from Handel’s practices in a different way: his
score was being drastically reorchestrated to suit contemporary tastes. In 1786, Johann Adam Hiller presented
Messiah with updated scoring in Berlin Cathedral. In 1788 Hiller presented a performance of his revision with a
choir of 259 and an orchestra of 87 strings, 10 bassoons, 11 oboes, 8 flutes, 8 horns, 4 clarinets, 4 trombones, 7
trumpets, timpani, harpsichord and organ. In 1789, Mozart was commissioned by Baron Gottfried van Swieten
and the Gesellschaft der Associierten to re-orchestrate several works by Handel, including Messiah. Writing for a
small-scale performance, he eliminated the organ continuo, added parts for flutes, clarinets, trombones and
horns, recomposed some passages and rearranged others. The performance took place on 6 March 1789 in the
rooms of Count Johann Esterházy, with four soloists and a choir of 12. Mozart’s arrangement, with minor
amendments from Hiller, was published in 1803, after his death. The musical scholar Moritz Hauptmann
described the Mozart additions as “stucco ornaments on a marble temple”. Elements of this version later became
familiar to British audiences, incorporated into editions of the score by editors including Ebenezer Prout.

19th century

In the 19th century, approaches to Handel in German and English-speaking countries diverged further. In Leipzig
in 1856, the musicologist Friedrich Chrysander and the literary historian Georg Gottfried Gervinus founded the
Deutsche Händel-Gesellschaft with the aim of publishing authentic editions of all Handel’s works. At the same
time, performances in Britain and the United States moved away from Handel’s performance practice with
increasingly grandiose renditions. Messiah was presented in New York in 1853 with a chorus of 300 and in
Boston in 1865 with more than 600. In Britain a “Great Handel Festival” was held at the Crystal Palace in 1857,
performing Messiah and other Handel oratorios, with a chorus of 2,000 singers and an orchestra of 500.
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In the 1860s and 1870s ever larger forces were assembled. Bernard Shaw, in his role as a music critic,
commented, “The stale wonderment which the great chorus never fails to elicit has already been exhausted”; he
later wrote, “Why, instead of wasting huge sums on the multitudinous dullness of a Handel Festival does not
somebody set up a thoroughly rehearsed and exhaustively studied performance of the Messiah in St James’s Hall
with a chorus of twenty capable artists? Most of us would be glad to hear the work seriously performed once
before we die.” The employment of huge forces necessitated considerable augmentation of the orchestral parts.
Many admirers of Handel believed that the composer would have made such additions, had the appropriate
instruments been available in his day. Shaw argued, largely unheeded, that “the composer may be spared from
his friends, and the function of writing or selecting ‘additional orchestral accompaniments’ exercised with due
discretion.”

One reason for the popularity of huge-scale performances was the ubiquity of amateur choral societies. The
conductor Sir Thomas Beecham wrote that for 200 years the chorus was “the national medium of musical
utterance” in Britain. However, after the heyday of Victorian choral societies, he noted a “rapid and violent
reaction against monumental performances … an appeal from several quarters that Handel should be played and
heard as in the days between 1700 and 1750”. At the end of the century, Sir Frederick Bridge and T. W. Bourne
pioneered revivals of Messiah in Handel’s orchestration, and Bourne’s work was the basis for further scholarly
versions in the early 20th century.

20th century and beyond

Although the huge-scale oratorio tradition was perpetuated by such large ensembles as the Royal Choral Society,
the Mormon Tabernacle Choir and the Huddersfield Choral Society in the 20th century, there were increasing
calls for performances more faithful to Handel’s conception. At the turn of the century, The Musical Times wrote of
the “additional accompaniments” of Mozart and others, “Is it not time that some of these ‘hangers on’ of Handel’s
score were sent about their business?” In 1902, the musicologist Ebenezer Prout produced a new edition of the
score, working from Handel’s original manuscripts rather than from corrupt printed versions with errors
accumulated from one edition to another. However, Prout started from the assumption that a faithful reproduction
of Handel’s original score would not be practical:

[T]he attempts made from time to time by our musical societies to give Handel’s music as he meant it to be given
must, however earnest the intention, and however careful the preparation, be foredoomed to failure from the very
nature of the case. With our large choral societies, additional accompaniments of some kind are a necessity for
an effective performance; and the question is not so much whether, as how they are to be written.

Prout continued the practice of adding flutes, clarinets and trombones to Handel’s orchestration, but he restored
Handel’s high trumpet parts, which Mozart had omitted (evidently because playing them was a lost art by 1789).
There was little dissent from Prout’s approach, and when Chrysander’s scholarly edition was published in the

same year, it was received respectfully as “a volume for the study” rather than a performing edition, being an
edited reproduction of various of Handel’s manuscript versions. An authentic performance was thought
impossible: The Musical Times correspondent wrote, “Handel’s orchestral instruments were all (excepting the
trumpet) of a coarser quality than those at present in use; his harpsichords are gone for ever … the places in
which he performed the ‘Messiah’ were mere drawing-rooms when compared with the Albert Hall, the Queen’s
Hall and the Crystal Palace. In Australia, The Register protested at the prospect of performances by “trumpery
little church choirs of 20 voices or so”.

In Germany, Messiah was not so often performed as in Britain; when it was given, medium-sized forces were the
norm. At the Handel Festival held in 1922 in Handel’s native town, Halle, his choral works were given by a choir of
163 and an orchestra of 64. In Britain, innovative broadcasting and recording contributed to reconsideration of
Handelian performance. For example, in 1928, Beecham conducted a recording of Messiah with modestly sized
forces and controversially brisk tempi, although the orchestration remained far from authentic. In 1934 and 1935,
the BBC broadcast performances of Messiah conducted by Adrian Boult with “a faithful adherence to Handel’s
clear scoring.” A performance with authentic scoring was given in Worcester Cathedral as part of the Three
Choirs Festival in 1935. In 1950 John Tobin conducted a performance of Messiah in St Paul’s Cathedral with the
orchestral forces specified by the composer, a choir of 60, a counter-tenor alto soloist, and modest attempts at
vocal elaboration of the printed notes, in the manner of Handel’s day. The Prout version sung with many voices
remained popular with British choral societies, but at the same time increasingly frequent performances were
given by small professional ensembles in suitably sized venues, using authentic scoring. Recordings on LP and
CD were preponderantly of the latter type, and the large scale Messiah came to seem old-fashioned.
The cause of authentic performance was advanced in 1965 by the publication of a new edition of the score, edited
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by Watkins Shaw. In the Grove Dictionary of Music and Musicians, David Scott writes, “the edition at first aroused
suspicion on account of its attempts in several directions to break the crust of convention surrounding the work in
the British Isles.” By the time of Shaw’s death in 1996, The Times described his edition as “now in universal use”.

Messiah remains Handel’s best-known work, with performances particularly popular during the Advent season;
writing in December 1993, the music critic Alex Ross refers to that month’s 21 performances in New York alone
as “numbing repetition”. Against the general trend towards authenticity, the work has been staged in opera
houses, both in London (2009) and in Paris (2011). The Mozart score is revived from time to time, and in
Anglophone countries “singalong” performances with many hundreds of performers are popular. Although
performances striving for authenticity are now usual, it is generally agreed that there can never be a definitive
version of Messiah; the surviving manuscripts contain radically different settings of many numbers, and vocal and
instrumental ornamentation of the written notes is a matter of personal judgment, even for the most historically
informed performers. The Handel scholar Winton Dean has written:

[T]here is still plenty for scholars to fight over, and more than ever for conductors to decide for themselves. Indeed
if they are not prepared to grapple with the problems presented by the score they ought not to conduct it. This
applies not only to the choice of versions, but to every aspect of baroque practice, and of course there are often
no final answers.

Music

Organisation and numbering of movements

The numbering of the movements shown here is in accordance with the Novello vocal score (1959), edited by
Watkins Shaw, which adapts the numbering earlier devised by Ebenezer Prout. Other editions count the
movements slightly differently; the Bärenreiter edition of 1965, for example, does not number all the recitatives
and runs from 1 to 47. The division into parts and scenes is based on the 1743 word-book prepared for the first
London performance. The scene headings are given as Burrows summarised the scene headings by Jennens.

Part IPart I
Scene 1:Scene 1: Isaiah’s prophecy of salvation

1. Sinfony (instrumental)
2. Comfort ye my people (tenor)
3. Ev’ry valley shall be exalted (tenor)
4. And the glory of the Lord (chorus)

Scene 2:Scene 2: The coming judgment

5. Thus saith the Lord of hosts (bass)
6. But who may abide the day of His coming (soprano, alto or bass)
7. And he shall purify the sons of Levi (chorus)

Scene 3:Scene 3: The prophecy of Christ’s birth

8. Behold, a virgin shall conceive (alto)
9. O thou that tellest good tidings to Zion (alto and chorus)
10. For behold, darkness shall cover the earth (bass)
11. The people that walked in darkness have seen a great light (bass)
12. For unto us a child is born (chorus)

Scene 4:Scene 4: The annunciation to the shepherds

13. Pifa (“pastoral symphony”: instrumental)
14a. There were shepherds abiding in the fields (soprano)
14b. And lo, the angel of the Lord (soprano)
15. And the angel said unto them (soprano)
16. And suddenly there was with the angel (soprano)
17. Glory to God in the highest (chorus)
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Scene 5:Scene 5: Christ’s healing and redemption

18. Rejoice greatly, O daughter of Zion (soprano)
19. Then shall the eyes of the blind be opened (soprano or alto)
20. He shall feed his flock like a shepherd (alto and/or soprano)
21. His yoke is easy (chorus)
Part IIPart II
Scene 1:Scene 1: Christ’s Passion

22. Behold the Lamb of God (chorus)
23. He was despised and rejected of men (alto)
24. Surely he has borne our griefs and carried our sorrows (chorus)
25. And with his stripes we are healed (chorus)
26. All we like sheep have gone astray (chorus)
27. All they that see him laugh him to scorn (tenor)
28. He trusted in God that he would deliver him (chorus)
29. Thy rebuke hath broken his heart (tenor or soprano)
30. Behold and see if there be any sorrow (tenor or soprano)

Scene 2:Scene 2: Christ’s Death and Resurrection

31. He was cut off (tenor or soprano)
32. But thou didst not leave his soul in hell (tenor or soprano)

Scene 3:Scene 3: Christ’s Ascension

33. Lift up your heads, O ye gates (chorus)

Scene 4:Scene 4: Christ’s reception in Heaven

34. Unto which of the angels (tenor)
35. Let all the angels of God worship Him (chorus)

Scene 5:Scene 5: The beginnings of Gospel preaching

36. Thou art gone up on high (soprano, alto, or bass)
37. The Lord gave the word (chorus)
38. How beautiful are the feet (soprano, alto, or chorus)
39. Their sound is gone out (tenor or chorus)

Scene 6:Scene 6: The world’s rejection of the Gospel

40. Why do the nations so furiously rage together (bass)
41. Let us break their bonds asunder (chorus)
42. He that dwelleth in heaven (tenor)

Scene 7:Scene 7: God’s ultimate victory

43. Thou shalt break them with a rod of iron (tenor)
44. Hallelujah (chorus)

Part IIIPart III
Scene 1:Scene 1: The promise of eternal life

45. I know that my Redeemer liveth (soprano)
46. Since by man came death (chorus)

Scene 2:Scene 2: The Day of Judgment

47. Behold, I tell you a mystery (bass)
48. The trumpet shall sound (bass)
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Scene 3:Scene 3: The final conquest of sin

49. Then shall be brought to pass (alto)
50. O death, where is thy sting (alto and tenor)
51. But thanks be to God (chorus)
52. If God be for us, who can be against us (soprano)

Scene 4:Scene 4: The acclamation of the Messiah

53. Worthy is the Lamb (chorus)

Amen (chorus)

Overview

The final bars of the “Hallelujah” chorus, from Handel’s manuscript

Handel’s music for Messiah is distinguished from most of his other oratorios by an orchestral restraint—a quality
which the musicologist Percy M. Young observes was not adopted by Mozart and other later arrangers of the
music. The work begins quietly, with instrumental and solo movements preceding the first appearance of the
chorus, whose entry in the low alto register is muted. A particular aspect of Handel’s restraint is his limited use of
trumpets throughout the work. After their introduction in the Part I chorus “Glory to God”, apart from the solo in
“The trumpet shall sound” they are heard only in “Hallelujah” and the final chorus “Worthy is the Lamb”. It is this
rarity, says Young, that makes these brass interpolations particularly effective: “Increase them and the thrill is
diminished”. In “Glory to God”, Handel marked the entry of the trumpets as da lontano e un poco piano, meaning
“quietly, from afar”; his original intention had been to place the brass offstage (in disparte) at this point, to highlight
the effect of distance. In this initial appearance the trumpets lack the expected drum accompaniment, “a
deliberate withholding of effect, leaving something in reserve for Parts II and III” according to Luckett.

Although Messiah is not in any particular key, Handel’s tonal scheme has been summarised by the musicologist
Anthony Hicks as “an aspiration towards D major”, the key musically associated with light and glory. As the
oratorio moves forward with various shifts in key to reflect changes in mood, D major emerges at significant
points, primarily the “trumpet” movements with their uplifting messages. It is the key in which the work reaches its
triumphant ending. In the absence of a predominant key, other integrating elements have been proposed. For
example, the musicologist Rudolf Steglich has suggested that Handel used the device of the “ascending fourth”
as a unifying motif; this device most noticeably occurs in the first two notes of “I know that my Redeemer liveth”
and on numerous other occasions. Nevertheless, Luckett finds this thesis implausible, and asserts that “the unity
of Messiah is a consequence of nothing more arcane than the quality of Handel’s attention to his text, and the
consistency of his musical imagination”.Allan Kozinn, The New York Times music critic, finds “a model marriage
of music and text … From the gentle falling melody assigned to the opening words (“Comfort ye”) to the sheer
ebullience of the “Hallelujah” chorus and the ornate celebratory counterpoint that supports the closing “Amen”,
hardly a line of text goes by that Handel does not amplify”.
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Part I

Hear the MusicHear the Music

No. 2. Recit. accompanied (Tenor): Comfort ye my people

The opening Sinfony is composed in E minor for strings, and is Handel’s first use in oratorio of the French
overture form. Jennens commented that the Sinfony contains “passages far unworthy of Handel, but much more
unworthy of the Messiah”; Handel’s early biographer Charles Burney merely found it “dry and uninteresting”. A
change of key to E major leads to the first prophecy, delivered by the tenor whose vocal line in the opening
recitative “Comfort ye” is entirely independent of the strings accompaniment. The music proceeds through various
key changes as the prophecies unfold, culminating in the G major chorus “For unto us a child is born”, in which
the choral exclamations (which include an ascending fourth in “the Mighty God”) are imposed on material drawn
from Handel’s Italian cantata Nò, di voi non vo’fidarmi. Such passages, says the music historian Donald Jay
Grout, “reveal Handel the dramatist, the unerring master of dramatic effect”.

The pastoral interlude that follows begins with the short instrumental movement, the Pifa, which takes its name
from the shepherd-bagpipers, or pifferare, who played their pipes in the streets of Rome at Christmas time.
Handel wrote the movement in both 11-bar and extended 32-bar forms; according to Burrows, either will work in

performance. The group of four short recitatives which follow it introduce the soprano soloist—although often the
earlier aria “But who may abide” is sung by the soprano in its transposed G minor form. The final recitative of this
section is in D major and heralds the affirmative chorus “Glory to God”. The remainder of Part I is largely carried
by the soprano in B flat, in what Burrows terms a rare instance of tonal stability. The aria “He shall feed his flock”
underwent several transformations by Handel, appearing at different times as a recitative, an alto aria and a duet
for alto and soprano before the original soprano version was restored in 1754. The appropriateness of the Italian
source material for the setting of the solemn concluding chorus “His yoke is easy” has been questioned by the
music scholar Sedley Taylor, who calls it “a piece of word-painting … grieviously out of place”, though he
concedes that the four-part choral conclusion is a stroke of genius that combines beauty with dignity.

Part II

Hear the MusicHear the Music

No. 23. Air (Alto): He was despised

The second Part begins in G minor, a key which, in Hogwood’s phrase, brings a mood of “tragic presentiment” to
the long sequence of Passion numbers which follows. The declamatory opening chorus “Behold the Lamb of
God”, in fugal form, is followed by the alto solo “He was despised” in E flat major, the longest single item in the
oratorio, in which some phrases are sung unaccompanied to emphasise Christ’s abandonment. Luckett records
Burney’s description of this number as “the highest idea of excellence in pathetic expression of any English song”.
The subsequent series of mainly short choral movements cover Christ’s Passion, Crucifixion, Death and

Resurrection, at first in F minor, with a brief F major respite in “All we like sheep”. Here, Handel’s use of Nò, di voi
non vo’fidarmi has Sedley Taylor’s unqualified approval: “[Handel] bids the voices enter in solemn canonical
sequence, and his chorus ends with a combination of grandeur and depth of feeling such as is at the command of
consummate genius only”.

Hear the MusicHear the Music

No. 44. Chorus: Hallelujah

The sense of desolation returns, in what Hogwood calls the “remote and barbarous” key of B flat minor, for the
tenor recitative “All they that see him”. The sombre sequence finally ends with the Ascension chorus “Lift up your
heads”, which Handel initially divides between two choral groups, the altos serving both as the bass line to a
soprano choir and the treble line to the tenors and basses. For the 1754 Foundling Hospital performance Handel
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added two horns, which join in when the chorus unites towards the end of the number. After the celebratory tone
of Christ’s reception into heaven, marked by the choir’s D major acclamation “Let all the angels of God worship
him”, the “Whitsun” section proceeds through a series of contrasting moods—serene and pastoral in “How
beautiful are the feet”, theatrically operatic in “Why do the nations so furiously rage”—towards the Part II
culmination of “Hallelujah”. This, as Young points out, is not the climactic chorus of the work, although one cannot
escape its “contagious enthusiasm”. It builds from a deceptively light orchestral opening, through a short, unison
cantus firmus passage on the words “For the Lord God omnipotent reigneth”, to the reappearance of the long-
silent trumpets at “And He shall reign for ever and ever”. Commentators have noted that the musical line for this
third subject is based on Wachet auf, Philipp Nicolai’s popular Lutheran chorale.

Part III

The opening soprano solo in E major, “I know that my Redeemer liveth” is one of the few numbers in the oratorio
that has remained unrevised from its original form. its simple unison violin accompaniment and its consoling
rhythms apparently brought tears to Burney’s eyes. It is followed by a quiet chorus that leads to the bass’s
declamation in D major: “Behold, I tell you a mystery”, then the long aria “The trumpet shall sound”, marked
pomposo ma non allegro (“dignified but not fast”). Handel originally wrote this in da capo form, but shortened it to
dal segno, probably before the first performance. The extended, characteristic trumpet tune that precedes and
accompanies the voice is the only significant instrumental solo in the entire oratorio. Handel’s awkward, repeated
stressing of the fourth syllable of “incorruptible” may have been the source of the 18th century poet William
Shenstone’s comment that he “could observe some parts in Messiah wherein Handel’s judgements failed him;
where the music was not equal, or was even opposite, to what the words required”. After a brief solo recitative,
the alto is joined by the tenor for the only duet in Handel’s final version of the music, “O death, where is thy sting?”
The melody is adapted from Handel’s 1722 cantata Se tu non lasci amore, and is in Luckett’s view the most
successful of the Italian borrowings. The duet runs straight into the chorus “But thanks be to God”.

The reflective soprano solo “If God be for us” (originally written for alto) quotes Luther’s chorale Aus tiefer Not. It
ushers in the D major choral finale: “Worthy is the Lamb”, leading to the apocalyptic “Amen” in which, says
Hogwood, “the entry of the trumpets marks the final storming of heaven”. Handel’s first biographer, John
Mainwaring, wrote in 1760 that this conclusion revealed the composer “rising still higher” than in “that vast effort of
genius, the Hallelujah chorus”. Young writes that the “Amen” should, in the manner of Palestrina, “be delivered as
though through the aisles and ambulatories of some great church”.

Recordings

Many early recordings of individual choruses and arias from Messiah reflect the performance styles then
fashionable—large forces, slow tempi and liberal reorchestration. Typical examples are choruses conducted by
Sir Henry Wood, recorded in 1926 for Columbia with the 3,500-strong choir and orchestra of the Crystal Palace
Handel Festival, and a contemporary rival disc from HMV featuring the Royal Choral Society under Malcolm
Sargent, recorded at the Royal Albert Hall.

The first near-complete recording of the whole work (with the cuts then customary) was conducted by Sir Thomas
Beecham in 1928. It represented an effort by Beecham to “provide an interpretation which, in his opinion, was
nearer the composer’s intentions”, with smaller forces and faster tempi than had become traditional. His contralto
soloist, Muriel Brunskill, later commented, “His tempi, which are now taken for granted, were revolutionary; he
entirely revitalised it”. Nevertheless, Sargent retained the large scale tradition in his four HMV recordings, the first
in 1946 and three more in the 1950s and 1960s, all with the Huddersfield Choral Society and the Liverpool
Philharmonic Orchestra. Beecham’s second recording of the work, in 1947, “led the way towards more truly
Handelian rhythms and speeds”, according to the critic Alan Blyth. In a 1991 study of all 76 complete Messiahs
recorded by that date, the writer Teri Noel Towe called this version of Beecham’s “one of a handful of truly stellar
performances”.

In 1954 the first recording based on Handel’s original scoring was conducted by Hermann Scherchen for Nixa
using London forces; it was quickly followed by another version, judged scholarly at the time, under Sir Adrian
Boult for Decca. By the standards of 21st-century performance, however, Scherchen’s and Boult’s tempi were still
slow, and there was no attempt at vocal ornamentation by the soloists. In 1966 and 1967 two new recordings
were regarded as great advances in scholarship and performance practice, conducted respectively by Colin Davis
for Philips and Charles Mackerras for HMV. They inaugurated a new tradition of brisk, small scale performances,
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with vocal embellishments by the solo singers. An important recording from 1965 conducted by Otto Klemperer is
also available, featuring superstar soloists Elizabeth Schwarzkopf, Nicolai Gedda, and Jerome Hines. Among the
last notable recordings of older-style performances were Beecham’s final, extravagantly reorchestrated version
made for RCA Victor in 1959; one conducted by Karl Richter for DG in 1973, though it used authentic
orchestration; and a third based on Prout’s 1902 edition of the score, with a 325-voice choir and 90-piece
orchestra conducted by Sir David Willcocks in 1995.

By the end of the 1970s the quest for authenticity had extended to the use of period instruments and historically
correct styles of playing them. The first of such versions were conducted by the early music specialists
Christopher Hogwood (1979) and John Eliot Gardiner (1982). The use of period instruments quickly became the
norm on record, although conductors such as Sir Georg Solti (1985) and Sir Neville Marriner (1993) continued to
favour modern instruments. Gramophone magazine and The Penguin Guide to Recorded Classical Music
highlighted two versions, conducted respectively by Trevor Pinnock (1988) and Richard Hickox (1992). The latter
employs a chorus of 24 singers and an orchestra of 31 players; Handel is known to have used a chorus of 19 and
an orchestra of 37. Performances on an even smaller scale have followed.

By 2006, much more was known about “authentic” performance, and many instrumentalists skilled in the period
style, and equipped with the right instruments were available. Edward Higginbottom produced a new recording,
based on the edition of 1751[139] (Naxos 8.570131). The choir of New College Oxford (men and boys) provided
the chorus and soloists… bass, tenor, alto and treble. The orchestra was the Academy of Ancient Music.

Several reconstructions of early performances have been recorded: the 1742 Dublin version by Scherchen in
1954 and again in 1959; and by Jean-Claude Malgoire in 1980 and several recordings of the 1754 Foundling
Hospital version, including those under Hogwood (1979), Andrew Parrott (1989), and Paul McCreesh.
Unorthodox adaptations have included a late 1950s recording conducted by Leonard Bernstein of his own edition

which regrouped and reordered the numbers into a “Christmas section” and an “Easter section”. In 1973 David
Willcocks conducted a set for HMV in which all the soprano arias were sung in unison by the boys of the Choir of
King’s College, Cambridge, and in 1974, for DG, Mackerras conducted a set of Mozart’s reorchestrated version,
sung in German.

On the Saturday 11 Apr 2009 broadcast of BBC 3’s CD Review – Building a Library, musicologist Berta Joncus
surveyed recordings of Messiah and recommended the 2008 recording by The Sixteen, Harry Christophers
(conductor), as the best available choice.

Editions

The first published score of 1767, together with Handel’s documented adaptations and recompositions of various
movements, has been the basis for many performing versions since the composer’s lifetime. Modern
performances which seek authenticity tend to be based on one of three 20th-century performing editions.[106]
These all use different methods of numbering movements:

• The Novello Edition, edited by Watkins Shaw, first published as a vocal score in 1959, revised and
issued 1965. This uses the numbering first used in the Prout edition of 1902.

• The Bärenreiter Edition, edited by John Tobin, published in 1965, which forms the basis of the Messiah
numbering in Bernd Baselt’s catalogue (HWV) of Handel’s works, published in 1984.

• The Peters Edition, edited by Donald Burrows, vocal score published 1972, which uses an adaptation of
the numbering devised by Kurt Soldan.

• The Oxford University Press edition by Clifford Bartlett, 1998

The edition edited by Friedrich Chrysander and Max Seiffert for the Deutsche Händel-Gesellschaft (Berlin, 1902)
is not a general performing edition, but has been used as a basis of scholarship and research.
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HANDEL: MESSIAH - "FOR UNTO US A CHILD IS
BORN" VIDEO

Watch this video online: https://youtu.be/MS3vpAWW2Zc
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BACH: BIOGRAPHY

Portrait of Bach, aged 61,Haussmann, 1748

Johann Sebastian BachJohann Sebastian Bach

Johann Sebastian BachJohann Sebastian Bach (31 March [O.S. 21 March] 1685 – 28 July 1750) was a German composer and musician
of the Baroque period. He enriched established German styles through his skill
in counterpoint, harmonic and motivic organisation, and the adaptation of rhythms, forms, and textures from
abroad, particularly from Italy and France. Bach’s compositions include theBrandenburg concertos, the Mass
in B minor, The Well-Tempered Clavier, two Passions, keyboard works, and more than 300cantatas, of which
nearly 100 cantatas have been lost to posterity. His music is revered for its intellectual depth, technical
command, and artistic beauty.
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Bach was born in Eisenach, Saxe-Eisenach, into a great musical family; his father, Johann Ambrosius Bach,
was the director of the town musicians, and all of his uncles were professional musicians. His father probably
taught him to play violin and harpsichord, and his brother, Johann Christoph Bach, taught him the clavichord
and exposed him to much contemporary music. Apparently at his own initiative, Bach attended St Michael’s
School in Lüneburg for two years. After graduating, he held several musical posts across Germany: he served
as Kapellmeister (director of music) to Leopold, Prince of Anhalt-Köthen, Cantor of the Thomasschule in
Leipzig, and Royal Court Composer to August III. Bach’s health and vision declined in 1749, and he died on
28 July 1750. Modern historians believe that his death was caused by a combination of stroke and
pneumonia.

Bach’s abilities as an organist were highly respected throughout Europe during his lifetime, although he was
not widely recognised as a great composer until a revival of interest and performances of his music in the first
half of the nineteenth century. He is now generally regarded as one of the main composers of the Baroque
period, and as one of the greatest composers of all time.

Life
Childhood (1685–1703)

Johann Ambrosius Bach, Bach’s father

Johann Sebastian Bach was born in Eisenach, Saxe-Eisenach, on 21 March 1685 O.S. (31 March 1685 N.S.). He
was the son of Johann Ambrosius Bach, the director of the town musicians, and Maria Elisabeth Lämmerhirt. He
was the eighth child of Johann Ambrosius, (the eldest son in the family was 14 at the time of Bach’s birth) who
probably taught him violin and the basics of music theory. His uncles were all professional musicians, whose
posts included church organists, court chamber musicians, and composers. One uncle, Johann Christoph
Bach (1645–93), introduced him to the organ, and an older second cousin, Johann Ludwig Bach (1677–1731),
was a well-known composer and violinist. Bach drafted a genealogy around 1735, titled “Origin of the musical
Bach family”.

Bach’s mother died in 1694, and his father died eight months later. Bach, aged 10, moved in with his oldest
brother, Johann Christoph Bach (1671–1721), the organist at St. Michael’s Church in Ohrdruf, Saxe-Gotha-
Altenburg. There he studied, performed, and copied music, including his own brother’s, despite being forbidden
to do so because scores were so valuable and private and blank ledger paper of that type was costly. He
received valuable teaching from his brother, who instructed him on the clavichord. J.C. Bach exposed him to the
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works of great composers of the day, including South German composers such as Johann Pachelbel (under
whom Johann Christoph had studied) and Johann Jakob Froberger; North German composers; Frenchmen, such
as Jean-Baptiste Lully, Louis Marchand, Marin Marais; and the Italian clavierist Girolamo Frescobaldi. Also during
this time, he was taught theology, Latin, Greek, French, and Italian at the local gymnasium.

At the age of 14, Bach, along with his older school friend George Erdmann, was awarded a choral scholarship to
study at the prestigious St. Michael’s School in Lüneburg in the Principality of Lüneburg. Although it is not known
for certain, the trip was likely taken mostly on foot. His two years there were critical in exposing him to a wider
facet of European culture. In addition to singing in the choir he played the School’s three-manual organ and
harpsichords. He came into contact with sons of noblemen from northern Germany sent to the highly selective
school to prepare for careers in other disciplines.

While in Lüneburg, Bach had access to St. John’s Church and possibly used the church’s famous organ, built in
1549 by Jasper Johannsen, since it was played by his organ teacher Georg Böhm. Given his musical talent,
Bach had significant contact with Böhm while a student in Lüneburg, and also took trips to nearby Hamburg
where he observed “the great North German organist Johann Adam Reincken”. Stauffer reports the discovery in
2005 of the organ tablatures that Bach wrote out when still in his teens of works by Reincken and Dieterich
Buxtehude showing “a disciplined, methodical, well-trained teenager deeply committed to learning his craft”.

Weimar, Arnstadt, and Mühlhausen (1703–08)

St. Boniface’s Church, Arnstadt

In January 1703, shortly after graduating from St. Michael’s and being turned down for the post of organist
at Sangerhausen, Bach was appointed court musician in the chapel of Duke Johann Ernst in Weimar. His role
there is unclear, but likely included menial, non-musical duties. During his seven-month tenure at Weimar, his
reputation as a keyboardist spread so much that he was invited to inspect the new organ, and give the inaugural
recital, at St. Boniface’s Church in Arnstadt, located about 30 kilometres (19 mi) southwest of Weimar. In August
1703, he became the organist at St Boniface’s, with light duties, a relatively generous salary, and a fine new
organ tuned in the modern tempered system that allowed a wide range of keys to be used.

St. Mary’s Church, Lübeck
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Despite strong family connections and a musically enthusiastic employer, tension built up between Bach and the
authorities after several years in the post. Bach was dissatisfied with the standard of singers in the choir, while his
employer was upset by his unauthorised absence from Arnstadt; Bach was gone for several months in 1705–06,
to visit the great organist and composer Dieterich Buxtehude and his Abendmusiken at St. Mary’s Church in the
northern city of Lübeck. The visit to Buxtehude involved a 400-kilometre (250 mi) journey on foot each way. The
trip reinforced Buxtehude’s style as a foundation for Bach’s earlier works. Bach wanted to
become amanuensis (assistant and successor) to Buxtehude, but did not want to marry his daughter, which was a
condition for his appointment.

In 1706, Bach was offered a post as organist at St. Blasius’s in Mühlhausen, which he took up the following year.
It included significantly higher remuneration, improved conditions, and a better choir. Four months after arriving at
Mühlhausen, Bach married Maria Barbara Bach, his second cousin. They had seven children, four of whom
survived to adulthood, including Wilhelm Friedemann Bach and Carl Philipp Emanuel Bach who both became
important composers as well. Bach was able to convince the church and city government at Mühlhausen to fund
an expensive renovation of the organ at St. Blasius’s. Bach, in turn, wrote an elaborate, festive cantata—Gott ist
mein König (BWV 71)—for the inauguration of the new council in 1708. The council paid handsomely for its
publication, and it was a major success.

Return to Weimar (1708–17)

Portrait of the young Bach (disputed)

In 1708, Bach left Mühlhausen, returning to Weimar this time as organist and from 1714 Konzertmeister (director
of music) at the ducal court, where he had an opportunity to work with a large, well-funded contingent of
professional musicians. Bach moved with his family into an apartment very close to the ducal palace. In the
following year, their first child was born and Maria Barbara’s elder, unmarried sister joined them. She remained to
help run the household until her death in 1729.

Bach’s time in Weimar was the start of a sustained period of composing keyboard and orchestral works. He
attained the proficiency and confidence to extend the prevailing structures and to include influences from abroad.
He learned to write dramatic openings and employ the dynamic motor-rhythms and harmonic schemes found in
the music of Italians such as Vivaldi, Corelli, and Torelli. Bach absorbed these stylistic aspects in part by
transcribing Vivaldi’s string and wind concertos for harpsichord and organ; many of these transcribed works are
still played in concert often. Bach was particularly attracted to the Italian style in which one or more solo
instruments alternate section-by-section with the full orchestra throughout a movement.

In Weimar, Bach continued to play and compose for the organ, and to perform concert music with the duke’s
ensemble. He also began to write the preludes and fugues which were later assembled into his monumental
work The Well-Tempered Clavier (Das Wohltemperierte Clavier—“Clavier” meaning clavichord or
harpsichord), consisting of two books, compiled in 1722 and 1744, each containing a prelude and fugue in
every major and minor key.
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The autograph of Bach’s Violin Sonata No. 1 in G minor (BWV 1001)

Also in Weimar Bach started work on the Little Organ Book for his eldest son, Wilhelm Friedemann, containing
traditional Lutheran chorales (hymn tunes) set in complex textures to train organists. In 1713 Bach was offered a
post in Halle when he advised the authorities during a renovation by Christoph Cuntzius of the main organ in the
west gallery of the Marktkirche Unser Lieben Frauen. Johann Kuhnau and Bach played again when it was
inaugurated in 1716. Musicologists debate whether his first Christmas cantata Christen, ätzet diesen Tag, BWV
63, was premiered here in 1713, or if it was performed for the bicentennial of the Reformation in 1717.

In the spring of 1714, Bach was promoted to Konzertmeister, an honour that entailed performing a church cantata
monthly in the castle church. The first three cantatas Bach composed in Weimar were Himmelskönig, sei
willkommen, BWV 182, for Palm Sunday, which coincided with theAnnunciation that year, Weinen, Klagen,
Sorgen, Zagen, BWV 12, for Jubilate Sunday, and Erschallet, ihr Lieder, erklinget, ihr Saiten! BWV
172for Pentecost.

In 1717, Bach eventually fell out of favour in Weimar and was, according to a translation of the court secretary’s
report, jailed for almost a month before being unfavourably dismissed: “On November 6, [1717], the quondam
concertmaster and organist Bach was confined to the County Judge’s place of detention for too stubbornly forcing
the issue of his dismissal and finally on December 2 was freed from arrest with notice of his unfavourable
discharge.”

Köthen (1717–23)

Leopold, Prince of Anhalt-Köthen hired Bach to serve as his Kapellmeister (director of music) in 1717. Prince
Leopold, himself a musician, appreciated Bach’s talents, paid him well, and gave him considerable latitude in
composing and performing. The prince was Calvinist and did not use elaborate music in his worship; accordingly,
most of Bach’s work from this period was secular, including the orchestral suites, the cello suites, the sonatas and
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partitas for solo violin, and the Brandenburg concertos. Bach also composed secular cantatas for the court such
as Die Zeit, die Tag und Jahre macht, BWV 134a. At least one significant influence upon Bach’s musical
development during his years with the Prince are recorded by Stauffer as Bach’s “complete embrace of dance
music, perhaps the most important influence on his mature style other than his adoption of Vivaldi’s music in
Weimar”.

Despite being born in the same year and only about 130 kilometres (81 mi) apart, Bach and Handel never met. In
1719 Bach made the 35-kilometre (22 mi) journey from Köthen to Halle with the intention of meeting Handel,
however Handel had recently departed the city. In 1730, Bach’s son Friedmann travelled to Halle to invite Handel
to visit the Bach family in Leipzig, but the visit did not come to pass.

On 7 July 1720, while Bach was abroad with Prince Leopold, Bach’s first wife suddenly died. The following year,
he met Anna Magdalena Wilcke, a young, highly gifted soprano 17 years his junior, who performed at the court in
Köthen; they married on 3 December 1721. Together they had 13 more children, six of whom survived into
adulthood: Gottfried Heinrich, Johann Christoph Friedrich, and Johann Christian, all of whom became significant
musicians; Elisabeth Juliane Friederica (1726–81), who married Bach’s pupil Johann Christoph Altnickol; Johanna
Carolina (1737–81); and Regina Susanna (1742–1809).

Leipzig (1723–50)

St. Thomas Church, Leipzig

In 1723, Bach was appointed Cantor of the Thomasschule at the Thomaskirche in Leipzig, and Director of Music
in the principal churches in the town, namely the Nikolaikirche and the Paulinerkirche, the church of the University
of Leipzig. This was a prestigious post in the mercantile city in the Electorate of Saxony, which he held for 27
years until his death. It brought him into contact with the political machinations of his employer, Leipzig’s city
council.

Nikolaikirche, Leipzig,c. 1850
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Bach was required to instruct the students of the Thomasschule in singing and to provide church music for the
main churches in Leipzig. Bach was required to teach Latin, but he was allowed to employ a deputy to do this
instead. A cantata was required for the church services on Sundays and additional church holidays during
the liturgical year. He usually performed his own cantatas, most of which were composed during his first three
years in Leipzig. The first of these was Die Elenden sollen essen, BWV 75, first performed in the Nikolaikirche on
30 May 1723, the first Sunday after Trinity. Bach collected his cantatas in annual cycles. Five are mentioned in
obituaries, three are extant. Of the over three hundred cantatas which Bach composed in Leipzig, approximately
one hundred have been lost to posterity. Most of these concerted works expound on the Gospel readings
prescribed for every Sunday and feast day in the Lutheran year. Bach started a second annual cycle the first
Sunday after Trinity of 1724, and composed only chorale cantatas, each based on a single church hymn. These
include O Ewigkeit, du Donnerwort, BWV 20, Wachet auf, ruft uns die Stimme, BWV 140, Nun komm, der Heiden
Heiland, BWV 62, and Wie schön leuchtet der Morgenstern, BWV 1.

Bach drew the soprano and alto choristers from the School, and the tenors and basses from the School and
elsewhere in Leipzig. Performing at weddings and funerals provided extra income for these groups; it was
probably for this purpose, and for in-school training, that he wrote at least six motets, at least five of which are for
double choir. As part of his regular church work, he performed other composers’ motets, which served as formal
models for his own.

Café Zimmermann, Leipzig, where the Collegium Musicum performed

Bach broadened his composing and performing beyond the liturgy by taking over, in March 1729, the directorship
of the Collegium Musicum, a secular performance ensemble started by the composer Georg Philipp Telemann.
This was one of the dozens of private societies in the major German-speaking cities that was established by
musically active university students; these societies had become increasingly important in public musical life and
were typically led by the most prominent professionals in a city. In the words of Christoph Wolff, assuming the
directorship was a shrewd move that “consolidated Bach’s firm grip on Leipzig’s principal musical
institutions”. Year round, the Leipzig’s Collegium Musicum performed regularly in venues such as the Café
Zimmermann, a coffeehouse on Catherine Street off the main market square. Many of Bach’s works during the
1730s and 1740s were written for and performed by the Collegium Musicum; among these were parts of
his Clavier-Übung (Keyboard Practice) and many of his violin and harpsichord concertos.

In 1733, Bach composed a Missa of Kyrie and Gloria which he later incorporated in his Mass in B minor. He
presented the manuscript to the King of Poland, Grand Duke of Lithuania and Elector of Saxony, August III in an
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eventually successful bid to persuade the monarch to appoint him as Royal Court Composer. He later extended
this work into a full Mass, by adding a Credo, Sanctus and Agnus Dei, the music for which was partly based on
his own cantatas, partly new composed. Bach’s appointment as court composer was part of his long-term struggle
to achieve greater bargaining power with the Leipzig Council. Although the complete mass was probably never
performed during the composer’s lifetime, it is considered to be among the greatest choral works of all time.
Between 1737 and 1739, Bach’s former pupil Carl Gotthelf Gerlach took over the directorship of the Collegium
Musicum.

Places where Bach lived

In 1747, Bach visited the court of King Frederick II of Prussia at Potsdam. The king played a theme for Bach and
challenged him to improvise a fugue based on his theme. Bach improvised a three-part fugue on one of
Frederick’s fortepianos, then a novelty, and later presented the king with a Musical Offering which consists of
fugues, canons and a trio based on this theme. Its six-part fugue includes a slightly altered subject more suitable
for extensive elaboration.

In the same year Bach joined the Corresponding Society of the Musical Sciences (Correspondierende Societät
der musicalischen Wissenschaften) of Lorenz Christoph Mizler. On the occasion of his entry into the Society Bach
composed the Canonic Variations on “Vom Himmel hoch da komm’ ich her” (BWV 769). A portrait had to be
submitted by each member of the Society, so in 1746, during the preparation of Bach’s entry, the famous Bach-
portrait was painted by Elias Gottlob Haussmann. The Canon triplex á 6 Voc. (BWV 1076) on this portrait was
dedicated to the Society. Other late works by Bach may also have a connection with the music theory based
Society. One of those works was The Art of Fugue, which consists of 18 complex fugues and canons based on a
simple theme. Bach never completed the final fugue. The Art of Fugue was only published posthumously in 1751.

Bach’s last completed large work was the Mass in B minor (1748–49) which Stauffer describes as “Bach’s most
universal church music. Consisting mainly of recycled movements from cantatas written over a thirty-five year
period, it allowed Bach to survey his vocal pieces one last time and pick select movements for further revision and
refinement.” The final work Bach completed was a chorale prelude for organ, entitled Vor deinen Thron tret ich
hiermit (Before thy throne I now appear, BWV 668a) which he dictated to his son-in-law, Johann Christoph
Altnickol, from his deathbed. When the notes on the three staves of the final cadence are counted and mapped
onto the Roman alphabet, the initials “JSB” are found.
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Death (1750)

Bach’s grave, St. Thomas Church, Leipzig

Bach’s health declined in 1749; on 2 June, Heinrich von Brühl wrote to one of the Leipzig burgomasters to request
that his music director, Gottlob Harrer, fill the Thomaskantor and Director musices posts “upon the eventual …
decease of Mr. Bach”. Bach became increasingly blind, so the British eye surgeon John Taylor operated on Bach
while visiting Leipzig in March or April 1750.

On 28 July 1750 Bach died at the age of 65. A contemporary ne wspaper reported “the unhappy consequences of
the very unsuccessful eye operation” as the cause of death. Modern historians speculate that the cause of death
was a stroke complicated by pneumonia. His son Emanuel and his pupil Johann Friedrich Agricola wrote an
obituary of Bach. In 1754, Lorenz Christoph Mizler published a detailed obituary of Bach in the musical
periodical Musikalische Bibliothek. This obituary arguably remains “the richest and most trustworthy” early source
document about Bach.

Bach’s estate included five harpsichords, two lute-harpsichords, three violins, three violas, two cellos, a viola da
gamba, a lute and a spinet, and 52 “sacred books”, including books by Martin Luther and Josephus. He was
originally buried at Old St. John’s Cemetery in Leipzig. His grave went unmarked for nearly 150 years. In 1894 his
coffin was finally found and moved to a vault in St. John’s Church. This building was destroyed by Allied bombing
during World War II, so in 1950 Bach’s remains were taken to their present grave at Leipzig’s Church of St.
Thomas.

Legacy

After his death, Bach’s reputation as a composer at first declined; his work was regarded as old-fashioned
compared to the emerging galant style, a movement which can be seen as the precursor to the classical style of
the late eighteenth century. Initially he was remembered more as a player and teacher.

During the late eighteenth and early nineteenth century, Bach was recognised by several prominent composers
for his keyboard work. Wolfgang Amadeus Mozart, Ludwig van Beethoven, Frédéric Chopin, Robert Schumann,
and Felix Mendelssohn were among his admirers; they began writing in a more contrapuntal style after being
exposed to Bach’s music. Beethoven described him as “Urvater der Harmonie“, the “original father of harmony”.
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Statue of Bach, Leipzig

Bach’s reputation among the wider public was enhanced in part by Johann Nikolaus Forkel’s 1802 biography of
the composer. Felix Mendelssohn significantly contributed to the revival of Bach’s reputation with his 1829 Berlin
performance of the St Matthew Passion. In 1850, the Bach-Gesellschaft (Bach Society) was founded to promote
the works; in 1899 the Society published a comprehensive edition of the composer’s works with little editorial
intervention.

During the twentieth century, the process of recognising the musical as well as the pedagogic value of some of
the works continued, perhaps most notably in the promotion of the cello suites by Pablo Casals, the first major
performer to record these suites. Another development has been the growth of the “authentic” or “period
performance” movement, which attempts to present music as the composer intended it. Examples include the
playing of keyboard works on harpsichord rather than modern grand piano and the use of small choirs or single
voices instead of the larger forces favoured by nineteenth- and early twentieth-century performers.

Bach’s music is frequently bracketed with the literature of William Shakespeare and the science of Isaac
Newton. In Germany, during the twentieth century, many streets were named and statues were erected in honour
of Bach. His music features three times – more than any other composer – on the Voyager Golden Record, a
phonograph record containing a broad sample of the images, common sounds, languages, and music of Earth,
sent into outer space with the two Voyager probes.

A large crater in the Bach quadrangle on Mercury is named in Bach’s honor as are the main-belt asteroids 1814
Bach and 1482 Sebastiana.

Works

In 1950, a thematic catalogue called Bach-Werke-Verzeichnis (Bach Works Catalogue) was compiled

by Wolfgang Schmieder. Schmieder largely followed the Bach-Gesellschaft-Ausgabe, a comprehensive edition of

the composer’s works that was produced between 1850 and 1905: BWV 1–224 are cantatas; BWV 225–249,

large-scale choral works including hisPassions; BWV 250–524, chorales and sacred songs; BWV

525–748, organ works; BWV 772–994, other keyboard works; BWV 995–1000, lute music; BWV

1001–40, chamber music; BWV 1041–71, orchestral music; and BWV 1072–1126, canonsand fugues.

Organ works

Bach was best known during his lifetime as an organist, organ consultant, and composer of organ works in both
the traditional German free genres—such as preludes, fantasias, and toccatas—and stricter forms, such
as chorale preludes and fugues. At a young age, he established a reputation for his great creativity and ability to
integrate foreign styles into his organ works. A decidedly North German influence was exerted by Georg Böhm,
with whom Bach came into contact in Lüneburg, and Dieterich Buxtehude, whom the young organist visited in
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Lübeck in 1704 on an extended leave of absence from his job in Arnstadt. Around this time, Bach copied the
works of numerous French and Italian composers to gain insights into their compositional languages, and later
arranged violin concertos by Vivaldi and others for organ and harpsichord. During his most productive period
(1708–14) he composed about a dozen pairs of preludes and fugues, five toccatas and fugues, and the Little
Organ Book, an unfinished collection of 46 short chorale preludes that demonstrates compositional techniques in
the setting of chorale tunes. After leaving Weimar, Bach wrote less for organ, although some of his best-known
works (the six trio sonatas, the German Organ Mass in Clavier-Übung III from 1739, and the Great
Eighteen chorales, revised late in his life) were composed after his leaving Weimar. Bach was extensively
engaged later in his life in consulting on organ projects, testing newly built organs, and dedicating organs in
afternoon recitals.

Other keyboard works

The title page of the third part of the Clavier-Übung, one of the few works by Bach that was published during his
lifetime.

Bach wrote many works for harpsichord, some of which may have been played on the clavichord. Many of his
keyboard works are anthologies that encompass whole theoretical systems in an encyclopaedic fashion.

• The Well-Tempered Clavier, Books 1 and 2 (BWV 846–893). Each book consists of a prelude and fugue
in each of the 24 major and minor keys in chromatic order from C major to B minor (thus, the whole
collection is often referred to as “the 48”). “Well-tempered” in the title refers to the temperament (system
of tuning); many temperaments before Bach’s time were not flexible enough to allow compositions to
utilise more than just a few keys.

• The Inventions and Sinfonias (BWV 772–801). These short two- and three-part contrapuntal works are
arranged in the same chromatic order as The Well-Tempered Clavier, omitting some of the rarer keys.
These pieces were intended by Bach for instructional purposes.

• Three collections of dance suites: the English Suites (BWV 806–811), the French Suites (BWV
812–817), and the Partitas for keyboard (BWV 825–830). Each collection contains six suites built on the
standard model (Allemande–Courante–Sarabande–(optional movement)–Gigue). The English Suites
closely follow the traditional model, adding a prelude before the allemande and including a single
movement between the sarabande and the gigue. The French Suites omit preludes, but have multiple
movements between the sarabande and thegigue. The partitas expand the model further with elaborate
introductory movements and miscellaneous movements between the basic elements of the model.

• The Goldberg Variations (BWV 988), an aria with thirty variations. The collection has a complex and
unconventional structure: the variations build on the bass line of the aria, rather than its melody, and
musical canons are interpolated according to a grand plan. There are nine canons within the thirty
variations, every third variation is a canon. These variations move in order from canon at the unison to
canon at the ninth. The first eight are in pairs (unison and octave, second and seventh, third and sixth,
fourth and fifth). The ninth canon stands on its own due to compositional dissimilarities. The final
variation, instead of being the expected canon at the tenth, is aquodlibet.

• Miscellaneous pieces such as the Overture in the French Style (French Overture, BWV 831), Chromatic
Fantasia and Fugue (BWV 903), and the Italian Concerto (BWV 971).

Among Bach’s lesser known keyboard works are seven toccatas (BWV 910–916), four duets (BWV
802–805), sonatas for keyboard (BWV 963–967), the Six Little Preludes(BWV 933–938), and the Aria variata alla
maniera italiana (BWV 989).
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Orchestral and chamber music

Bach wrote for single instruments, duets, and small ensembles. Many of his solo works, such as his six sonatas
and partitas for violin (BWV 1001–1006), six cello suites(BWV 1007–1012), and partita for solo flute (BWV 1013),
are widely considered among the most profound works in the repertoire. Bach composed a suite and several
other works for solo lute. He wrote trio sonatas; solo sonatas (accompanied by continuo) for the flute and for the
viola da gamba; and a large number of canons and ricercars, mostly with unspecified instrumentation. The most
significant examples of the latter are contained in The Art of Fugue and The Musical Offering.

Bach’s best-known orchestral works are the Brandenburg concertos, so named because he submitted them in the
hope of gaining employment from Margrave Christian Ludwig of Brandenburg-Schwedt in 1721; his application
was unsuccessful. These works are examples of the concerto grosso genre. Other surviving works in the concerto
form include two violin concertos (BWV 1041 and BWV 1042); a concerto for two violins in D minor (BWV 1043),
often referred to as Bach’s “double” concerto; and concertos for one to four harpsichords. It is widely accepted
that many of the harpsichord concertos were not original works, but arrangements of his concertos for other
instruments now lost. A number of violin, oboe, and flute concertos have been reconstructed from these. In
addition to concertos, Bach wrote four orchestral suites, and a series of stylised dances for orchestra, each
preceded by a French overture.

Vocal and choral works

Cantatas

As the Thomaskantor, beginning mid of 1723, Bach performed a cantata each Sunday and feast day that
corresponded to the lectionary readings of the week. Although Bach performed cantatas by other composers, he
composed at least three entire annual cycles of cantatas at Leipzig, in addition to those composed at Mühlhausen
and Weimar. In total he wrote more than 300 sacred cantatas, of which approximately 200 survive.

His cantatas vary greatly in form and instrumentation, including those for solo singers, single choruses, small
instrumental groups, and grand orchestras. Many consist of a large opening chorus followed by one or more
recitative-aria pairs for soloists (or duets) and a concluding chorale. The recitative is part of the corresponding
Bible reading for the week and the aria is a contemporary reflection on it. The melody of the concluding chorale
often appears as a cantus firmus in the opening movement. Among his best known cantatas are:

• Christ lag in Todes Banden, BWV 4
• Ich hatte viel Bekümmernis, BWV 21
• Ein feste Burg ist unser Gott, BWV 80
• Gottes Zeit ist die allerbeste Zeit, BWV 106 (Actus Tragicus)
• Wachet auf, ruft uns die Stimme, BWV 140
• Herz und Mund und Tat und Leben, BWV 147

In addition, Bach wrote a number of secular cantatas, usually for civic events such as council inaugurations.
These include wedding cantatas, the Wedding Quodlibet, thePeasant Cantata, and the Coffee Cantata.

Motets

Bach’s motets (BWV 225–231) are pieces on sacred themes for choir and basso continuo, with instruments
playing colla parte. Several of them were composed for funerals. The six motets certainly composed by Bach
are Singet dem Herrn ein neues Lied, Der Geist hilft unser Schwachheit auf, Jesu, meine Freude, Fürchte dich
nicht, Komm, Jesu, komm, and Lobet den Herrn, alle Heiden. The motet Sei Lob und Preis mit Ehren (BWV 231)
is spurious; it is part of an incomplete cantata or motet by Telemann.

Passions

Bach’s large choral-orchestral works include the grand scale St Matthew Passion and St John Passion, both
written for Good Friday vesper services at the Thomaskirche and the Nikolaikirche in alternate years, and
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the Christmas Oratorio (a set of six cantatas for use in the liturgical season of Christmas). The two versions of
the Magnificat(one in E-flat major, with four interpolated Christmas-related movements, and the later and better-
known version in D major), the Easter Oratorio, and the Ascension Oratorioare smaller and simpler than the
Passions and the Christmas Oratorio.

Mass in B minor

Bach assembled his last large work, the Mass in B minor, near the end of his life, between 1748 and 1749, mostly
from pieces composed earlier (such as the cantatas Gloria in excelsis Deo, BWV 191 and Weinen, Klagen,
Sorgen, Zagen, BWV 12). The mass was never performed in full during Bach’s lifetime. All of these movements
have substantial solo parts as well as choruses. It is not known what direction of development Bach had intended
for his last Mass to take. As Stauffer states, “If Bach had lived longer, it is likely that he would have created a
definitive fair copy of the Mass, similar to those of the St. John and St. Matthew Passions… As Otto Bettmann
once remarked, Bach’s ‘music set in order what life cannot.'”

Musical style

Bach’s seal, used throughout his Leipzig years. It contains the letters J S B superimposed over their mirror image
topped with a crown.

Bach’s musical style arose from his skill in contrapuntal invention and motivic control, his flair for improvisation,
his exposure to North and South German, Italian and French music, and his devotion to the Lutheran liturgy. His
access to musicians, scores and instruments as a child and a young man and his emerging talent for writing
tightly woven music of powerful sonority, allowed him to develop an eclectic, energetic musical style in which
foreign influences were combined with an intensified version of the pre-existing German musical language. From
the period 1713–14 onward he learned much from the style of the Italians.

During the Baroque period, many composers only wrote the framework, and performers embellished this
framework with ornaments and other elaboration. This practice varied considerably between the schools of
European music; Bach notated most or all of the details of his melodic lines, leaving little for performers to
interpolate. This accounted for his control over the dense contrapuntal textures that he favoured, and decreased
leeway for spontaneous variation of musical lines. At the same time, Bach left the instrumentation of major works
including The Art of Fugue open.

Bach’s devout relationship with the Christian God in the Lutheran tradition and the high demand for religious
music of his times placed sacred music at the centre of his repertory. He taught Luther’s Small Catechism as
the Thomaskantor in Leipzig, and some of his pieces represent it; the Lutheran chorale hymn tune was the basis
of much of his work. He wrote more cogent, tightly integrated chorale preludes than most. The large-scale
structure of some of Bach’s sacred works is evidence of subtle, elaborate planning. For example, the St Matthew
Passion illustrates the Passion with Bible text reflected in recitatives, arias, choruses, and chorales.

Bach’s drive to display musical achievements was evident in his composition. He wrote much for the keyboard
and led its elevation from continuo to solo instrument with harpsichord concertos and
keyboard obbligato. Virtuosity is a key element in other pieces, such as the Prelude and Fugue in E minor (BWV
548) for organ in which virtuosic passages are mapped onto alternating flute and reed solos within the fugal
development. Bach produced collections of movements that explored the range of artistic and technical
possibilities inherent in various genres. The most famous example is The Well-Tempered Clavier, in which each
book presents a prelude and fugue in every major and minor key. Each fugue displays a variety of contrapuntal
and fugal techniques.

102102



Performances

Present-day Bach performers usually pursue one of two traditions: so-called “authentic performance practice”,
utilising historical techniques; or the use of modern instruments and playing techniques, often with larger
ensembles. In Bach’s time orchestras and choirs were usually smaller than those of later composers, and even
Bach’s most ambitious choral works, such as his Mass in B minor and Passions, were composed for relatively
modest forces. Some of Bach’s important chamber music does not indicate instrumentation, which allows for a
greater variety of ensembles.

Easy listening realisations of Bach’s music and their use in advertising contributed greatly to Bach’s
popularisation in the second half of the twentieth century. Among these were the Swingle Singers’ versions of
Bach pieces (for instance, the “Air” from Orchestral Suite No. 3, or the Wachet Auf chorale prelude) and Wendy
Carlos’ 1968 Switched-On Bach, which used the Moog electronic synthesiser. Jazz musicians have adopted
Bach’s music, with Jacques Loussier, Ian Anderson, Uri Caine, and the Modern Jazz Quartet among those
creating jazz versions of Bach works.

Further readingFurther reading

• Baron, Carol K. (2006). Bach’s Changing World: Voices in the Community. Rochester, NY: University of
Rochester Press. ISBN 1-58046-190-5.

• Dörffel, Alfred (1882). Thematisches Verzeichnis der Instrumentalwerke von Joh. Seb. Bach, auf Grund
der Gesammtausgabe von C.F. Peter. Leipzig: C.F. Peters.(German) N.B.: First published in 1867;
superseded, for scholarly purposes, by W. Schmieder’s complete thematic catalog, but useful as a
handy reference tool for only the instrumental works of J.S. Bach and as a partial alternative to
Schmieder’s work.

• Eidam, Klaus (2001). The True Life of J.S. Bach. New York: Basic Books. ISBN 0-465-01861-0.
• Gardiner, John Eliot (2013). Music in the Castle of Heaven: A Portrait of Johann Sebastian Bach.

London: Allen Lane. ISBN 978-0-7139-9662-3.
• Geck, Martin (2006). Johann Sebastian Bach: Life and Work. Orlando: Harcourt Trade

Publishers. ISBN 0-15-100648-2.
• Hofstadter, Douglas (1999). Gödel, Escher, Bach: An Eternal Golden Braid. New York: Basic

Books. ISBN 0-465-02656-7.
• Spitta, Philipp (1992). Johann Sebastian Bach: His Work and Influence on the Music of Germany,

1685–1750. New York: Dover Publications. ISBN 978-0-4862-7412-6.
• Stauffer, George B. & May, Ernest (1986). J.S. Bach as Organist: His Instruments, Music, and

Performance Practices. Bloomington: Indiana University Press. ISBN 0-253-33181-1.
• Williams, Peter (2007). J.S. Bach: A Life in Music. Cambridge: Cambridge University
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External links

• J.S. Bach Home Page, by Jan Hanford—extensive information on Bach and his works; database of
recordings and user reviews

• J.S. Bach bibliography, by Yo Tomita of Queen’s University Belfast—especially useful to scholars
• Bach-Cantatas.com, by Aryeh Oron—information on the cantatas as well as other works
• Bach manuscripts – video lectures by Christoph Wolff on the Bach family’s hidden manuscripts archive
• Works by or about Johann Sebastian Bach in libraries (WorldCat catalog)

ScoresScores

• Free sheet music of Johann Sebastian Bach from Cantorion.org
• Free scores by Johann Sebastian Bach in the Choral Public Domain Library (ChoralWiki)
• Free scores by Johann Sebastian Bach at the International Music Score Library Project—the Bach-

Gesellschaft-Ausgabe volumes split up into individual works, plus other editions

RecordingsRecordings
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• All of Bach website with a growing number of recordings by the Netherlands Bach Society and guest
musicians

• Free downloads of the complete organ works by Bach recorded by James Kibbie on historic German
baroque organs

• In the BBC Discovering Music: Listening Library
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BACH: CHORALE CANTATA

CantataCantata

In music, a chorale cantata is a sacred composition for voices and instruments, principally from the German
Baroque era, in which the organizing principle is the words and music to a chorale. Usually a chorale cantata
is in multiple movements or parts. Most chorale cantatas were written between approximately 1650 and 1750.
By far the most famous are by J. S. Bach, especially the cantatas composed in his second annual cycle of
cantatas, started in Leipzig in 1724.

Description

The chorale cantata developed out of the chorale concerto, an earlier form much used by Samuel Scheidt in the
early 17th century, which incorporated elements of the Venetian School, such as the concertato style, into the
liturgical music of the Protestant Reformation. Later the chorale cantata developed into three general forms:

1. a form in which each verse (strophe) of the chorale was developed as an independent movement;
2. a form in which the chorale appeared in some of the movements, perhaps only two, and the other parts

of the cantata used other texts; and
3. the version pioneered by J. S. Bach, in which the first and last movements use the first and last strophes

of the chorale, but the inner movements—perhaps aria and recitative—use paraphrases of the actual
chorale text. Typically the beginning and ending movements use all the instrumental and vocal forces,
while the interior movements are for smaller groups.

Most compositions in this genre were never published. It was common at the time for composers to write for local
performances; often the composer and the music director at a church were the same person, and the music was
written, copied, and performed in short order, and remained in manuscript. Probably over 95% of all compositions
of this type have been lost.

Composers

Composers of chorale cantatas included:

Baroque

• Samuel Scheidt
• Johann Andreas Herbst
• Johann Erasmus Kindermann
• Franz Tunder
• Nicolaus Bruhns
• Dieterich Buxtehude

104104

http://allofbach.com/en/
http://www.blockmrecords.org/bach/index.htm
http://www.bbc.co.uk/radio3/discoveringmusic/listeninglibrary.shtml
http://en.wikipedia.org/wiki/Johann_Sebastian_Bach
https://creativecommons.org/licenses/by-sa/4.0/
http://en.wikipedia.org/wiki/Samuel_Scheidt
http://en.wikipedia.org/wiki/Johann_Andreas_Herbst
http://en.wikipedia.org/wiki/Johann_Erasmus_Kindermann
http://en.wikipedia.org/wiki/Franz_Tunder
http://en.wikipedia.org/wiki/Nicolaus_Bruhns
http://en.wikipedia.org/wiki/Dieterich_Buxtehude


• Johann Krieger
• Sebastian Knüpfer
• Johann Schelle
• Johann Pachelbel
• Johann Rosenmüller
• Johannes Crüger
• Joachim Gerstenbüttel
• Georg Bronner
• Christoph Graupner
• Johann Kuhnau
• Georg Philipp Telemann
• Johann Sebastian Bach

Post-Baroque

• Felix Mendelssohn
• Arnold Mendelssohn
• Max Reger
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BACH: CANTATA BWV 140 VIDEO

Watch this video online: https://youtu.be/Lz0FmmNrTck
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License TermsLicense Terms: Standard YouTube License
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BACH: BRANDENBURG CONCERTOS

The Brandenburg ConcertosThe Brandenburg Concertos

The Brandenburg concertosBrandenburg concertos by Johann Sebastian Bach (BWV 1046–1051, original title: Six Concerts à
plusieurs instruments) are a collection of six instrumental works presented by Bach to Christian Ludwig,
Margrave of Brandenburg-Schwedt, in 1721 (though probably composed earlier). They are widely regarded as
some of the best orchestral compositions of the Baroque era.

History

Bach’s dedication to the Margrave was dated 24 March 1721. Most likely, Bach composed the concertos over
several years while Kapellmeister at Köthen, and possibly extending back to his employment at Weimar
(1708–17). The first sentence of Bach’s dedication reads:

As I had the good fortune a few years ago to be heard by Your Royal Highness, at Your Highness’s
commands, and as I noticed then that Your Highness took some pleasure in the little talents which
Heaven has given me for Music, and as in taking Leave of Your Royal Highness, Your Highness
deigned to honour me with the command to send Your Highness some pieces of my Composition: I
have in accordance with Your Highness’s most gracious orders taken the liberty of rendering my most
humble duty to Your Royal Highness with the present Concertos, which I have adapted to several
instruments; begging Your Highness most humbly not to judge their imperfection with the rigor of that
discriminating and sensitive taste, which everyone knows Him to have for musical works, but rather to
take into benign Consideration the profound respect and the most humble obedience which I thus
attempt to show Him.

The dedication page Bach wrote for the collection indicates they are Concerts avec plusieurs
instruments (Concertos with several instruments). Bach used the “widest spectrum of orchestral instruments … in
daring combinations,” as Christoph Wolff has commented. “Every one of the six concertos set a precedent in
scoring, and every one was to remain without parallel.” Heinrich Besseler has noted that the overall forces
required (leaving aside the first concerto, which was rewritten for a special occasion) tallies exactly with the 17
players Bach had at his disposal in Köthen.
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Because King Frederick William I of Prussia was not a significant patron of the arts, Christian Ludwig seems to
have lacked the musicians in his Berlin ensemble to perform the concertos. The full score was left unused in the
Margrave’s library until his death in 1734, when it was sold for 24 groschen (as of 2008, about US$22.00) of
silver. The autograph manuscript of the concertos was only rediscovered in the archives of Brandenburg by
Siegfried Wilhelm Dehn in 1849; the concertos were first published in the following year.

In the modern era these works have been performed by orchestras with the string parts each played by a number
of players, under the batons of, for example, Karl Richter and Herbert von Karajan. They have also been
performed as chamber music, with one instrument per part, especially by (but not limited to) groups using
baroque instruments and (sometimes more, sometimes less) historically informed techniques and practice. There
is also an arrangement for four-hand piano duet by composer Max Reger.

The Individual Concerti

Hear the MusicHear the Music

Brandenburg Concerto No. 1 in F major, BWV 1046

Title on autograph score: Concerto 1mo à 2 Corni di Caccia, 3 Hautb: è Bassono, Violino Piccolo concertato,

2 Violini, una Viola col Basso Continuo.[1]

1. [no tempo indication] (usually performed at Allegro or Allegro moderato)
2. Adagio
3. Allegro
4. Menuet – Trio I – Menuet da capo – Polacca – Menuet da capo – Trio II – Menuet da capo

Instrumentation: two corni da caccia (natural horns), three oboes, bassoon, violino piccolo, two violins, viola, cello,
basso continuo Duration : About 22 minutes

This concerto is the only one in the collection with four movements. An earlier version (Sinfonia, BWV 1046a),
which does not use the violino piccolo, was used for the opening of the cantata Was mir behagt, ist nur die muntre
Jagd, BWV 208. This version lacks the third movement entirely, and the Polacca from the final movement, leaving
Menuet – Trio I – Menuet – Trio II – Menuet. The first movement can also be found as the sinfonia of the
cantata Falsche Welt, dir trau ich nicht, BWV 52. The third movement was used as the opening chorus of the
cantata Vereinigte Zwietracht der wechselnden Saiten, BWV 207.

Brandenburg Concerto No. 2 in F major, BWV 1047

Title on autograph score: Concerto 2do à 1 Tromba, 1 Flauto, 1 Hautbois, 1 Violino, concertati, è 2 Violini, 1
Viola è Violone in Ripieno col Violoncello è Basso per il Cembalo.

1. [no tempo indication] (usually performed at Allegro)
2. Andante
3. Allegro assai

Concertino: clarino (natural trumpet) in F, recorder, oboe, violin

Ripieno: two violins, viola, violone, and basso continuo (including harpsichord) Duration: About 13 minutes

The trumpet part is still considered one of the most difficult in the entire repertoire, and was originally written for a
clarino specialist, almost certainly the court trumpeter in Köthen, Johann Ludwig Schreiber. After clarino skills
were lost in the eighteenth century and before the rise of the historically informed performance movement of the
late twentieth century, the part was usually played on the valved trumpet.

The clarino does not play in the second movement, as is common practice in baroque era concerti. This is due to
its construction, which allows it to play only in major keys. Because concerti often move to a minor key in the
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second movement, concerti that include the instrument in their first movement and are from the period before the
valved trumpet was commonly used usually exclude the trumpet from the second movement.

The third movement served as the theme song for William F. Buckley, Jr.’s Firing Line, and has for many years
served as the theme for Masterpiece (formerlyMasterpiece Theatre) on PBS. It was also chosen as the first to be
played on the “golden record”, a phonograph record containing a broad sample of Earth’s common sounds,
languages, and music sent into outer space with the two Voyager probes.

Brandenburg Concerto No. 3 in G major, BWV 1048

Hear the MusicHear the Music

Brandenburg Concerto No. 3 – 1. Allegro
Performed by the Advent Chamber Orchestra

Brandenburg Concerto No. 3 – 2. Adagio
Performed by the Advent Chamber Orchestra

Brandenburg Concerto No. 3 – 3. Allegro
Performed by the Advent Chamber Orchestra

Title on autograph score: Concerto 3zo a tre Violini, tre Viole, è tre Violoncelli col Basso per il Cembalo.

1. [no tempo indication] (usually performed at Allegro or Allegro moderato)
2. Adagio
3. Allegro

Instrumentation: three violins, three violas, three cellos, and basso continuo (including harpsichord) Duration:
About 10 minutes

The second movement consists of a single measure with the two chords that make up a ‘Phrygian half
cadence’ and—although there is no direct evidence to support it—it was likely that these chords are meant to
surround or follow a cadenza improvised by a harpsichord or violin player. Modern performance approaches
range from simply playing the cadence with minimal ornamentation (treating it as a sort of “musical semicolon”), to
inserting movements from other works, to cadenzas varying in length from under a minute to over two minutes.
Wendy Carlos’s three electronic performances (from Switched-On Bach,Switched-On Brandenburgs,
and Switched-On Bach 2000) have second movements that are completely different from each other.

Occasionally, the third movement from Bach’s “Sonata for Violin and Continuo in G , BWV. 1021” (marked Largo)
is substituted for the second movement as it contains an identical ‘Phrygian cadence’ as the closing chords. The

Largo from the Violin Sonata in G, BWV 1019, has also been used. It has a flourish of different notes.[citation

needed]

The outer movements use the ritornello form found in many instrumental and vocal works of the time. The first
movement can also be found in reworked form as the sinfonia of the cantata Ich liebe den Höchsten von ganzem
Gemüte, BWV 174, with the addition of three oboes and two horns.
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Brandenburg Concerto No. 4 in G major, BWV 1049

Hear the MusicHear the Music

http://en.wikipedia.org/wiki/File:Brandenburg_No4-1_BWV1049.ogg

Title on autograph score: Concerto 4ta à Violino Principale, due Fiauti d’Echo, due Violini, una Viola è
Violone in Ripieno, Violoncello è Continuo.

1. Allegro
2. Andante
3. Presto

Concertino: violin and two recorders

Ripieno: two violins, viola, cello, violone and basso continuo Duration: About 16 minutes

The violin part in this concerto is extremely virtuosic in the first and third movements. In the second movement,
the violin provides a bass when the concertino group plays unaccompanied.

Bach adapted the 4th Brandenburg concerto as the last of his set of 6 harpsichord concertos, the concerto for
harpsichord, two recorders and strings in F major, BWV 1057. As well as taking on most of the solo violin’s role,
the harpsichord also takes over some of the recorders’ parts in the andante, plays a basso continuo role at times
and occasionally adds a fourth contrapuntal part to an originally three-part texture (something which Bach
occasionally did while improvising). The harpsichord concerto is thus more than a mere transcription. There has
been a controversial debate over what Bach intended the flauti d’echo to be. Although it is played on recorders,
sometimes flutes in modern performances, it is also theorized to be the flageolet.

Brandenburg Concerto No. 5 in D major, BWV 1050

Hear the MusicHear the Music

Brandenburg Concerto No. 5 – 1. Allegro
Performed by the Advent Chamber Orchestra with Roxana Pavel Goldstein (violin), Constance
Schoepflin(flute), and Matthew Ganong (harpsichord)

Brandenburg Concerto No. 5 – 2. Affettuoso
Performed by the Advent Chamber Orchestra with Roxana Pavel Goldstein (violin), Constance
Schoepflin(flute), and Matthew Ganong (harpsichord)

Brandenburg Concerto No. 5 – 3. Allegro
Performed by the Advent Chamber Orchestra with Roxana Pavel Goldstein (violin), Constance
Schoepflin(flute), and Matthew Ganong (harpsichord)
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Title on autograph score: Concerto 5to à une Traversiere, une Violino principale, une Violino è una Viola in
ripieno, Violoncello, Violone è Cembalo concertato.

1. Allegro
2. Affettuoso
3. Allegro

Concertino: harpsichord, violin, flute

Ripieno: violin, viola, cello, violone, (harpsichord) Duration: About 23 minutes

The harpsichord is both a concertino and a ripieno instrument: in the concertino passages the part is obbligato; in
the ripieno passages it has a figured bass part and plays continuo.

This concerto makes use of a popular chamber music ensemble of the time (flute, violin, and harpsichord), which
Bach used on its own for the middle movement. It is believed that it was written in 1719, to show off a new
harpsichord by Michael Mietke which Bach had brought back from Berlin for the Köthen court. It is also thought
that Bach wrote it for a competition at Dresden with the French composer and organist Louis Marchand; in the
central movement, Bach uses one of Marchand’s themes. Marchand fled before the competition could take place,
apparently scared off in the face of Bach’s great reputation for virtuosity and improvisation.

The concerto is well suited throughout to showing off the qualities of a fine harpsichord and the virtuosity of its
player, but especially in the lengthy solo cadenza to the first movement. It seems almost certain that Bach,
considered a great organ and harpsichord virtuoso, was the harpsichord soloist at the premiere. Scholars have
seen in this work the origins of the solo keyboard concerto as it is the first example of a concerto with a solo
keyboard part.

An earlier version, BWV 1050a, exists, and has many small differences from its later cousin, but no major
difference in structure or instrumentation. It is dated ca. 1720/1721.

Brandenburg Concerto No. 6 in B flat major, BWV 1051

Hear the MusicHear the Music

Brandenburg Concerto No. 6 – 1. Allegro
Performed by the Advent Chamber Orchestra with Elias Goldstein & Elizabeth Choi (violas) and Anna
Steinhoff (cello)

Brandenburg Concerto No. 6 – 2. Adagio ma non-troppo
Performed by the Advent Chamber Orchestra with Elias Goldstein & Elizabeth Choi (violas) and Anna
Steinhoff (cello)

Brandenburg Concerto No. 6 – 3. Allegro
Performed by the Advent Chamber Orchestra with Elias Goldstein & Elizabeth Choi (violas) and Anna
Steinhoff (cello)

Title on autograph score: Concerto 6to à due Viole da Braccio, due Viole da Gamba, Violoncello, Violone e
Cembalo.

1. [no tempo indication, alla breve] (usually performed at Allegro or Allegro moderato)
2. Adagio ma non-tanto
3. Allegro
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ScoresScores

EssaysEssays

RecordingsRecordings

Instrumentation: two viola da braccio, two viole da gamba, cello, violone, and harpsichord Duration: About 16
minutes

The absence of violins is unusual. Viola da braccio means the normal viola, and is used here to distinguish it from
the “viola da gamba”. When the work was written in 1721, the viola da gamba was already an old-fashioned
instrument: the strong supposition that one viola da gamba part was taken by his employer, Prince Leopold, also
points to a likely reason for the concerto’s composition—Leopold wished to join his Kapellmeister playing music.

Other theories speculate[who?] that, since the viola da braccio was typically played by a lower socioeconomic
class (e.g., servants), the work sought to upend the musical status quo by giving an important role to a “lesser”
instrument. This is supported by knowledge that Bach wished to end his tenure under Prince Leopold. By
upsetting the balance of the musical roles, he would be released from his servitude as Kapellmeister and allowed
to seek employ elsewhere.

The two violas start the first movement with a vigorous subject in close canon, and as the movement progresses,
the other instruments are gradually drawn into the seemingly uninterrupted steady flow of melodic invention which
shows the composer’s mastery of polyphony. The two violas da gamba are silent in the second movement,
leaving the texture of a trio sonata for two violas and continuo, although the cello has a decorated version of the
continuo bass line. In the last movement, the spirit of the gigue underlies everything, as it did in the finale of the
fifth concerto.

External links

• Brandenburg concertos: Free scores at the International Music Score Library Project

• The Brandenburg Concertos: A New Interpretation – Essay on rhetoric and symbolism in the concertos
by early music expert Philip Pickett

• classicalnotes.net: Brandenburg Concertos – Comprehensive discussion by Peter Gutmann including
assessment of recordings

• Inkpot: The Brandenburg Concertos – An introduction by Benjamin Chee
• good-music-guide.com: Brandenburg Concertos – Introductory survey

• List of recordings, with reviews, from jsbach.org
• Free MP3 Recording with Creative Commons License
• Johann Sebastian Bach – The six Brandenburg concertos – BVW 1046–1051, the first Czechoslovak

recording: Maurice André, Ars Rediviva, Milan Munclinger, Supraphon/Columbia Music Entertainment,
1965

• Johann Sebastian Bach – The six Brandenburg concertos – BVW 1046–1051, the first Czechoslovak
Radio recording: Ars Rediviva, Milan Munclinger, 1977

• New Czech Radio recording, Musica Florea, Marek Štryncl, 2006 – free download; for updated
information to this Czech Radio webpage see (Czech)

• An animated version of the Third Concerto on YouTube.
• Free midi recordings of all concertos by various artists
• Free midi recordings of the concertos 3 and 5 by Alan Kennington. On piano only.
• The Six Brandenburg Concertos for Piano Four Hands, transcribed by Max Reger,on iTunes
• Streaming audio of the complete first, third and fourth concertos performed by the Amsterdam Baroque

Orchestra.
• Streaming audio of the complete second, third and sixth concertos performed by the Combattimento

Consort Amsterdam.
• High-Definition video of Brandenburg Concertos 3 & 4 performed on original instruments by the

ensemble Voices of Music, copyright free for use in classrooms

Licensing & AttributionsLicensing & Attributions

CC licensed content, Shared previouslyCC licensed content, Shared previously

• Brandenburg Concertos. Provided byProvided by: Wikipedia. Located atLocated at: http://en.wikipedia.org/wiki/Brandenburg_Concertos. LicenseLicense: CC BY-SA: Attribution-ShareAlike
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BACH: BRANDENBURG CONCERTO NO. 3 VIDEO

Watch this video online: https://youtu.be/eC2MuigUc78
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• Bach's Brandenburg Concerto No. 3 - Apollo's Fire. Authored byAuthored by: The Cleveland Baroque Orchestra. Located atLocated at: https://www.youtube.com/watch?v=eC2MuigUc78. LicenseLicense: All Rights Reserved. License TermsLicense Terms: Standard
YouTube License

BACH: TOCCATA AND FUGUE IN D MINOR

Toccata and Fugue in D MinorToccata and Fugue in D Minor

The Toccata and Fugue in D minor, BWV 565, is a piece of organ music attributed to Johann Sebastian Bach.
First published in 1833 through the efforts of Felix Mendelssohn, the piece quickly became popular, and is
now one of the most famous works in the organ repertoire. The attribution of the piece to Bach, however, has
been challenged since the 1970s by a number of scholars.

History

As with most Bach organ works, no autograph manuscript of BWV 565 survives. The only near-contemporary
source is an undated copy by Johannes Ringk, a pupil of Johann Peter Kellner. Several compositions by him
survive, and he is also notable today for his copies of numerous keyboard works by Georg Böhm, Johann
Pachelbel, Johann Heinrich Buttstett, Dieterich Buxtehude, and other important masters.

The title of the piece is given in Ringk’s manuscript as Toccata Con Fuga. It is most probably a later addition,
similar to the title of Toccata, Adagio and Fugue, BWV 564, because in the Baroque era such organ pieces would
most commonly be called simply Prelude (Praeludium, etc.) or Prelude and Fugue. Ringk’s copy abounds in
Italian tempo markings, fermatas (a characteristic feature of Ringk’s copies) and staccato dots, all very unusual
features for pre–1740 German music. All later manuscript copies that are known today originate directly or
indirectly with Ringk’s.

BWV 565 exhibits a typical simplified north German structure with a free opening (toccata), a fugal section
(fugue), and a short free closing section. The connection to the north German organ school was noted early by
Bach biographer Philipp Spitta in 1873. However, the numerous recitative stretches are rarely found in the works
of northern composers and may have been inspired by Johann Heinrich Buttstett, whose few surviving free works,
particularly his Prelude and Capriccio in D minor, exhibit similar features. A passage in the fugue of BWV 565 is
an exact copy of a phrase in one of Johann Pachelbel’s D minor fantasias, and the first half of the subject is
based on this Pachelbel passage as well. It was common practice at the time to create fugues on other
composers’ themes, and a number of such pieces by Bach are known (BWV 574, 579, 950, etc.); moreover, the
bass pattern of the Passacaglia and Fugue in C minor, BWV 582, is borrowed from André Raison’s organ
passacaglia, also using only the first half of Raison’s passage (just the way BWV 565 borrows from Pachelbel).

The work was first published by Breitkopf & Härtel in late 1833 as part of a collection of Bach’s organ works. The
edition was conceived and partly prepared by Felix Mendelssohn, who had BWV 565 in his repertoire already by
1830. Mendelssohn’s opinion of the piece, expressed in one of his letters, was that it was “at the same time
learned and something for the [common] people.” The first major public performance was also by Mendelssohn,
on 6 August 1840 in Leipzig. The concert was very well received by the critics, among them Robert Schumann.
Later in the 19th century, Franz Liszt adopted the piece into his organ repertoire, and a piano transcription was
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made by Liszt’s pupil Carl Tausig, which gained substantial fame. Another popular transcription was completed in
1899 by Ferruccio Busoni. In the 20th century, an orchestral version of the piece, created by Leopold Stokowski,
popularized the work further when it was included in Walt Disney’s film Fantasia, released in 1940.

The work’s famous opening drew attention and praise already from Schumann, who, however, admired it as an
example of Bach’s sense of humor. In the 20th century the work was generally viewed very differently, as a bold
and dramatic piece. Musicologist Hermann Keller, writing in 1948, described the opening bars’ unison passages
as “descending like a lightning flash, the long roll of thunder of the broken chords of the full organ, and the stormy
undulation of the triplets.” A similar view has been expressed by noted Bach scholar and former director of Bach-
Archiv Leipzig, Hans-Joachim Schulze:

Here is elemental and unbounded power, in impatiently ascending and descending runs and rolling masses of
chords, that only with difficulty abates sufficiently to give place to the logic and balance of the fugue. With the
reprise of the initial Toccata, the dramatic idea reaches its culmination amidst flying scales and with an ending of
great sonority.

Writing in 2005, organist and Bach scholar Hans Fagius commented that while the authorship issue may remain
unresolved, the enduring popularity of the work is not difficult to understand, since there is “a fantastic drive and
energy to the piece that simply make it irresistible.”

Analysis

The Toccata begins with a single-voice flourish in the upper ranges of the keyboard, doubled at the octave. It then
spirals toward the bottom, where a diminished seventh chord appears (which actually implies a dominant chord
with a minor 9th against a tonic pedal), built one note at a time. This resolves into a D major chord:

Three short passages follow, each reiterating a short motif and doubled at the octave. The section ends with a
diminished seventh chord which resolved into the tonic, D minor, through a flourish. The second section of the
Toccata is a number of loosely connected figurations and flourishes; the pedal switches to the dominant key, A
minor. This section segues into the third and final section of the Toccata, which consists almost entirely of a
passage doubled at the sixth and comprising reiterations of the same three-note figure, similar to doubled
passages in the first section. After a brief pedal flourish, the piece ends with a D minor chord.

Hear the MusicHear the Music

Toccata and Fugue in D minor, BWV 565

The subject of the four-voice fugue is made up entirely of sixteenth notes, with an implied pedal point set against
a brief melodic subject that first falls, then rises. Such violinistic figures are frequently encountered in Baroque
music and that of Bach, both as fugue subjects and as material in non-imitative pieces. Unusually, the answer is
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in the subdominant key, rather than the traditional dominant. Although technically a four-part fugue, most of the
time there are only three voices, and some of the interludes are in two, or even one voice (notated as two).
Although only simple triadic harmony is employed throughout the fugue, there is an unexpected C minor subject
entry, and furthermore, a solo pedal statement of the subject—a unique feature for a Baroque fugue. Immediately

after the final subject entry, the composition resolves to a sustained B♭ major chord. A multi-sectional coda
follows, marked Recitativo. Although only 17 bars long, it progresses through five tempo changes. The last bars
are played Molto adagio, and the piece ends with a minor plagal cadence.

As was common practice for German music of the 17th century, the intended registration is not specified, and
performers’ choices vary from simple solutions such as organo pleno to exceedingly complex ones, such as
Liszt’s preference for glockenspiel stop for Prestissimo triplets in the opening section, and the quintadena stop for
repeated notes in bars 12–15.

Attribution

Some of the earliest publications to raise the authorship question were articles by Walter Emery (1966) and
Friedrich Blume (1965), and Roger Bullivant’s book Fugue (1971).[20] Ten years after Bullivant’s volume, a paper
by musicologist Peter Williams was published, dealing specifically with BWV 565 and outlining a number of
stylistic problems present in the piece. These included, but were not limited to, the following, all either unique or
extremely rare for organ music of the period the toccata is allegedly from:

• Parallel octaves throughout the opening of the toccata
• True subdominant answers in the fugue
• A pedal statement of the subject, unaccompanied by other voices (also in Bullivant, and mentioned

elsewhere)
• Primitive harmonies throughout the piece, with countersubjects in the fugue frequently moving through

thirds and sixths only
• Conclusion of the piece on a minor plagal cadence (also in Bullivant)

In 1998 the issue was explored in a book-length study by the musicologist Rolf-Dietrich Claus. In 2006, a
statistical analysis supported the validity of the authorship question concerning the fugue of BWV 565. Several
theories concerning the authorship of the work were put forward by scholars. For example, the piece may have
been created by another composer who must have been born in the beginning of the 18th century, since details of
style (such as triadic harmony, spread chords, and the use of solo pedal) may indicate post–1730, or even
post–1750 idioms. In 1982, scholar David Humphreys suggested that such a composer could come from the
circle of Ringk’s teacher Johann Peter Kellner (1705–1772), who had close ties with the Bach family.

Another theory, first put forward by Williams in 1981, suggests that BWV 565 may have been a transcription of a
lost solo violin piece. Parallel octaves and the preponderance of thirds and sixths may be explained by a
transcriber’s attempt to fill in harmony which, if preserved as is, would be inadequately thin on a pipe organ. This
is corroborated by the fact that the subject of the fugue, and certain passages (such as bars 12–15), are evidently
inspired by string music. Bach is known to have transcribed solo violin works for organ at least twice. Williams put
this theory into practice by writing a reconstruction of the conjectured original violin work, which has been
performed (by violinists Jaap Schröder and Simon Standage), and published. The violinist Andrew Manze
subsequently produced his own reconstruction, also in A minor, which he has performed and recorded. Another
violin version was created by scholar Bruce Fox-Lefriche in 2004, and other string instruments have been
suggested for the original piece as well, e.g. a five string cello — a possibility explored in a 2000 article by Mark
Argent.

Among the numerous examples of scholars referring to the work as one of doubtful attribution are the 1997
Cambridge Companion to Bach, edited by scholar and performer John Butt, as well as recent monographs on
Bach’s music by harpsichordist and musicologist David Schulenberg and Richard Douglas Jones. However, the
designation of BWV 565 as a work of doubtful attribution is not supported by the renowned Bach scholar
Christoph Wolff. Writing about BWV 565 in his seminal Bach biography, Johann Sebastian Bach — The Learned
Musician, he does not address most of the specific problems of the piece, instead maintaining that any and all
problematic passages are explained by the fact that BWV 565 must be an early work. The parallel octaves, Wolff
writes, must be explained by the deficiencies of Bach’s Arnstadt organ, which the composer sought to rectify.
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Arrangements and Transcriptions

This popular work has been transcribed many times. Around the end of the 19th century a “second wave” Bach
revival occurred (the first having been the one launched earlier in the 19th century by Felix Mendelssohn among
others). In the second wave, much of Bach’s instrumental music was adapted to resources that were available in
salon settings (for example solo piano, or chamber ensembles). The composer and pianist Ferruccio Busoni was
a leader of this movement, and wrote many piano transcriptions of Bach compositions, which often radically alter
the original. Among them was a virtuosic version of the Toccata and Fugue, which tries to replicate the spirit of
the original organ sound. An earlier virtuoso piano transcription also once much in vogue was by Carl Tausig;
pianist Marie Novello chose it for what one source claims to be the Toccata and Fugue’s first recording. Among
other arrangements that have appeared on record are those by Percy Grainger, Ignaz Friedman and Louis
Brassin.

The wind organ medium translates readily to the concert band and wind ensemble. Such band versions include
transcriptions by Donald Hunsberger (Alfred Publ.).

Stokowski’s first 78rpm disc of 1927 was an international best-seller which introduced the music to many record
collectors. He recorded it several more times in subsequent years. Others who have transcribed the Toccata and
Fugue for orchestra include Lucien Cailliet, René Leibowitz, Leonidas Leonardi, Alois Melichar, Eugene Ormandy,
Fabien Sevitzky, Stanisław Skrowaczewski, and Henry Wood (pseudonymously, as “Paul Klenovsky”).

In the mid-1990s, Canadian Brass created an adaptation for quintet that has become the “must perform” standard
work for brass ensembles the world over. More than twenty thousand copies of the adaptation by former member
Fred Mills have been sold to date through the Hal Leonard Publishing Corporation, and the work is recorded on
several of their CDs, the most recent being Takes Flight released in 2012. In 1993, Salvatore Sciarrino made an
arrangement for solo flute, recorded by Mario Caroli. A version for solo horn was made by Zsolt Nagy[40] and
has been performed by Frank Lloyd.

In popular culture

The Toccata has been used in a variety of popular media ranging from film, video games, to rock music, and
ringtones.

It is used for the opening credits of the 1931 film Dr. Jekyll and Mr. Hyde.

In 1960 Federico Fellini featured the track in his movie La Dolce Vita, being played by a character at a church
organ.

The 1962 film adaptation of The Phantom of the Opera by Hammer Productions featured the piece, and since
then, the movie has helped to associate the music with horror movies, Halloween, and the like in popular culture.

The jazz/R&B group Brass Fever featured an arrangement of the composition on their self-titled 1975 album as
“Bach Bone”.

Jon Lord of Deep Purple fame recorded a composition called “Bach onto this”, which is based on BWV 565. It
appears on his 1982 album Before I Forget.

English progressive rock band Egg covered the piece for their 1970 debut album.

Dutch progressive/symphonic rock band Ekseption covered the piece for their 1973 album Trinity.

The English classical/rock fusion band Sky (featuring the classical guitarist John Williams and classical
percussionist Tristan Fry) scored a Top 10 pop hit with their 1980 arrangement of the Toccata section of BWV
565. This version crossed over to the Billboard Hot 100, charting at #83.

Vanessa-Mae recorded a cover of this piece. It reached number 24 on the Billboard charts.

The track is used for the opening credits and final freeze-frame of the 1975 film Rollerball.
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In 1978 Walter Murphy released the album Phantom of the Opera that featured a rearrangement of Toccata and
Fugue, entitled Toccata and Funk in D minor. The rest of the album samples the score heavily.

In Disney’s 1940 film, Fantasia, it is used as the first piece of the film. The disney animators were given an
abstract theme to create the image to the music.

In another Disney film, 20,000 Leagues Under the Sea, Captain Nemo (played by James Mason) performs the
piece on an organ.

External Links

Sheet musicSheet music

• BWV 565 at the Werner Icking Music Archive.
• Free sheet music of original and Busoni piano arrangement from Cantorion.org
• Toccata and Fugue in D minor: Free scores at the International Music Score Library Project

RecordingsRecordings

• Free recording as a video of BWV 565 played by Nariné Simonian on the Aloys Moser organ in the
Saint-Pierre des Liens Church, Bulle,GRUYERE, Switzerland.

• Free download of BWV 565 recorded by James Kibbie on the 1724–30 Trost organ in the Stadtkirche,
Waltershausen, Germany

• Free download of BWV 565 recorded by Frederik Magle on the 1882–83 Walcker organ in Riga
Cathedral, Latvia.

• 4K Ultra HD video of the Toccata and Fugue BWV 565, performed on a Flentrop Organ by organist
Rodney Gehrke for the Early Music ensemble Voices of Music

CompilationsCompilations

• Free-content sheet music, audio and video of BWV 565

BACH: TOCCATA AND FUGUE IN D MINOR
VIDEO

Watch this video online: https://youtu.be/_FXoyr_FyFw

Licensing & AttributionsLicensing & Attributions

All rights reserved contentAll rights reserved content

• Toccata & Fugue in d minor (BACH, J.S.). Authored byAuthored by: Christopher Hayles. Located atLocated at: https://www.youtube.com/watch?v=_FXoyr_FyFw. LicenseLicense: All Rights Reserved. License TermsLicense Terms: Standard YouTube License
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CLASSICAL MUSIC

HISTORY OF THE CLASSICAL PERIOD

The Classical PeriodThe Classical Period

The dates of the Classical periodClassical period in Western music are generally accepted as being between about 1750 and
1820. However, the term classical music is used in a colloquial sense as a synonym for Western art music,
which describes a variety of Western musical styles from the ninth century to the present, and especially from

the sixteenth or seventeenth to the nineteenth. This article is about the specific period from 1730 to 1820.[1]

The Classical period falls between the Baroque and the Romantic periods. The best-known composers from
this period are Joseph Haydn, Wolfgang Amadeus Mozart,Ludwig van Beethoven, and Franz Schubert; other
notable names include Luigi Boccherini, Muzio Clementi, Antonio Soler, Antonio Salieri, François Joseph
Gossec,Johann Stamitz, Carl Friedrich Abel, Carl Philipp Emanuel Bach, and Christoph Willibald Gluck.
Ludwig van Beethoven is also regarded either as a Romantic composer or a composer who was part of the
transition to the Romantic.

Franz Schubert is also something of a transitional figure, as are Johann Nepomuk Hummel, Mauro Giuliani,
Friedrich Kuhlau, Fernando Sor, Luigi Cherubini, Jan Ladislav Dussek, and Carl Maria von Weber. The period
is sometimes referred to as the era ofViennese Classic or Classicism (German: Wiener Klassik), since
Wolfgang Amadeus Mozart, Joseph Haydn, Antonio Salieri, and Ludwig van Beethoven all worked at some
time in Vienna, and Franz Schubert was born there.
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Classicist door in Olomouc, The Czech Republic. An example of Classicist architecture.

Classicism

In the middle of the 18th century, Europe began to move toward a new style in architecture, literature, and the
arts, generally known asClassicism. This style sought to emulate the ideals of Classical antiquity, especially those
of Classical Greece. While still tightly linked to court culture and absolutism, with its formality and emphasis on
order and hierarchy, the new style was also “cleaner”. It favored clearer divisions between parts, brighter
contrasts and colors, and simplicity rather than complexity. In addition, the typical size of orchestras began to
increase.

The remarkable development of ideas in “natural philosophy” had already established itself in the public
consciousness. In particular,Newton’s physics was taken as a paradigm: structures should be well-founded
in axioms and be both well-articulated and orderly. This taste for structural clarity began to affect music, which
moved away from the layered polyphony of the Baroque period toward a style known as homophony, in which
the melody is played over a subordinate harmony. This move meant that chords became a much more prevalent
feature of music, even if they interrupted the melodic smoothness of a single part. As a result, the tonal structure
of a piece of music became more audible.

The new style was also encouraged by changes in the economic order and social structure. As the 18th century
progressed, the nobility became the primary patrons of instrumental music, while public taste increasingly
preferred comic opera. This led to changes in the way music was performed, the most crucial of which was the
move to standard instrumental groups and the reduction in the importance of the continuo—the rhythmic and
harmonic ground of a piece of music, typically played by a keyboard (harpsichord or organ) and potentially by
several other instruments. One way to trace the decline of the continuo and its figured chords is to examine the
disappearance of the term obbligato, meaning a mandatory instrumental part in a work of chamber music. In
Baroque compositions, additional instruments could be added to the continuo according to preference; in
Classical compositions, all parts were specifically noted, though not always notated, so the term “obbligato”
became redundant. By 1800, it was practically extinct.

Economic changes also had the effect of altering the balance of availability and quality of musicians. While in the
late Baroque a major composer would have the entire musical resources of a town to draw on, the forces
available at a hunting lodge were smaller and more fixed in their level of ability. This was a spur to having
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primarily simple parts to play, and in the case of a resident virtuoso group, a spur to writing spectacular, idiomatic
parts for certain instruments, as in the case of the Mannheim orchestra. In addition, the appetite for a continual
supply of new music, carried over from the Baroque, meant that works had to be performable with, at best, one
rehearsal. Indeed, even after 1790 Mozart writes about “the rehearsal”, with the implication that his concerts
would have only one.

Since polyphonic texture was no longer the main focus of music (excluding the development section) but rather a
single melodic line with accompaniment, there was greater emphasis on notating that line for dynamics and
phrasing. The simplification of texture made such instrumental detail more important, and also made the use of
characteristic rhythms, such as attention-getting opening fanfares, the funeral march rhythm, or the minuet genre,
more important in establishing and unifying the tone of a single movement.

Forms such as the concerto and sonata were more heavily defined and given more specific rules, whereas the
symphony was created in this period (this is popularly attributed to Joseph Haydn). The concerto grosso (a
concerto for more than one musician) began to be replaced by the solo concerto (a concerto featuring only one
soloist), and therefore began to place more importance on the particular soloist’s ability to show off. There were,
of course, some concerti grossi that remained, the most famous of which being Mozart’s Sinfonia Concertante for
Violin and Viola in E flat Major.

A string quartet. From left to right: violin 1, violin 2, cello, viola

Main characteristics

Classical music has a lighter, clearer texture than Baroque music and is less complex. It is
mainly homophonic—melody above chordal accompaniment (but counterpoint is by no means forgotten,
especially later in the period). It also make use of Style gallant in the classical period which was drawn in
opposition to the strictures of the Baroque style, emphasizing light elegance in place of the Baroque’s dignified
seriousness and impressive grandeur.

Variety and contrast within a piece became more pronounced than before. Variety of keys, melodies, rhythms and
dynamics (using crescendo, diminuendo and sforzando), along with frequent changes of mood and timbre were
more commonplace in the Classical period than they had been in the Baroque. Melodies tended to be shorter
than those of Baroque music, with clear-cut phrases and clearly marked cadences. The orchestra increased in
size and range; the harpsichord continuo fell out of use, and the woodwind became a self-contained section. As a
solo instrument, the harpsichord was replaced by the piano (or fortepiano). Early piano music was light in texture,
often with Alberti bass accompaniment, but it later became richer, more sonorous and more powerful.

Importance was given to instrumental music—the main kinds were sonata, trio, string quartet, symphony,
concerto, serenade and divertimento. Sonata form developed and became the most important form. It was used
to build up the first movement of most large-scale works, but also other movements and single pieces (such as
overtures).
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History

The Baroque/Classical transition c. 1730–1760

Gluck, detail of a portrait by Joseph Duplessis, dated 1775 (Kunsthistorisches Museum, Vienna)

At first the new style took over Baroque forms—the ternary da capo aria and the sinfonia and concerto—but
composed with simpler parts, more notated ornamentation and more emphatic division into sections. However,
over time, the new aesthetic caused radical changes in how pieces were put together, and the basic layouts
changed. Composers from this period sought dramatic effects, striking melodies, and clearer textures.
The Italian composer Domenico Scarlatti was an important figure in the transition from Baroque to Classical. His
unique compositional style is strongly related to that of the early Classical period. He is best known for composing
more than five hundred one-movement keyboard sonatas. In Spain, Antonio Soler also produced valuable
keyboard sonatas, more varied in form than those of Scarlatti, with some pieces in three or four movements.

Baroque music generally uses many harmonic fantasies and does not concentrate that much on the structure of
the musical piece, musical phrases and motives. In the classical period, the harmonic functions are simpler.
However, the structure of the piece, the phrases and motives, are much more important in the tunes than in the
Baroque period.

Another important break with the past was the radical overhaul of opera by Christoph Willibald Gluck, who cut
away a great deal of the layering and improvisational ornament and focused on the points of modulation and
transition. By making these moments where the harmony changes more focal, he enabled powerful dramatic
shifts in the emotional color of the music. To highlight these episodes he used changes in instrumentation,
melody, and mode. Among the most successful composers of his time, Gluck spawned many emulators, one of
whom was Antonio Salieri. Their emphasis on accessibility brought huge successes in opera, and in vocal music
more widely: songs, oratorios, and choruses. These were considered the most important kinds of music for
performance and hence enjoyed greatest success in the public estimation.

The phase between the Baroque and the rise of the Classical, with its broad mixture of competing ideas and
attempts to unify the different demands of taste, economics and “worldview”, goes by many names. It is

sometimes called Galant, Rococo, or pre-Classical, or at other times early Classical[citation needed]. It is a period
where some composers still working in the Baroque style flourish, though sometimes thought of as being more of
the past than the present—Bach, Handel, and Telemann all composed well beyond the point at which the
homophonic style is clearly in the ascendant. Musical culture was caught at a crossroads: the masters of the older
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style had the technique, but the public hungered for the new. This is one of the reasons C. P. E. Bach was held in
such high regard: he understood the older forms quite well and knew how to present them in new garb, with an
enhanced variety of form.

Circa 1750–1775

Haydn portrait by Thomas Hardy, 1792

By the late 1750s there were flourishing centers of the new style in Italy, Vienna, Mannheim, and Paris; dozens of
symphonies were composed and there were bands of players associated with theatres. Opera or other vocal
music was the feature of most musical events, with concertos and symphonies (arising from the overture) serving
as instrumental interludes and introductions for operas and church services. Over the course of the Classical
period, symphonies and concertos developed and were presented independently of vocal music.

The “normal” ensemble—a body of strings supplemented by winds—and movements of particular rhythmic
character were established by the late 1750s in Vienna. However, the length and weight of pieces was still set
with some Baroque characteristics: individual movements still focused on one “affect” or had only one sharply
contrasting middle section, and their length was not significantly greater than Baroque movements. There was not
yet a clearly enunciated theory of how to compose in the new style. It was a moment ripe for a breakthrough.

Many consider this breakthrough to have been made by C. P. E. Bach, Gluck, and several others. Indeed, C. P.
E. Bach and Gluck are often considered founders of the Classical style.

The first great master of the style was the composer Joseph Haydn. In the late 1750s he began composing
symphonies, and by 1761 he had composed a triptych (Morning, Noon, and Evening) solidly in the contemporary
mode. As a vice-Kapellmeister and later Kapellmeister, his output expanded: he composed over forty symphonies
in the 1760s alone. And while his fame grew, as his orchestra was expanded and his compositions were copied
and disseminated, his voice was only one among many.

While some suggest that he was overshadowed by Mozart and Beethoven, it would be difficult to overstate
Haydn’s centrality to the new style, and therefore to the future of Western art music as a whole. At the time,
before the pre-eminence of Mozart or Beethoven, and with Johann Sebastian Bach known primarily to
connoisseurs of keyboard music, Haydn reached a place in music that set him above all other composers except
perhaps George Frideric Handel. He took existing ideas, and radically altered how they functioned—earning him
the titles “father of the symphony” and “father of the string quartet”.

One of the forces that worked as an impetus for his pressing forward was the first stirring of what would later be
called Romanticism—the Sturm und Drang, or “storm and stress” phase in the arts, a short period where obvious
emotionalism was a stylistic preference. Haydn accordingly wanted more dramatic contrast and more emotionally
appealing melodies, with sharpened character and individuality. This period faded away in music and literature:
however, it influenced what came afterward and would eventually be a component of aesthetic taste in later
decades.
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The Farewell Symphony, No. 45 in F♯ Minor, exemplifies Haydn’s integration of the differing demands of the new
style, with surprising sharp turns and a long adagio to end the work. In 1772, Haydn completed his Opus 20 set of
six string quartets, in which he deployed the polyphonic techniques he had gathered from the previous era to
provide structural coherence capable of holding together his melodic ideas. For some, this marks the beginning of
the “mature” Classical style, in which the period of reaction against late Baroque complexity yielded to a period of
integration Baroque and Classical elements.

Circa 1775–1790

Wolfgang Amadeus Mozart, posthumous painting by Barbara Krafft in 1819

Haydn, having worked for over a decade as the music director for a prince, had far more resources and scope for
composing than most and also the ability to shape the forces that would play his music. This opportunity was not
wasted, as Haydn, beginning quite early on his career, sought to press forward the technique of building ideas in
music. His next important breakthrough was in the Opus 33 string quartets (1781), in which the melodic and the
harmonic roles segue among the instruments: it is often momentarily unclear what is melody and what is
harmony. This changes the way the ensemble works its way between dramatic moments of transition and
climactic sections: the music flows smoothly and without obvious interruption. He then took this integrated style
and began applying it to orchestral and vocal music.

Haydn’s gift to music was a way of composing, a way of structuring works, which was at the same time in accord
with the governing aesthetic of the new style. However, a younger contemporary, Wolfgang Amadeus Mozart,
brought his genius to Haydn’s ideas and applied them to two of the major genres of the day: opera, and the
virtuoso concerto. Whereas Haydn spent much of his working life as a court composer, Mozart wanted public
success in the concert life of cities. This meant opera, and it meant performing as a virtuoso. Haydn was not a
virtuoso at the international touring level; nor was he seeking to create operatic works that could play for many
nights in front of a large audience. Mozart wanted both. Moreover, Mozart also had a taste for more chromatic
chords (and greater contrasts in harmonic language generally), a greater love for creating a welter of melodies in
a single work, and a more Italianate sensibility in music as a whole. He found, in Haydn’s music and later in his
study of the polyphony of Bach, the means to discipline and enrich his gifts.
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The Mozart family circa 1780. The portrait on the wall is of Mozart’s mother.

Mozart rapidly came to the attention of Haydn, who hailed the new composer, studied his works, and considered
the younger man his only true peer in music. In Mozart, Haydn found a greater range of instrumentation, dramatic
effect and melodic resource; the learning relationship moved in two directions.

Mozart’s arrival in Vienna in 1780 brought an acceleration in the development of the Classical style. There Mozart
absorbed the fusion of Italianate brilliance and Germanic cohesiveness that had been brewing for the previous 20
years. His own taste for brilliances, rhythmically complex melodies and figures, long cantilena melodies, and
virtuoso flourishes was merged with an appreciation for formal coherence and internal connectedness. It is at this
point that war and inflation halted a trend to larger orchestras and forced the disbanding or reduction of many
theater orchestras. This pressed the Classical style inwards: toward seeking greater ensemble and technical
challenge—for example, scattering the melody across woodwinds, or using thirds to highlight the melody taken by
them. This process placed a premium on chamber music for more public performance, giving a further boost to
the string quartet and other small ensemble groupings.

It was during this decade that public taste began, increasingly, to recognize that Haydn and Mozart had reached a
higher standard of composition. By the time Mozart arrived at age 25, in 1781, the dominant styles of Vienna were
recognizably connected to the emergence in the 1750s of the early Classical style. By the end of the 1780s,
changes in performance practice, the relative standing of instrumental and vocal music, technical demands on
musicians, and stylistic unity had become established in the composers who imitated Mozart and Haydn. During
this decade Mozart composed his most famous operas, his six late symphonies that helped to redefine the genre,
and a string of piano concerti that still stand at the pinnacle of these forms.

One composer who was influential in spreading the more serious style that Mozart and Haydn had formed
is Muzio Clementi, a gifted virtuoso pianist who tied with Mozart in a musical “duel” before the emperor in which
they each improvised and performed their compositions. Clementi’s sonatas for the piano circulated widely, and
he became the most successful composer in London during the 1780s. Also in London at this time was Jan
Ladislav Dussek, who, like Clementi, encouraged piano makers to extend the range and other features of their
instruments, and then fully exploited the newly opened possibilities. The importance of London in the Classical
period is often overlooked, but it served as the home to the Broadwood’s factory for piano manufacturing and as
the base for composers who, while less notable than the “Vienna School”, had a decisive influence on what came
later. They were composers of many fine works, notable in their own right. London’s taste for virtuosity may well
have encouraged the complex passage work and extended statements on tonic and dominant.

Circa 1790–1820

When Haydn and Mozart began composing, symphonies were played as single movements—before, between, or
as interludes within other works—and many of them lasted only ten or twelve minutes; instrumental groups had
varying standards of playing, and the continuo was a central part of music-making.

In the intervening years, the social world of music had seen dramatic changes. International publication and
touring had grown explosively, and concert societies formed. Notation became more specific, more
descriptive—and schematics for works had been simplified (yet became more varied in their exact working out). In
1790, just before Mozart’s death, with his reputation spreading rapidly, Haydn was poised for a series of
successes, notably his late oratorios and “London” symphonies. Composers inParis, Rome, and all over Germany
turned to Haydn and Mozart for their ideas on form.
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Portrait of Beethoven by Joseph Karl Stieler, 1820

The time was again ripe for a dramatic shift. In the 1790s, a new generation of composers, born around 1770,
emerged. While they had grown up with the earlier styles, they heard in the recent works of Haydn and Mozart a
vehicle for greater expression. In 1788 Luigi Cherubini settled in Paris and in 1791 composed Lodoiska, an opera
that raised him to fame. Its style is clearly reflective of the mature Haydn and Mozart, and its instrumentation gave
it a weight that had not yet been felt in the grand opera. His contemporary Étienne Méhul extended instrumental
effects with his 1790 opera Euphrosine et Coradin, from which followed a series of successes.

Hummel in 1814

The most fateful of the new generation was Ludwig van Beethoven, who launched his numbered works in 1794
with a set of three piano trios, which remain in the repertoire. Somewhat younger than the others, though equally
accomplished because of his youthful study under Mozart and his native virtuosity, wasJohann Nepomuk
Hummel. Hummel studied under Haydn as well; he was a friend to Beethoven andFranz Schubert. He
concentrated more on the piano than any other instrument, and his time in London in 1791 and 1792 generated
the composition and publication in 1793 of three piano sonatas, opus 2, which idiomatically used Mozart’s
techniques of avoiding the expected cadence, and Clementi’s sometimes modally uncertain virtuoso figuration.
Taken together, these composers can be seen as the vanguard of a broad change in style and the center of
music. They studied one another’s works, copied one another’s gestures in music, and on occasion behaved like
quarrelsome rivals.

The crucial differences with the previous wave can be seen in the downward shift in melodies, increasing
durations of movements, the acceptance of Mozart and Haydn as paradigmatic, the greater use of keyboard
resources, the shift from “vocal” writing to “pianistic” writing, the growing pull of the minor and of modal ambiguity,

124124



and the increasing importance of varying accompanying figures to bring “texture” forward as an element in music.
In short, the late Classical was seeking a music that was internally more complex. The growth of concert societies
and amateur orchestras, marking the importance of music as part of middle-class life, contributed to a booming
market for pianos, piano music, and virtuosi to serve as examplars. Hummel, Beethoven, and Clementi were all
renowned for their improvising.

Direct influence of the Baroque continued to fade: the figured bass grew less prominent as a means of holding
performance together, the performance practices of the mid-18th century continued to die out. However, at the
same time, complete editions of Baroque masters began to become available, and the influence of Baroque style
continued to grow, particularly in the ever more expansive use of brass. Another feature of the period is the
growing number of performances where the composer was not present. This led to increased detail and specificity
in notation; for example, there were fewer “optional” parts that stood separately from the main score.

The force of these shifts became apparent with Beethoven’s 3rd Symphony, given the name Eroica, which is
Italian for “heroic”, by the composer. As with Stravinsky’s The Rite of Spring, it may not have been the first in all of
its innovations, but its aggressive use of every part of the Classical style set it apart from its contemporary works:
in length, ambition, and harmonic resources as well.

First Viennese School

View of Vienna in 1758, by Bernardo Bellotto

The First Viennese School is a name mostly used to refer to three composers of the Classical period in late-18th-
centuryVienna: W. A. Mozart, Haydn, and Beethoven. Franz Schubert is occasionally added to the list.

In German speaking countries, the term Wiener Klassik (lit. Viennese classical era/art) is used. That term is often
more broadly applied to the Classical era in music as a whole, as a means to distinguish it from other periods that
are colloquially referred to as classical, namely Baroque and Romantic music.

The term “Viennese School” was first used by Austrian musicologist Raphael Georg Kiesewetter in 1834,
although he only counted Haydn and Mozart as members of the school. Other writers followed suit, and
eventually Beethoven was added to the list. The designation “first” is added today to avoid confusion with
the Second Viennese School.

Whilst, Schubert apart, these composers certainly knew each other (with Haydn and Mozart even being
occasional chamber-music partners), there is no sense in which they were engaged in a collaborative effort in the
sense that one would associate with 20th-century schools such as the Second Viennese School, or Les Six. Nor
is there any significant sense in which one composer was “schooled” by another (in the way that Berg and
Webern were taught by Schoenberg), though it is true that Beethoven for a time received lessons from Haydn.

Attempts to extend the First Viennese School to include such later figures as Anton Bruckner, Johannes Brahms,
and Gustav Mahler are merely journalistic, and never encountered in academic musicology.
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Classical influence on later composers

1875 oil painting of Franz Schubert by Wilhelm August Rieder, after his own 1825 watercolor portrait

Musical eras seldom disappear at once; instead, features are replaced over time, until the old is simply felt as
“old-fashioned”. The Classical style did not “die” so much as transform under the weight of changes.

Portrait of Mendelssohn by the English miniaturist James Warren Childe (1778–1862), 1839

One crucial change was the shift towards harmonies centering around “flatward” keys: shifts in
thesubdominant direction. In the Classical style, major key was far more common than minor, chromaticism being
moderated through the use of “sharpward” modulation, and sections in the minor mode were often merely for
contrast. Beginning with Mozart and Clementi, there began a creeping colonization of the subdominant region.
With Schubert, subdominant moves flourished after being introduced in contexts in which earlier composers
would have confined themselves to dominant shifts. This introduced darker colors to music, strengthened the
minor mode, and made structure harder to maintain. Beethoven contributed to this by his increasing use of
the fourth as a consonance, and modal ambiguity—for example, the opening of the D Minor Symphony.
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Franz Schubert, Carl Maria von Weber, and John Field are among the most prominent in this generation of
“Classical Romantics”, along with the young Felix Mendelssohn. Their sense of form was strongly influenced by
the Classical style, and they were not yet “learned” (imitating rules which were codified by others), but they
directly responded to works by Beethoven, Mozart, Clementi, and others, as they encountered them. The
instrumental forces at their disposal were also quite “Classical” in number and variety, permitting similarity with
Classical works.

However, the forces destined to end the hold of the Classical style gathered strength in the works of each of the
above composers. The most commonly cited one is harmonic innovation. Also important is the increasing focus
on having a continuous and rhythmically uniform accompanying figuration:Beethoven’s Moonlight Sonata was the
model for hundreds of later pieces—where the shifting movement of a rhythmic figure provides much of the drama
and interest of the work, while a melody drifts above it. Greater knowledge of works, greater instrumental
expertise, increasing variety of instruments, the growth of concert societies, and the unstoppable domination of
the piano—which created a huge audience for sophisticated music—all contributed to the shift to the “Romantic”
style.

Drawing the line between these two styles is impossible: some sections of Mozart’s works, taken alone, are
indistinguishable in harmony and orchestration from music written 80 years later—and composers continue to
write in normative Classical styles into the 20th century. Even before Beethoven’s death, composers such
as Louis Spohr were self-described Romantics, incorporating, for example, more extravagant chromaticism in
their works.

However, Vienna’s fall as the most important musical center for orchestral composition is generally felt to mark
the Classical style’s final eclipse—and the end of its continuous organic development of one composer learning in
close proximity to others. Franz Liszt and Frédéric Chopin visited Vienna when young, but they then moved on to
other vistas. Composers such as Carl Czerny, while deeply influenced by Beethoven, also searched for new ideas
and new forms to contain the larger world of musical expression and performance in which they lived.

Renewed interest in the formal balance and restraint of 18th century classical music led in the early 20th century
to the development of so-called Neoclassical style, which numbered Stravinsky and Prokofiev among its
proponents, at least at certain times in their careers.

Classical period instruments

Fortepiano by Paul McNulty after Walter & Sohn, ca. 1805
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Strings

• Violin
• Viola
• Cello
• Contrabass

Woodwinds

• Basset clarinet
• Basset horn
• Clarinette d’amour
• Classical clarinet
• Chalumeau

Keyboards

• Clavichord
• Fortepiano
• Harpsichord

Brasses

• Buccin
• Ophicleide – serpent replacement, precursor of tuba
• French horn
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Timeline of Classical composers
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INSTRUMENTAL FORMS OF CLASSICAL PERIOD

Sonata FormSonata Form

Sonata formSonata form is one of the most influential ideas in the history of Western classical music. Since the
establishment of the practice by composers like C.P.E. Bach, Haydn,Mozart, Beethoven, and Schubert and
the codification of this practice into teaching and theory, the practice of writing works in sonata form has
changed considerably.

Late Baroque era (ca 1710 – ca 1750)

Properly speaking, sonata form did not exist in the Baroque period; however, the forms which led to the standard
definition did. In fact, there is a greater variety of harmonic patterns in Baroque works called sonatas than in
the Classical period. The sonatas of Domenico Scarlatti provide examples of the range of relationships of theme
and harmony possible in the 1730s and 1740s.

Sonatas were at first written mainly for the violin. Over time, a formal type evolved, predominating until the late
18th century. This type reached its peak in the sonatas of Bach, Handel, and Tartini, who followed older Italian
models and employed a type attributable to masters such as Corelli and Vivaldi (Musical Form, Leichtentritt,
Hugo, p. 122). By the 1730s and 1740s, the direction of instrumental works, often considered less important than
vocal music, tended towards an overall two-part layout: the binary form. But a section of contrasting material
which served as a bridge between them also came to be included.
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Classical era (ca 1750 – ca 1820)

The older Italian sonata form differs considerably from the later sonata in the works of the Viennese Classical
masters. Between the two main types, the older Italian and the more “modern” Viennese sonata, various
transitional types are manifest in the middle of the 18th century, in the works of the Mannheim
composers, Johann Stamitz,Franz Xaver Richter, C.P.E. Bach, and many others.

The piano sonata had its inception with Johann Kuhnau, the predecessor of J.S. Bach as cantor of Saint Thomas’
Church in Leipzig. Kuhnau was the first to imitate the Italian violin sonata in clavier music. The clavier sonatas of
Domenico Scarlatti form a separate and distinct species, written mostly in one movement, in song form, and
inhomophonic style. Scarlatti’s sonatas represent a transitional type between the older and the Viennese sonata.
In Italy, a distinction was made in older times between the sonata da chiesa (church sonata), written in fugal style,
and the sonata da camera (chamber sonata) which was really a suite mixed with sonata elements, not derived
from the dance.

The crucial elements that led to the sonata form were the weakening of the difference between binary and ternary
form; the shift of texture away from full polyphony (many voices in imitation) to homophony (a single dominant
voice and supporting harmony); and the increasing reliance on juxtaposing different keys and textures. As
different key relationships took on a more and more specific meaning, the schematics of works altered. Devices
such as the false reprise fell out of favor, while other patterns grew in importance.

Quite probably the most influential composer on the early development of sonata form was C.P.E. Bach, a son of
J.S. Bach. Taking the harmonic and voice-leading techniques that his father had developed, he applied them to
the homophonic style – allowing dramatic shifts in key and mood, while maintaining an overall coherence. C.P.E.
Bach was a decisive influence on Joseph Haydn. One of C.P.E. Bach’s most lasting innovations was the
shortening of the theme to a motif, which could be shaped more dramatically in pursuit of development. By 1765,
C.P.E. Bach’s themes, rather than being long melodies, had taken on the style of themes used in sonata form:
short, characteristic, and flexible. By linking the changes in the theme to the harmonic function of the section,
C.P.E. Bach laid the groundwork that composers such as Haydn and Wolfgang Amadeus Mozart would exploit.

The practice of the great Classical masters, specifically Haydn and Mozart, forms the basis for the description of
the sonata form. Their works served both as the model for the form, and as the source for new works conceived in
the sonata form itself. Debates about sonata form therefore reference the practice of Haydn and Mozart
extensively.

Joseph Haydn is thought of as “the Father of the Symphony” and “the Father of the [[String Quartet]]”. He can
also be thought of as the father of the sonata form as a means of structuring works. His string quartets and
symphonies in particular display not merely the range of applications of the form, but also the way to exploit its
dramatic potential. It is predominantly Haydn who created the transition to the development and the transition to
the recapitulation, as moments of supreme tension and dramatic interest. It is also Haydn who enabled a more
expansive contour for works, by making every aspect of the harmony of a work implicit in its main theme. This is
no small innovation, in that it creates a homophonic analog to the polyphonic fugue – a seed of potential from
which the composer could later germinate a range of different effects. Haydn’s variety of dramatic effects and
ability to create tension was remarked upon in his own time: his music was increasingly taken as the standard by
which other practice might be judged.

Haydn’s set of string quartets, Op. 33 gives the first examples of coordinated use of the resources of sonata form
in characteristic fashion. The composer himself listed them as being written on completely new principles and
marking the turning point in his technique.

Wolfgang Amadeus Mozart applied the large-scale ideas of Haydn to opera and the piano concerto. Mozart’s
fluidity with the creation of themes, and the dense network of motives and their parts give his work a surface
polish which was remarked upon even by his professional rivals. By the end of his short life, Mozart had absorbed
Haydn’s technique and applied it to his own more elongated sense of theme, for example in the Prague
Symphony.
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Romantic era (ca 1804 – ca 1910)

Ludwig van Beethoven was the composer who most directly inspired the theorists who codified sonata form as a
particular practice. While he was grounded in the fluid phrase structures and wider variety of possible schematic
layouts that came from Haydn and Mozart, his deepest innovation was to work from both ends of a sonata form,
conceiving of the entire structure, and then polishing themes which would support that overarching design. He
continued to expand the length and weight of the sonata forms used by Haydn and Mozart, as well as frequently
using motives and harmonic models drawn from the two older composers. Because of his use of increasingly
characteristic rhythms and disruptive devices, he is seen as a transitional figure between the Classical and
Romantic periods.

In the Romantic era, sonata form was first explicitly defined and became institutionalized. Academic scholars
like Adolph Bernhard Marx wrote descriptions of the form, often with a normative goal; that is, a goal of stating
how works in sonata form should be composed. While the first-movement form had been the subject of theoretical
works, it was seen as the pinnacle of musical technique. Part of the training of 19th-century composers was to
write in sonata form and to favor sonata form in the first movement of multi-movement compositions, like
symphonies, piano sonatas, and string quartets.

The 19th century’s procedure for writing sonatas diverged from earlier Classical practice, in that it focused more
on themes than on the placement of cadences. The monothematic exposition (a common characteristic of
Haydn’s sonata-form movements) largely disappeared, and the themes of the first and second groups were
expected to contrast in character. More generally, the formal outline of a sonata came to be viewed more in terms
of its themes or groups of themes, rather than the sharp differentiation of tonal areas based on cadences. In the
Classical period, establishing the expectation of a particular cadence and then delaying or avoiding it was a
common way of creating tension. In the 19th century, with its dramatically expanded harmonic vocabulary,
avoidance of a cadence did not have the same degree of unexpectedness. Instead, more distant key regions
were established by a variety of other means, including use of increasingly dissonant chords, pedal
points, texture, and alteration of the main theme itself.

In the Classical period, the contrast between theme groups, while useful, was not required. The first theme group
tended to outline the tonic chord, and the second theme tended to be more cantabile in character. But this was far
from universal – as Haydn’s monothematic expositions and Beethoven’s early rhythmic themes show. Because
the power of harmonic opposition, both between tonic and dominant and between major and minor, had less force
in the Romantic vocabulary, stereotypes of the character of themes became stronger. Nineteenth-century
theorists described the sonata principle as one of opposition between two groups of themes. Thus, it was
thought that the first theme should be “masculine” – strident, rhythmic, and implying a dissonance – and the
second theme group should be drawn more from vocal melody making it “feminine”. It is this contrast between
“rhythmic” and “singing” that Wagner, in his very influential work On Conducting, argued was at the very core of

tension in music . This led to the belief among many interpreters and composers[who?] that texture was the most
important contrast and that tempo should be used to emphasize this contrast. Thus, fast sections were conducted
faster and slower sections were conducted or played more slowly.

By requiring that harmony move with the themes, 19th-century sonata form imposed a kind of discipline on
composers and also allowed audiences to comprehend the music by following the appearance of recognizable
melodies. However, the sonata form, as an inherited formal mold, also created a tension for Romantic composers
between the desire to combine poetical expression and academic rigor.

Later Romantic commentators and theorists detected a “sonata idea” of increasing formalization. They drew a
progression of works from Haydn, through Mozart and Beethoven, whereby more and more movements in a
multi-movement work were felt to be in sonata form. These theorists present the theory that originally only first
movements were in that form, then later last movements as well (for example Mozart’s Prague Symphony), and
eventually the “sonata principle” came to extend through an entire work. For example Beethoven’s String Quartet
Op. 59 No. 2 was said to have all four movements in sonata form. By this, theorists such as Donald Tovey meant
the academically laid-out sonata form. Charles Rosen has argued that, properly understood, this was always the
case: that real sonata forms (plural) were always present, though this is not universally agreed on.

As the 19th century progressed, the complexity of sonata form grew, as new ways of moving through the harmony
of a work were introduced by Johannes Brahms andFranz Liszt. Instead of focusing exclusively on keys closely
related in the circle of fifths, they used movement along circles based on minor or major triads. Following the
trend established by Beethoven, the focus moved more and more to the development section. This was in line
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with the Romantic comparison of music to poetry. Poetic terms, such as “rhapsody” and “tone poem”, entered
music, and increasingly musicians felt that they should not take the repeats in symphonies because there was no
dramatic or lyrical point to doing so. This changed their interpretation of previous sonata forms.

The Romantic sonata form was an especially congenial mold for Brahms, who felt a strong affinity with the
composers of the Classical era. Brahms adopted and extended Beethoven’s practice of modulating to more
remote keys in the exposition, combining this with the use of counterpoint in the inner voices. For example,
his piano quintet has the first subject in F minor, but the second subject is in C sharp minor, an augmented
fifth higher. In the same work, the key scheme of the recapitulation is also altered – the second subject in the
recapitulation is in F sharp minor, rather than the F minor of the first subject.

Another force acting on sonata form was the school of composers centering on Franz Liszt and Richard Wagner.
They sought to integrate more roving harmonies and unprepared chords into the musical structure in order to
attain both formal coherence and a full, expressive range of keys. Increasingly, themes began to have notes
which were far from the original key, a procedure later labeled “extended tonality”. This trend strongly influenced
the next generation of composers, for instance Gustav Mahler. The first movements of several of his symphonies
are described as being in sonata form, although they diverge from the standard scheme quite dramatically.
Some have even argued that the entirety of his first symphony (in which material from the first movement returns
in the fourth movement) is meant to be one massive sonata-allegro form.

As the result of these innovations, works became more sectional. Composers such as Liszt and Anton
Bruckner even began to include explicit pauses in works between sections. The length of sonata movements
grew starting in the 1830s. Franz Lachner ‘s Prize Symphony, a work seldom played today, had a first movement
longer than any symphonic first movement by Beethoven. The length of whole works also increased
correspondingly. Tone poems, which were often in sonata form, greatly extended their length in comparison to
traditional overtures. For instance, Berlioz’s Waverley Overture is as long as some middle-period Haydn
symphonies.

One debate in the 19th century was over whether it was acceptable to use the layout of a poem or other literary
work to structure a work of instrumental music. The compositional school focused around Liszt and Wagner (the
so-called New German School) argued in favor of literary inspiration (see Program music), while another camp,
centered around Schumann, Brahms, and Eduard Hanslick argued that pure music should follow the forms laid
out by Haydn, Mozart, and Beethoven. This conflict was eventually internalized, and by 1900, though the debate
still raged, composers such as Richard Strauss would freely combine programmatic and symphonic structure,
such as in the work Ein Heldenleben.

Modern era

In the Modern period, sonata form became detached from its traditional harmonic basis. The works
of Schoenberg, Debussy, Sibelius and Richard Strauss emphasized different scales other than the
traditional major-minor scale and used chords that did not clearly establish tonality. It could be argued that by the
1930s, sonata form was merely a rhetorical term for any movement that stated themes, took them apart, and put
them back together again. However, even composers of atonal music, such asRoger Sessions and Karl
Hartmann, continued to use outlines that clearly pointed back to the practice of Beethoven and Haydn, even if the
method and style were quite different. At the same time, composers such as Sergei Prokofiev, Benjamin Britten,
and Dmitri Shostakovich revived the idea of a sonata form by more complex and extended use of tonality.

In more recent times, Minimalism has searched for new ways to develop form, and new outlines which, again,
while not being based on the same harmonic plan as the Classical sonata, are clearly related to it. An example
is Aaron Jay Kernis’s Symphony in Waves from the early 1990s.
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HISTORY OF THE SYMPHONY

SymphonySymphony

A symphonysymphony is an extended musical composition in Western classical music, generally scored

for orchestra or concert band. A symphony usually contains at least one movement or episode composed

according to the sonata principle. Many symphonies are tonal works in four movements with the first in sonata

form, which is often described by music theorists as the structure of a “classical” symphony, although many

symphonies by the acknowledged classical masters of the form, Joseph Haydn,Wolfgang Amadeus Mozart,

and Ludwig van Beethoven do not conform to this model.

Origins

The word symphony is derived from Greek συμφωνία (symphonia), meaning “agreement or concord of sound”,
“concert of vocal or instrumental music”, from σύμφωνος (symphōnos), “harmonious” (Oxford English Dictionary).
This Greek word was used to describe an instrument mentioned in the Book of Daniel, once believed by scholars
to have been a bagpipe—the word was identified, for example, as the root of the name of the
Italian zampogna (Stainer and Galpin 1914, 145–46). However, more recent scholarly opinion points out that the
word in the Book of Daniel is siphonia (from Greek σίφων siphōn, “tube”, “pipe”), and concludes that the bagpipe
did not exist at so early a time, though the name of the “zampogna” could still have been derived from this word
(Marcuse 1975, 501 & 597). In late Greek and medieval theory, the word was used for consonance, as opposed
to διαφωνία (diaphōnia), which was the word for dissonance (Brown 2001). In the Middle Ages and later, the
Latin form symphonia was used to describe various instruments, especially those capable of producing more than
one sound simultaneously (Brown 2001). Isidore of Seville was the first to use the word symphonia as the name
of a two-headed drum, and from c. 1155 to 1377 the French form symphonie was the name of
the organistrum or hurdy-gurdy. In late medieval England, symphony was used in both of these senses, whereas
by the 16th century it was equated with the dulcimer. In German, Symphonie was a generic term
for spinets and virginals from the late 16th century to the 18th century (Marcuse 1975, 501). In the sense of
“sounding together,” the word begins to appear in the titles of some works by 16th- and 17th-century composers
including Giovanni Gabrieli’s Sacrae symphoniae, and Symphoniae sacrae, liber secundus, published in 1597
and 1615, respectively; Adriano Banchieri’s Eclesiastiche sinfonie, dette canzoni in aria francese, per sonare, et
cantare, op. 16, published in 1607; Lodovico Grossi da Viadana’s Sinfonie musicali, op. 18, published in 1610;
and Heinrich Schütz’s Symphoniae sacrae, op. 6, and Symphoniarum sacrarum secunda pars, op. 10, published
in 1629 and 1647, respectively. Except for Viadana’s collection, which contained purely instrumental and secular
music, these were all collections of sacred vocal works, some with instrumental accompaniment.

In the 17th century, for most of the Baroque period, the terms symphony and sinfonia were used for a range of
different compositions, including instrumental pieces used inoperas, sonatas and concertos—usually part of a
larger work. The opera sinfonia, or Italian overture had, by the 18th century, a standard structure of three
contrasting movements: fast, slow, fast and dance-like. It is this form that is often considered as the direct
forerunner of the orchestral symphony. The terms “overture”, “symphony” and “sinfonia” were widely regarded as
interchangeable for much of the 18th century (Larue, Bonds, Walsh, and Wilson 2001).

18th century

The “Italian” style of symphony, often used as overture and entr’acte in opera houses, became a standard three-
movement form: a fast movement, a slow movement, and another fast movement. Haydn and Mozart, whose
early symphonies were in this form, eventually replaced it with a four-movement form through the addition of a
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second middle movement (Prout 1895, 249). The four-movement symphony became dominant in the latter part of
the 18th century and most of the 19th century. This symphonic form was influenced by Germanic practice, and
would come to be associated with the classical style of Haydn and Mozart. “Normative macro-symphonic form
may be defined as the four-movement form, in general, employed in the later symphonies of Haydn and Mozart,
and in those of Beethoven” (Jackson 1999, 26).

The normal four-movement form became (Jackson 1999, 26; Stein 1979, 106):

1. an opening sonata or allegro
2. a slow movement, such as adagio
3. a minuet or scherzo with trio
4. an allegro, rondo, or sonata

Variations on this layout, like changing the order of the middle movements or adding a slow introduction to the
first movement, were common. Haydn, Mozart and their contemporaries restricted their use of the four-movement
form to orchestral or multi-instrument chamber music such as quartets, though since Beethoven solo sonatas are
as often written in four as in three movements (Prout 1895, 249).

The composition of early symphonies was centred on Milan, Vienna and Mannheim. The Milanese school centred
around Giovanni Battista Sammartini and includedAntonio Brioschi, Ferdinando Galimberti and Giovanni Battista
Lampugnani. Early exponents of the form in Vienna included Georg Christoph Wagenseil, Wenzel Raimund
Birck and Georg Matthias Monn, while later significant Viennese composers of symphonies included Johann
Baptist Wanhal, Karl Ditters von Dittersdorf andLeopold Hoffmann. The Mannheim school included Johann
Stamitz.

The most important symphonists of the latter part of the 18th century are Haydn, who wrote at least 107
symphonies over the course of 36 years (Webster and Feder 2001), and Mozart, with at least 47 symphonies in
24 years (Eisen and Sadie 2001).

19th century

With the rise of established professional orchestras, the symphony assumed a more prominent place in concert
life between approximately 1790 and 1820.

Beethoven dramatically expanded the symphony. His Symphony No. 3 (the Eroica), has a scale and emotional
range that sets it apart from earlier works. His Symphony No. 5 is arguably the most famous symphony ever
written. His Symphony No. 6 is a programmatic work, featuring instrumental imitations of bird calls and a storm,
and a convention-defying fifth movement. His Symphony No. 9 takes the unprecedented step for a symphony of
including parts for vocal soloists and choir in the last movement, making it a choral symphony (however, Daniel
Steibelt had written a piano concerto with a choral finale four years earlier in 1820). Hector Berlioz, who coined
the term “choral symphony”, built on this concept in his “dramatic symphony” Roméo et Juliette while explaining
his intent in the five-paragraph introduction in that work’s score (Berlioz 1857, 1). Berlioz’s Symphonie
fantastique, a work famous for its innovative orchestration (Berlioz 2002, xv) is also a programme work and has
both a march and a waltz and five movements instead of the customary four.

By the end of the 19th century, some French organists (e.g., Charles-Marie Widor and his students Charles
Tournemire and Louis Vierne) named some of their organ compositions symphony: Their instruments (many built
by Aristide Cavaillé-Coll) allowed an orchestral approach (Kaye 2001; Smith 2001; Thomson 2001).

20th and 21st centuries

At the beginning of the 20th century, Gustav Mahler wrote long, large-scale symphonies. His Eighth Symphony,
for example, was composed in 1906 and is nicknamed the “Symphony of a Thousand” because of the forces
required to perform it. The 20th century also saw further diversification in the style and content of works that
composers labeled symphonies (Anon. 2008). Some composers, including Dmitri Shostakovich, Sergei
Rachmaninoff, and Carl Nielsen, continued to write in the traditional four-movement form, while other composers
took different approaches: Jean Sibelius’ Symphony No. 7, his last, is in one movement, whereas Alan
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Hovhaness’s Symphony No. 9, Saint Vartan—originally op. 80, changed to op. 180—composed in 1949–50, is in

twenty-four.[citation needed]

There remained, however, certain tendencies: symphonies were still almost always orchestral works. Designating
a work a “symphony” still implied a degree of sophistication and seriousness of purpose. The
word sinfonietta came into use to designate a work that is shorter, of more modest aims, or “lighter” than a
symphony, such as Sergei Prokofiev’s Sinfonietta (Kennedy 2006; Temperley 2001).

There has also been diversification in the size of orchestra required. While Mahler’s symphonies call for
extravagant resources, Arnold Schoenberg’s two Chamber Symphonies, op. 9 (1906) and op. 38a (1906-39), and
the Chamber Symphonies by Franz Schreker (1916), George Enescu (1954), Edison Denisov (1982, 1994)
andJohn Adams (1992) are scored for chamber groups.

Beginning in the 20th century, more symphonies have been written for concert band than in past centuries. Some
examples are Paul Hindemith’s Symphony in B-flat for Band, composed in 1951; Morton Gould’s Symphony No. 4
“West Point”, composed in 1952; Alan Hovhaness’s Symphonies No. 4, op. 165, No. 7, “Nanga Parvat”, op. 175,
No. 14, “Ararat”, op. 194, and No. 23, “Ani”, op. 249, composed in 1958, 1959, 1961, and 1972
respectively; Vincent Persichetti’s Symphony No. 6, Op. 69, composed in 1956; Vittorio Giannini’s Symphony
No.3, composed in 1959; Alfred Reed’s 2nd, 3rd, 4th, and 5th symphonies, composed in 1979, 1988, 1992, and
1994 respectively; and Johan de Meij’s Symphony No. 1 “The Lord of the Rings”, composed in 1988, and his
Symphony No. 2 “The Big Apple”, composed in 1993.

In the 21st century, symphonies for concert band have been written by such composers as Frank Ticheli, Johan
de Meij, David Maslanka, Steven Reineke, John Corigliano, John Mackey, and others.
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HISTORY OF THE CONCERTO

Frederick the Great playing a flute concerto in Sanssouci, C. P. E. Bach at the piano, Johann Joachim Quantz is
leaning on the wall to the right; by Adolph Menzel, 1852

ConcertoConcerto

A concertoconcerto (from the Italian: concerto, plural concerti or, often, the anglicised form concertos) is a musical
composition usually composed in three parts or movements, in which (usually) one solo instrument (for
instance, a piano, violin, cello or flute) is accompanied by an orchestra or concert band.

The etymology is uncertain, but the word seems to have originated from the conjunction of the two Latin
words conserere(meaning to tie, to join, to weave) and certamen (competition, fight): the idea is that the two
parts in a concerto, the soloist and the orchestra or concert band, alternate episodes of opposition,
cooperation, and independence in the creation of the music flow.

The concerto, as understood in this modern way, arose in the Baroque period side by side with the concerto
grosso, which contrasted a small group of instruments with the rest of the orchestra. The popularity of the
concerto grosso form declined after the Baroque period, and the genre was not revived until the 20th century.
The solo concerto, however, has remained a vital musical force from its inception to this day.
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Early Baroque concerto

The term “concerto” was initially used to denote works involving voices and instruments in which the instruments
had independent parts—as opposed to the Renaissance common practice in which the instruments that
accompanied voices only doubled the voice parts. Examples of this earlier form of concerto include Giovanni
Gabrieli’s “In Ecclesiis” or Heinrich Schütz’s “Saul, Saul, was verfolgst du mich.”

Late Baroque concerto

The concerto began to take its modern shape in the late Baroque period. Starting from a form called Concerto
grosso popularized by Arcangelo Corelli, it evolved into the form we understand today as performance of a soloist
with/against an orchestra.

The main composers of concerti of the baroque were Tommaso Albinoni, Antonio Vivaldi, Georg Philipp
Telemann, Johann Sebastian Bach, George Frideric Handel,Pietro Locatelli, Giuseppe Tartini, Francesco
Geminiani and Johann Joachim Quantz. The concerto was intended as a composition typical of the Italian style of
the time, and all the composers were studying how to compose in the Italian fashion (all’italiana).

The baroque concerto was mainly for a string instrument (violin, viola, cello, seldom viola d’amore or harp) or a
wind instrument (oboe, trumpet, flute, or horn).

During the baroque period, before the invention of the piano, keyboard concertos were comparatively rare, with
the exception of the organ and some harpsichord concertos by Johann Sebastian Bach. As the harpsichord
evolved into the fortepiano, and in the end to the modern piano, the increased volume and the richer sound of the
new instrument allowed the keyboard instrument to better compete with a full orchestra.

Cello concertos have been written since the Baroque era if not earlier. Among the works from that period, those
by Antonio Vivaldi and Giuseppe Tartini are still part of the standard repertoire today.

Classical concerto

Sonata form in the Classical Concerto.

The concerti of the sons of Johann Sebastian Bach are perhaps the best links between those of the Baroque
period and those of the Classical era.

It is conventional to state that the first movements of concerti from the Classical period onwards follow the
structure of sonata form. Final movements are often in rondo form, as in J.S. Bach’s E Major Violin Concerto.

Violin concertos

Mozart wrote five violin concerti, in quick succession. They show a number of influences, notably Italian
andAustrian. Several passages have leanings towards folk music, as manifested in Austrian serenades.

Haydn wrote four violin concerti.
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Beethoven wrote only one violin concerto.

Cello concertos

Haydn wrote at least two cello concertos which are the most important works in that genre of the classical era.
However, C.P.E. Bach’s three cello concertos are also noteworthy.

Keyboard concertos

C.P.E. Bach’s keyboard concertos contain some brilliant soloistic writing. Some of them have movements that run
into one another without a break, and there are frequent cross-movement thematic references.

Mozart, as a boy, made arrangements for harpsichord and orchestra of three sonata movements by Johann
Christian Bach. By the time he was twenty, Mozart was able to write concerto ritornelli that gave the orchestra
admirable opportunity for asserting its character in an exposition with some five or six sharply contrasted themes,
before the soloist enters to elaborate on the material. Some of his twenty-seven piano are considered central in
the instrument’s repertoire.

Haydn wrote a dozen keyboard concertos, although a couple of them are considered spurious.

Concertos for other instruments

C.P.E. Bach wrote four flute concertos and two oboe concertos.

Mozart wrote one concerto each for flute, oboe (later rearranged for flute and known as Flute Concerto No.
2), clarinet, and bassoon, four for horn, a Concerto for Flute, Harp, and Orchestra, a Sinfonia Concertante for
Violin, Viola and Orchestra, and Exsultate, jubilate, a de facto concerto for soprano voice. They all exploit and
explore the characteristics of the solo instrument.

Haydn wrote an important trumpet concerto and a Sinfonia Concertante for violin, cello, oboe and bassoon as well
as two horn concertos.

Romantic concerto

Violin concertos

In the 19th century the concerto as a vehicle for virtuosic display flourished as never before. It was the age in
which the artist was seen as hero, to be worshipped and adulated with rapture. Early Romantic traits can be found
in the violin concertos of Viotti, but it is Spohr’s twelve violin concertos, written between 1802 and 1827, that truly
embrace the Romantic spirit with their melodic as well as their dramatic qualities.

Beethoven’s Violin Concerto is unique in its scale and melodic qualities. Recitative elements are often
incorporated, showing the influence of Italian opera on purely instrumental forms.

Mendelssohn opens his violin concerto (1844) with the singing qualities of the violin solo. Even later passage
work is dramatic and recitative-like, rather than merely virtuosic. The wind instruments state the lyrical second
subject over a low pedal G on the violin – certainly an innovation. The cadenza, placed at the end of the
development and acting as a link to the recapitulation, is fully written out and integrated into the structure.

The great violin virtuoso Niccolò Paganini was a legendary figure who, as a composer, exploited the technical
potential of his instrument to its very limits. Each one exploits rhapsodic ideas but is unique in its own form.
The Belgian violinist Henri Vieuxtemps, himself a major virtuoso, contributed several works to this form.

Édouard Lalo’s Symphonie Espagnole (1875) displays virtuoso writing with a Spanish flavor.
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Max Bruch wrote three violin concertos, but it is the first, in G minor, that has remained a firm favorite in the
repertoire. The opening movement relates so closely to the two remaining movements that it functions like an
operatic prelude.

Tchaikovsky’s violin concerto (1878) is a powerful work which succeeds in being lyrical as well as
superbly virtuosic.

In the same year Brahms wrote his violin concerto for the virtuoso Joseph Joachim. This work makes new
demands on the player, so much so that when it was first written it was referred to as a “concerto against the
violin”. The first movement brings the concerto into the realm of symphonic development. The second movement
is traditionally lyrical, and the finale is based on a lively Hungarian theme.

Cello concertos

Since the Romantic era, the cello has received as much attention as the piano and violin as a concerto
instrument, and many great Romantic and even more 20th-century composers left examples.

Antonín Dvořák’s cello concerto ranks among the supreme examples from the Romantic era while those of Robert
Schumann, Carl Reinecke, David Popper, and Julius Klengel focus on the lyrical qualities of the instrument.

Beethoven contributed to the repertoire with a Triple Concerto for piano, violin, cello and orchestra while later in
the century, Brahms wrote a Double Concerto for violin, cello and orchestra.

The instrument was also popular with composers of the Franco-Belgian tradition: Saint-
Saëns and Vieuxtemps wrote two cello concertos each and Lalo and Jongen one.

Tchaikovsky’s contribution to the genre is a series of Variations on a Rococo Theme. He also left very
fragmentary sketches of a projected Cello Concerto which was only completed in 2006.

Elgar’s popular concerto, while written in the early 20th century, belongs to the late romantic period stylistically.

Today’s ‘core’ repertoire which is performed the most of any cello concertos are by Elgar, Dvořák, Saint-Saëns,
Haydn, Shostakovich and Schumann, but there are many more concertos which are performed nearly as often
(see below: cello concertos in the 20th century).

Piano concertos

Beethoven’s five piano concertos increase the technical demands made on the soloist. The last two are
particularly remarkable, integrating the concerto into a large symphonic structure with movements that frequently
run into one another. His Piano Concerto No. 4 starts, against tradition, with a statement by the piano, after which
the orchestra magically enters in a foreign key, to present what would normally have been the opening tutti. The
work has an essentially lyrical character. The slow movement is a dramatic dialogue between the soloist and the
orchestra. His Piano Concerto No. 5 has the basic rhythm of a Viennese military march. There is no lyrical second
subject, but in its place a continuous development of the opening material. He also wrote a Triple Concerto for
piano, violin, cello, and orchestra.

The piano concertos of Cramer, Field, Düssek, Woelfl, and Hummel provide a link from the Classical concerto to
the Romantic concerto.

Chopin wrote two piano concertos in which the orchestra is very much relegated to an accompanying role.
Schumann, despite being a pianist-composer, wrote a piano concerto in which virtuosity is never allowed to
eclipse the essential lyrical quality of the work. The gentle, expressive melody heard at the beginning on
woodwind and horns (after the piano’s heralding introductory chords) bears the material for most of the argument
in the first movement. In fact, argument in the traditional developmental sense is replaced by a kind of variation
technique in which soloist and orchestra interweave their ideas.

Liszt’s mastery of piano technique matched that of Paganini for the violin. His concertos No. 1 and No. 2 left a
deep impression on the style of piano concerto writing, influencing Rubinstein, and especially Tchaikovsky, whose
first piano concerto’s rich chordal opening is justly famous. Grieg’s concerto likewise begins in a striking manner
after which it continues in a lyrical vein.
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Brahms’s First Piano Concerto in D minor (pub 1861) was the result of an immense amount of work on a mass of

material originally intended for a symphony. His Second Piano Concerto in B♭ major (1881) has four movements
and is written on a larger scale than any earlier concerto. Like his violin concerto, it is symphonic in proportions.

Fewer piano concertos were written in the late Romantic Period. But Grieg-inspired Sergei Rachmaninoff wrote 4
piano concertos between 1891 and 1926. His 2nd and3rd, being the most popular of the 4, went on to become
among the most famous in piano repertoire.

Other romantic piano concertos, like Kalkbrenner’s, Henri Herz’s Moscheles’ and Thalberg’s concertos were also
very popular in the Romantic era, but not today.

Small-scale works

Besides the usual three-movement works with the title “concerto”, many 19th-century composers wrote shorter
pieces for solo instrument and orchestra, often bearing descriptive titles. From around 1800 such pieces were
often called Konzertstück or Phantasie by German composers.

Liszt wrote the Totentanz for piano and orchestra, a paraphrase of the Dies Irae. Max Bruch wrote a
popular Scottish Fantasy for violin and orchestra, César Franck wrote Les Djinns and Variations symphoniques,
and Gabriel Fauré wrote a Ballade for piano and orchestra. Rachmaninoff’s Rhapsody on a Theme of Paganini is
widely considered to be structured similarly to a piano concerto.

Tchaikovsky’s Variations on a Rococo Theme for cello and orchestra have an important place in the instrument’s
repertoire.

20th century

Many of the concertos written in the early 20th century belong more to the late Romantic school than to any
modernistic movement. Masterpieces were written by Edward Elgar (a violin concerto and a cello
concerto), Sergei Rachmaninoff and Nikolai Medtner (four and three piano concertos, respectively), Jean
Sibelius (a violin concerto),Frederick Delius (a violin concerto, a cello concerto, a piano concerto and a double
concerto for violin and cello), Karol Szymanowski (two violin concertos and a “Symphonie Concertante” for piano),
and Richard Strauss (two horn concertos, a violin concerto, Don Quixote —a tone poem which features the cello
as a soloist— and among later works, an oboe concerto).

However, in the first decades of the 20th century, several composers such as Debussy, Schoenberg, Berg,
Hindemith, Stravinsky, Prokofiev and Bartók started experimenting with ideas that were to have far-reaching
consequences for the way music is written and, in some cases, performed. Some of these innovations include a
more frequent use of modality, the exploration of non-western scales, the development of atonality, the wider
acceptance of dissonances, the invention of the twelve-tone technique of composition and the use of polyrhythms
and complex time signatures.

These changes also affected the concerto as a musical form. Beside more or less radical effects on musical
language, they led to a redefinition of the concept of virtuosity in order to include new and extended instrumental
techniques as well as a focus on aspects of sound that had been neglected or even ignored before such
as pitch, timbreand dynamics. In some cases, they also brought about a new approach to the role of the soloist
and its relation to the orchestra.

Violin concertos

Two great innovators of early 20th-century music, Schoenberg and Stravinsky, both wrote violin concertos. The
material in Schoenberg’s concerto, like that in Berg’s, is linked by the twelve-tone serial method. Bartók, another
major 20th-century composer, wrote two important concertos for violin. Russian composers Prokofiev and
Shostakovich both wrote two concertos while Khachaturian wrote a concerto and a Concerto-Rhapsody for the
instrument. Hindemith’s concertos hark back to the forms of the 19th century, even if the harmonic language
which he used was different.

Three violin concertos from David Diamond show the form in neoclassical style.
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More recently, Dutilleux’s L’Arbre des Songes has proved an important addition to the repertoire and a fine
example of the composer’s atonal yet melodic style.

Other composers of major violin concertos include Jean Sibelius, Ralph Vaughan Williams, Walton, Benjamin
Britten, Frank Martin, Carl Nielsen, Paul Hindemith, Alfred Schnittke, György Ligeti, Philip Glass and John Adams.

Cello concertos

In the 20th century, particularly after the Second World War, the cello enjoyed an unprecedented popularity. As a
result, its concertante repertoire caught up with those of the piano and the violin both in terms of quantity and
quality.

An important factor in this phenomenon was the rise of virtuoso cellist Mstislav Rostropovich. His outstanding
technique and passionate playing prompted dozens of composers to write pieces for him, first in his native Soviet
Union and then abroad. His creations include such masterpieces as Sergei Prokofiev’s Symphony-
Concerto,Dmitri Shostakovich’s two cello concertos, Benjamin Britten’s Cello-Symphony (which emphasizes, as
its title suggests, the equal importance of soloist and orchestra),Henri Dutilleux’ Tout un monde lointain…, Witold
Lutosławski’s cello concerto, Dmitri Kabalevsky’s two cello concertos, Aram Khachaturian’s Concerto-
Rhapsody, Arvo Pärt’s Pro et Contra, Alfred Schnittke, André Jolivet and Krzysztof Penderecki second cello
concertos, Sofia Gubaidulina’s Canticles of the Sun, Luciano Berio’s Ritorno degli Snovidenia, Leonard
Bernstein’s Three Meditations, James MacMillan’s cello concerto and Olivier Messiaen’s Concert à quatre (a
quadruple concerto for cello, piano, oboe, flute and orchestra).

In addition, several important composers who were not directly influenced by Rostropovich wrote cello
concertos: György Ligeti, Alexander Glazunov, Paul Hindemith,Toru Takemitsu, Darius Milhaud, Arthur
Honegger, Nikolai Myaskovsky, Samuel Barber, Joaquín Rodrigo, Elliot Carter, Erich Wolfgang Korngold, William
Walton, Heitor Villa-Lobos, Hans Werner Henze, Bernd Alois Zimmermann and Einojuhani Rautavaara for
instance.

Piano concertos

Igor Stravinsky wrote three works for solo piano and orchestra: Concerto for Piano and Wind
Instruments, Capriccio for Piano and Orchestra, and Movements for Piano and Orchestra. Sergei Prokofiev,
another Russian composer, wrote no less than five piano concertos which he himself performed. Dmitri
Shostakovich composed two. Fellow soviet composer Aram Khachaturian contributed to the repertoire with
a piano concerto and a Concerto-Rhapsody.

Arnold Schoenberg’s Piano Concerto is a well-known example of a dodecaphonic piano concerto.

Béla Bartók also wrote three piano concertos. Like their violin counterparts, they show the various stages in his
musical development.

Ralph Vaughan Williams wrote a concerto for piano (in fact a reworking of a concerto for two pianos – both
versions have been recorded) while Benjamin Britten’s concerto for piano (1938) is a fine work from his early
period.

György Ligeti’s concerto (1988) has a synthetic quality: it mixes complex rhythms, the composer’s Hungarian
roots and his experiments with micropolyphony from the 1960s and 70’s. Witold Lutoslawski’s piano concerto,
completed in the same year, alternates between playfulness and mystery. It also displays a partial return to
melody after the composer’s aleatoric period.

Russian composer Rodion Shchedrin has written six piano concertos. Finnish composer Einojuhani
Rautavaara wrote three piano concertos, the third one dedicated toVladimir Ashkenazy, who played and
conducted the world première.
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Concertos for other instruments

The 20th century also witnessed a growth of the concertante repertoire of instruments, some of which had seldom
or never been used in this capacity. As a result, almost all classical instruments now have a concertante
repertoire. Examples include:

• Alto saxophone Concerto: Adams, Creston, Dahl, Denisov, Dubois, Glazunov, Husa, Ibert, Koch,
Larsson, Maslanka, Muczynski, Salonen,Tomasi, Worley, Yoshimatsu

• Bandoneón Concerto: Piazzolla
• Baritone saxophone Concerto: Gaines, Glaser, Haas, van Beurden
• Bass clarinet Concerto: Bouliane
• Bass oboe concerto: Bryars
• Bassoon concerto: Aho, Butterworth, Davies, Donatoni, Eckhardt-Gramatté, Fujikura, Gubaidulina, Hétu,

Jolivet, Kaipainen, Knipper,Landowski, Panufnik, Rihm, Rota, Sæverud, J. Williams
• Clarinet concerto: Aho, Arnold, Copland, Davies, Denisov, Dusapin, Fairouz, Finzi, Françaix, Hétu,

Hindemith, Kan-no, Nielsen,Penderecki, Rautavaara, Stravinsky, Takemitsu, Tomasi, J. Williams
• Clavinet concerto: Woolf
• Contrabassoon Concerto: Aho, Erb
• Contrabass flute Concerto: McGowan
• Cornet Concerto: Wright
• Double bass concerto: Aho, Gagneux, Henze, Koussevitsky, Davies, Ohzawa, Rautavaara, Tubin
• Euphonium Concerto: Clarke, Cosma, Ewazen, Gillingham, Golland, Graham, Horovitz, Lindberg,

Linkola, Sparke, Wilby.
• Flute Concerto: Aho, Arnold, Davies, Denisov, Dusapin, Harman, Hétu, Ibert, Jolivet, Landowski,

Nielsen, Penderecki, Rautavaara,Rodrigo, Takemitsu, J. Williams
• Free bass accordion Concerto: Serry, Sr.
• Guitar Concerto: Arnold, Brouwer, Castelnuovo-Tedesco, Hovhaness, Ohana, Ponce, Rodrigo, Villa-

Lobos
• Harmonica concerto: Arnold, Vaughan Williams, Villa-Lobos
• Harp Concerto: Ginastera, Glière, Jongen, Milhaud, Jolivet, Rautavaara, Rodrigo, Villa-Lobos
• Harpsichord Concerto: de Falla, Glass, Górecki, Martinů, Poulenc
• Horn Concerto: Aho, Arnold, Arutiunian, Atterberg, Bowen, Carter, Davies, Glière, Gipps, Hindemith,

Hovhaness, Jacob, Knussen, Ligeti,Murail, Penderecki, Strauss, Tomasi, J. Williams
• Kanun Concerto: Alnar
• Mandolin Concerto: Thile
• Marimba Concerto: Creston, Larsen, Milhaud, Rosauro, Svoboda, Viñao
• Oboe concerto: Aho, Arnold, Bouliane, Davies, Denisov, Harman, MacMillan, Maderna, Martinů,

Penderecki, Shchedrin, Strauss, Vaughan Williams, Zimmermann
• Organ concerto: Arnold, Hanson, Harrison, Hétu, Hindemith, Jongen, Kan-no, MacMillan, Peeters,

Poulenc, Rorem, Sowerby
• Percussion Concerto: Aho, Dorman, Glass, Jolivet, MacMillan, Milhaud, Rautavaara, Susman
• Piccolo Concerto: Davies, Liebermann
• Shakuhachi Concerto: Takemitsu
• Sheng Concerto: Kan-no, Unsuk Chin.
• Soprano saxophone Concerto: Higdon, Hovhaness, Mackey, Torke, Yoshimatsu.
• Tenor saxophone Concerto: Bennett, Ewazen, Gould, Nicolau, Ward, Wilder.
• Timpani concerto: Druschetzky, Glass, Kraft, Rosauro
• Trombone Concerto: Aho, Bourgeois, Dusapin, Gagneux, Grøndahl, Holmboe, Larsson, Milhaud, Olsen,

Rota, Rouse, Sandström, Tomasi
• Trumpet Concerto: Aho, Arnold, Arutiunian, Böhme, Jolivet, Perry, Sandström, Williams, Zimmermann
• Tuba Concerto: Aho, Arutiunian, Gagneux, Holmboe, Vaughan Williams, J. Williams
• Viola concerto: Aho, Arnold, Bartók, Denisov, Gagneux, Gubaidulina, Hindemith, Kan-no, Kancheli,

Martinů, Milhaud, Murail, Penderecki,Schnittke, Takemitsu, Walton

Among the works of the prolific composer Alan Hovhaness may be noted Prayer of St. Gregory for trumpet and
strings.

Today the concerto tradition has been continued by composers such as Maxwell Davies, whose series of
Strathclyde Concertos exploit some of the instruments less familiar as soloists.
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Concertos for orchestra or concert band

In the 20th and 21st centuries, several composers wrote concertos for orchestra or concert band. In these works,
different sections and/or instruments of the orchestra or concert band are treated at one point or another as
soloists with emphasis on solo sections and/or instruments changing during the piece. Some examples include
those written by:

OrchestraOrchestra:

• Bartók – Concerto for Orchestra – 1945
• Carter – 1969
• Hindemith – Op. 38, 1925
• Knussen – 1969
• Kodály – 1940
• Lindberg – 2003
• Lutoslawski – Concerto for Orchestra – 1954
• Shchedrin – No. 1 Naughty Limericks (1963), No. 2 The Chimes (1968), No. 3 Old Russian Circus Music

(1989), No. 4 Round Dances (Khorovody) (1989), No. 5 Four Russian Songs (1998)

Dutilleux has also described his Métaboles as a concerto for orchestra, while Britten‘s well-known pedagogical
work The Young Person’s Guide to the Orchestra is essentially a concerto for orchestra in all but name.

Concert band:Concert band:

• Bryant – 2007-2010
• Foss – 2002
• Husa – 1982
• Jacob – 1974
• Jager – 1982

Concertos for two or more instruments

Many composers also wrote concertos for two or more soloists.

In the Baroque era:In the Baroque era:

• Vivaldi‘s concerti for 2, 3 or 4 violins, for 2 cellos, for 2 mandolins, for 2 trumpets, for 2 flutes, for oboe
and bassoon, for cello and bassoon… etc.. Some of Vivaldi’s concerti were written for a very large
number of soloists, including the extraordinary RV555 which features 3 violins, an oboe, 2 recorders, 2
viole all’inglese, a chalumeau, 2 cellos, 2 harpsichords and 2 trumpets.

• Bach‘s concerti for 2 violins, for 2, 3, or 4 harpsichords as well as several of his Brandenburg concertos.

In the Classical era:In the Classical era:

• Haydn‘s concerto for violin and keyboard (usually referred to as the Keyboard Concerto No. 6) and
Sinfonia concertante for violin, cello, oboe and bassoon.

• Mozart‘s concerti for 2 pianos and 3 pianos, the Sinfonia concertante for violin and viola, and his
concerto for flute and harp.

• Salieri‘s Triple Concerto for oboe, violin and cello, and his double concerto for flute and oboe.

In the Romantic era:In the Romantic era:

• Beethoven‘s triple concerto for piano, violin, and cello.
• Brahms‘s double concerto for violin and cello.
• Bruch‘s double concerto for viola and clarinet and one for 2 pianos.

In the 20th century:In the 20th century:

• Malcolm Arnold‘s concerto for piano duet and strings, as well as his concerto for two violins and string
orchestra

• Béla Bartók‘s concerto for two pianos and percussion

145145

http://en.wikipedia.org/wiki/Orchestra
http://en.wikipedia.org/wiki/Concert_band
http://en.wikipedia.org/wiki/Bart%C3%B3k
http://en.wikipedia.org/wiki/Concerto_for_Orchestra_(Bart%C3%B3k)
http://en.wikipedia.org/wiki/Elliott_Carter
http://en.wikipedia.org/wiki/Hindemith
http://en.wikipedia.org/wiki/Knussen
http://en.wikipedia.org/wiki/Kod%C3%A1ly
http://en.wikipedia.org/wiki/Magnus_Lindberg
http://en.wikipedia.org/wiki/Lutoslawski
http://en.wikipedia.org/wiki/Concerto_for_Orchestra_(Lutos%C5%82awski)
http://en.wikipedia.org/wiki/Rodion_Shchedrin
http://en.wikipedia.org/wiki/Henri_Dutilleux
http://en.wikipedia.org/wiki/Benjamin_Britten
http://en.wikipedia.org/wiki/The_Young_Person%27s_Guide_to_the_Orchestra
http://en.wikipedia.org/wiki/Steven_Bryant_(composer)
http://en.wikipedia.org/wiki/Lukas_Foss
http://en.wikipedia.org/wiki/Karel_Husa
http://en.wikipedia.org/wiki/Gordon_Jacob
http://en.wikipedia.org/wiki/Robert_E._Jager
http://en.wikipedia.org/wiki/Antonio_Vivaldi
http://en.wikipedia.org/wiki/Ryom_Verzeichnis
http://en.wikipedia.org/wiki/Chalumeau
http://en.wikipedia.org/wiki/Bach
http://en.wikipedia.org/wiki/Brandenburg_concertos
http://en.wikipedia.org/wiki/Joseph_Haydn
http://en.wikipedia.org/wiki/Sinfonia_Concertante_(Haydn)
http://en.wikipedia.org/wiki/Wolfgang_Amadeus_Mozart
http://en.wikipedia.org/wiki/Sinfonia_Concertante_for_Violin,_Viola_and_Orchestra_(Mozart)
http://en.wikipedia.org/wiki/Antonio_Salieri
http://en.wikipedia.org/wiki/Ludwig_van_Beethoven
http://en.wikipedia.org/wiki/Johannes_Brahms
http://en.wikipedia.org/wiki/Max_Bruch
http://en.wikipedia.org/wiki/Malcolm_Arnold
http://en.wikipedia.org/wiki/Concerto_for_Two_Violins_and_String_Orchestra_(Arnold)
http://en.wikipedia.org/wiki/Concerto_for_Two_Violins_and_String_Orchestra_(Arnold)
http://en.wikipedia.org/wiki/B%C3%A9la_Bart%C3%B3k


• Samuel Barber‘s Capricorn Concerto for flute, oboe and trumpet.
• Benjamin Britten‘s double concerto for violin and viola.
• Elliott Carter‘s double concerto for piano and harpsichord.
• Peter Maxwell Davies‘s Strathclyde Concerto No. 3 for horn, trumpet and orchestra, No. 4 for violin, viola

and string orchestra and No. 9 for piccolo, alto flute, cor anglais, E-flat clarinet, bass clarinet,
contrabassoon and string orchestra.

• Frederick Delius‘s double concerto for violin and cello.
• Nicolas Flagello‘s Concerto Sinfonico for saxophone quartet and orchestra.
• Jean Françaix‘s concerto for two pianos and another for two harps, as well as his Divertissement for

string trio and orchestra, hisQuadruple Concerto for flute, oboe, clarinet, bassoon and orchestra, his
Double Concerto for flute and clarinet, and his Concerto for 15 Soloists and Orchestra

• Philip Glass‘s concerto for saxophone quartet and orchestra.
• Cristóbal Halffter‘s Concierto a cuatro for saxophone quartet and orchestra.
• Hans Werner Henze‘s double concerto for oboe and harp.
• Paul Hindemith‘s concerto for flute, oboe, clarinet, bassoon, harp, and orchestra as well as his concerto

for trumpet, bassoon, and strings.
• Gustav Holst‘s Fugal Concerto for flute, oboe and string orchestra.
• Tristan Keuris‘s concerto for saxophone quartet and orchestra.
• György Kurtág‘s double concerto for piano and cello.
• Lowell Liebermann‘s concerto for flute and harp
• György Ligeti‘s double concerto for flute and oboe.
• Jon Lord‘s Concerto for Group and Orchestra for rock band.
• Witold Lutosławski‘s concerto for oboe and harp.
• Miklós Maros‘s Concerto Grosso for saxophone quartet and orchestra.
• Bohuslav Martinu‘s concerto for string quartet, concertino for piano trio and string orchestra, two

concertante duos for two violins, concerto for two pianos, sinfonia concertante No. 2 for violin, cello,
oboe, bassoon and orchestra with piano, and his concerto for violin and piano.

• Olivier Messiaen‘s Concert à quatre for piano, cello, oboe and flute.
• Darius Milhaud‘s Symphonie concertante for bassoon, horn, trumpet and double bass, as well as his

concerti for flute and violin, and for marimba and vibraphone.
• Michael Nyman‘s concerto for saxophone quartet and orchestra.
• Francis Poulenc‘s concerto for two pianos.
• Ottorino Respighi‘s Concerto a cinque for piano, oboe, violin, trumpet, double bass and string orchestra
• Joaquín Rodrigo‘s Concierto madrigal for 2 guitars and Concierto Andaluz for 4 guitars.
• William Russo‘s concerto for blues band.
• Alfred Schnittke‘s double concerto for oboe, harp, and strings as well as his Konzert zu Dritt, for violin,

viola, violoncello and strings.
• Rodion Shchedrin‘s double concerto for piano and cello.
• Michael Tippett‘s triple concerto for violin, viola, and cello.
• Charles Wuorinen‘s concerto for saxophone quartet and orchestra.

In the 21st century:In the 21st century:

• William Bolcom‘s Concerto Grosso for saxophone quartet and orchestra.
• Leo Brouwer‘s Guitar Concerto No. 10 “Book of Signs”, for two guitars.
• Mohammed Fairouz‘s Double Concerto ‘States of Fantasy’ for violin and cello.
• Philip Glass‘s Concerto Fantasy for two Timpanists and Orchestra and Double Concerto for violin and

cello.
• William P. Perry‘s Gemini Concerto for violin and piano.
• Karl Jenkins‘ Over the Stone for two harps
• Terry Manning‘s The Darkness Within Light Concerto for flute and piano

References

1. Talbot, Michael. “The Italian concerto in the Late seventeenth and early eighteenth centuries”. The
Cambridge Companion to the Concerto.
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HISTORY OF THE STRING QUARTET

String QuartetString Quartet

A string quartetstring quartet is a musical ensemble of four string players – two violin players, a violist and a cellist – or

a piece written to be performed by such a group. The string quartet is one of the most

prominent chamber ensembles in classical music, with most major composers, from the late 18th century

onwards, writing string quartets.

A string quartet in performance. From left to right – violin 1, violin 2, viola, cello
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Hear the MusicHear the Music

String quartet score (quartal harmony from Schoenberg’s String Quartet No. 1). Play

A string quartet in performance. From left to right – violin 1, violin 2, cello, viola

History

The origins of the string quartet can be traced back to the Baroque trio sonata, in which two solo instruments
performed with a continuo section consisting of a bass instrument (such as the cello) and keyboard. A very early
example is a four-part sonata for string ensemble by Gregorio Allegri (1582–1652) that might be considered an
important prototype string quartet. By the early 18th century, composers were often adding a third soloist; and
moreover it became common to omit the keyboard part, letting the cello support the bass line alone. Thus
when Alessandro Scarlatti wrote a set of six works entitled “Sonata à Quattro per due Violini, Violetta [viola], e
Violoncello senza Cembalo” (Sonata for four instruments: two violins, viola, and cello without harpsichord), this
was a natural evolution from existing tradition.

Wyn Jones also suggests another possible source for the string quartet, namely the widespread practice of
playing works written for string orchestra with just four players, covering the bass part with cello alone.

The string quartet rose to prominence with the work of Joseph Haydn. Haydn’s own discovery of the quartet form
appears to have arisen essentially by accident. The young composer was working for Baron Carl von Joseph
Edler von Fürnberg sometime around 1755-1757 at his country estate in Weinzierl, about fifty miles from Vienna.
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The Baron wanted to hear music, and the available players happened to be two violinists, a violist, and a cellist.
Haydn’s early biographer Georg August Griesinger tells the story thus:

The following purely chance circumstance had led him to try his luck at the composition of quartets. A
Baron Fürnberg had a place in Weinzierl, several stages from Vienna, and he invited from time to time
his pastor, his manager, Haydn, and Albrechtsberger (a brother of the
celebrated contrapuntist Albrechtsberger) in order to have a little music. Fürnberg requested Haydn to
compose something that could be performed by these four amateurs. Haydn, then eighteen years
old, took up this proposal, and so originated his first quartet which, immediately it appeared, received
such general approval that Haydn took courage to work further in this form.

Haydn went on to write nine other quartets around this time. These works were published as his Op. 1 and Op. 2;
one quartet went unpublished, and some of the early “quartets” are actually symphonies missing their wind parts.
They have five movements and take the form: fast movement, minuet and trio I, slow movement, minuet and trio
II, and fast finale. As Finscher notes, they draw stylistically on the Austrian divertimento tradition.

Haydn then ceased to write quartets for a number of years, but took up the genre again in 1769-1772 with the 18
quartets of Ops. 9, 17, and 20. These are written in a form that became established as standard both for Haydn
and for other composers, namely four movements, consisting of a fast movement, a slow movement, a minuet
and trio and a fast finale (see below).

Ever since Haydn’s day the string quartet has been prestigious and considered a true test of the composer’s art.
This may be partly because the palette of sound is more restricted than with orchestral music, forcing the music to
stand more on its own rather than relying on tonal color; or from the inherently contrapuntaltendency in music
written for four equal instruments.

Quartet composition flourished in the Classical era, with Mozart, Beethoven and Schubert writing famous series of
quartets to set alongside Haydn’s. A slight slackening in the pace of quartet composition occurred in the 19th
century; here, composers often wrote only one quartet, perhaps to show that they could fully command this
hallowed genre, although Antonín Dvořák wrote a series of 14. With the onset of the Modern era of classical
music, the quartet returned to full popularity among composers, and played a key role in the development
of Arnold Schoenberg, Béla Bartók, and Dmitri Shostakovich especially. After WWII, some composers, such
as Pierre Boulez and Olivier Messiaen questioned the relevance of the string quartet and avoided writing them.
However, from the 1960s onwards, many composers have shown a renewed interest in the genre.

String quartet traditional form

A composition for four players of stringed instruments may be in any form. Quartets written in the classical period
usually have four movements with a large-scale structure similar to that of a symphony:

• 1st movement: Sonata form, Allegro, in the tonic key;
• 2nd movement: Slow, in the subdominant key;
• 3rd movement: Minuet and Trio, in the tonic key;
• 4th movement: Rondo form or Sonata rondo form, in the tonic key.

Substantial modifications to the typical structure were already achieved in Beethoven’s later quartets, and despite
some notable examples to the contrary, composers writing in the twentieth century increasingly abandoned this
structure.

Variations of string quartet

Many other chamber groups can be seen as modifications of the string quartet: the string quintet is a string
quartet with an extra viola, cello or double bass; the string triohas one violin, a viola, and a cello; the piano
quintet is a string quartet with an added piano; the piano quartet is a string quartet with one of the violins replaced
by a piano; and the clarinet quintet is a string quartet with an added clarinet. It is also possible to find
compositions for String sextet and String octet.
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Notable string quartets

Some of the most popular or widely acclaimed works for string quartet include:

• Joseph Haydn‘s 68 string quartets, in particular op. 20, op. 33, op. 76 and op. 64, No. 5 (“The Lark”).
• Wolfgang Amadeus Mozart‘s 23 string quartets, in particular K. 465 (“Dissonance”)
• Ludwig van Beethoven‘s 18 string quartets, in particular the five “middle” quartets op. 59 nos 1-3, op. 74

and op. 95 as well as the five late quartets, op. 127 in E flat major, op. 130 in B flat major, op. 131 in C
sharp minor (in seven movements), op 135 in F major and theGrosse Fuge in B flat major op. 133, the
original final movement of op. 130.

• Franz Schubert‘s string quartet D. 810 (“Death and the Maiden”)
• Felix Mendelssohn‘s String Quartet No. 2 (early example of cyclic form)
• Johannes Brahms‘ three string quartets, op. 51 No. 1 (in C minor), op. 51 No. 2 (in A minor) and op. 67

(in B flat major)
• Bedřich Smetana‘s String Quartet No. 1 in E minor, “From my Life”, widely considered the first piece of

chamber programme music
• Antonín Dvořák‘s String Quartets No. 9-14, particularly String Quartet No. 12 in F major,

“American”; also No. 3 is an exceptionally long quartet (lasting 56 minutes)
• Claude Debussy String Quartet in G minor, Op. 10 (1893)
• Jean Sibelius‘s String Quartet in D minor, op. 56, “Voces intimae“
• Maurice Ravel‘s String Quartet in F major
• Leoš Janáček‘s two string quartets, String Quartet No. 1, “Kreutzer Sonata” (1923), inspired by Leo

Tolstoy‘s novel The Kreutzer Sonata,[15] itself named after Beethoven’s Kreutzer Sonata; and his second
string quartet, Intimate Letters (1928)

• Arnold Schoenberg‘s four string quartets – No. 1 op. 7 (1904–05) No. 2 op. 10 (1907-08, noteworthy for
its first ever inclusion of the human voice in a string quartet), No. 3 op. 30 (1927) and No. 4 op. 37 (1936)

• Béla Bartók‘s six string quartets
• Alban Berg‘s String Quartet, op. 3 and Lyric Suite, later adapted for string orchestra
• Dmitri Shostakovich‘s 15 string quartets, in particular the String Quartet No. 8 in C minor, op. 110 (1960),

and No. 15 op. 144 (1974) in six Adagio movements
• Elliott Carter‘s five string quartets
• Henri Dutilleux‘s Ainsi la nuit
• György Ligeti‘s two string quartets, especially his Second String Quartet (1968)
• Morton Feldman‘s String Quartet No. 2 (1983), exceptionally long quartet (four and a half to over five

hours depending on performance, although in some performances the audience is not expected to stay
for its entirety)

• Karlheinz Stockhausen‘s Helikopter-Streichquartett (1992–93), to be played by the four musicians in four
helicopters

• Helmut Lachenmann‘s three string quartets, Gran Torso (1971/76/88), Reigen seliger Geister (1989) and
Grido (2001)

• Georges Lentz‘s pre-recorded six-hour sound-art/cross-media work String Quartet(s), accompanied by
an original painting by Australian Aboriginal artist Kathleen Petyarre (2000-2014)

• Brian Ferneyhough‘s six string quartets
• Salvatore Sciarrino‘s 9 string quartets
• Wolfgang Rihm‘s 13 string quartets
• Peter Maxwell Davies‘s 10 Naxos Quartets (to a commission from Naxos Records), 2001-2007.

Other composers of string quartets can be found at List of string quartet composers.

String quartets (ensembles)

Whereas individual string players often group together to make ad hoc string quartets, others continue to play
together for many years in ensembles which may be named after the first violinist (e.g. the Takács Quartet), a
composer (e.g. the Borodin Quartet) or a location (e.g. the Budapest Quartet). Established quartets may undergo
changes in membership whilst retaining their original name. Well-known string quartets can be found on the list of
string quartet ensembles.
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SERIOUS OPERA

A caricature of a performance of Handel’s Flavio, featuring three of the best-known opera seria singers of their
day: Senesino on the left, diva Francesca Cuzzoni in the centre, and art-loving castrato Gaetano Berenstadt on
the right.

Opera SeriaOpera Seria

Opera seria (plural: opere serie; usually called dramma per musica or melodramma serio) is an Italian
musical term which refers to the noble and “serious” style of Italian opera that predominated in Europe from
the 1710s to c. 1770. The term itself was rarely used at the time and only attained common usage once opera
seria was becoming unfashionable and beginning to be viewed as a historical genre. The popular rival
to opera seria was opera buffa, the ‘comic’ opera that took its cue from the improvisatory commedia dell’arte.

Italian opera seria (invariably to Italian libretti) was produced not only in Italy but also
in Habsburg Austria, England,Saxony and other German states, even in Spain, and other countries. Opera
seria was less popular in France, where the national genre of French opera was preferred. Popular
composers of opera seria included Alessandro Scarlatti, Johann Adolf Hasse, Leonardo Vinci, Nicola
Porpora, George Frideric Handel, and in the second half of the 18th century Tommaso Traetta, Josef
Mysliveček, Gluck, and Mozart.

Structure

Opera seria built upon the conventions of the High Baroque era by developing and exploiting the da capo aria,
with its A-B-A form. The first section presented a theme, the second a complementary one, and the third a repeat
of the first with ornamentation and elaboration of the music by the singer. As the genre developed and arias grew
longer, a typical opera seria would contain not more than thirty musical movements.

A typical opera would start with an instrumental overture of three movements (fast-slow-fast) and then a series of
recitatives containing dialogue interspersed with arias expressing the emotions of the character, this pattern only
broken by the occasional duet for the leading amatory couple. The recitative was typically secco: that is,
accompanied only by continuo (harpsichord or cello). At moments of especially violent passion secco was
replaced by stromentato recitative, where the singer was accompanied by the entire body of strings. After an aria
was sung, accompanied by strings and oboe (and sometimes with horns or flutes), the character usually exited
the stage, encouraging the audience to applaud. This continued for three acts before concluding with an upbeat
chorus, to celebrate the jubilant climax. The leading singers each expected their fair share of arias of varied
mood, be they sad, angry, heroic or meditative.
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The dramaturgy of opera seria largely developed as a response to French criticism of what were often viewed as
impure and corrupting librettos. As response, the Rome-based Academy of Arcadia sought to return Italian opera
to what they viewed as neoclassical principles, obeying the dramatic Unities of Aristotle and replacing “immoral”
plots, such as Busenello’s for L’Incoronazione di Poppea, with highly moral narratives that aimed to instruct, as
well as entertain. However, the often tragic endings of classical drama were rejected out of a sense of decorum:
early writers of opera seria librettos such as Apostolo Zeno felt that virtue should be rewarded and shown
triumphant. The spectacle and ballet so common in French opera were banished.

Voices

The age of opera seria corresponded with the rise to prominence of the castrati, often prodigiously gifted male
singers who had undergone castration before puberty in order to retain a high, powerful soprano or alto voice
backed by decades of rigorous musical training. They were cast in heroic male roles, alongside another new
breed of operatic creature, the prima donna. The rise of these star singers with formidable technical skills spurred
composers to write increasingly complex vocal music, and many operas of the time were written as vehicles for
specific singers. Of these the most famous is perhaps Farinelli, whose debut in 1722 was guided by Nicola
Porpora. Though Farinelli did not sing for Handel, his main rival, Senesino, did.

1720–1740

Opera seria acquired definitive form early during the 1720s. While Apostolo Zeno and Alessandro Scarlatti had
paved the way, the genre only truly came to fruition due toMetastasio and later composers. Metastasio’s career
began with the serenata Gli Orti Esperidi (“The Gardens of the Hesperides”). Nicola Porpora, (much later to
beHaydn’s master), set the work to music, and the success was so great that the famed Roman prima
donna, Marianna Bulgarelli, “La Romanina”, sought out Metastasio, and took him on as her protégé. Under her
wing, Metastasio produced libretto after libretto, and they were rapidly set by the greatest composers in Italy and
Austria, establishing the transnational tone of opera seria: Didone abbandonata, Catone in
Utica, Ezio, Alessandro nell’ Indie, Semiramide riconosciuta, Siroe and Artaserse. After 1730 he was settled in
Vienna and turned out more librettos for the imperial theater, until the
mid-1740s: Adriano, Demetrio, Issipile, Demofoonte, Olimpiade, La clemenza di Tito, Achille in
Sciro, Temistocle, Il re pastore and what he regarded as his finest libretto, Attilio Regolo. For the librettos,
Metastasio and his imitators customarily drew on dramas featuring classical characters from antiquity bestowed
with princely values and morality, struggling with conflicts between love, honour and duty, in elegant and ornate
language that could be performed equally well as both opera and non-musical drama. On the other hand, Handel,
working far outside the mainstream genre, set only a few Metastasio libretti for his London audience, preferring a
greater diversity of texts.

At this time the leading Metastasian composers were Hasse, Antonio Caldara, Vinci, Porpora, and Pergolesi.
Vinci’s settings of Didone abbandonata and Artaserse were much praised for their stromento recitative, and he
played a crucial part in establishing the new style of melody. Hasse, by contrast, indulged in stronger
accompaniment and was regarded at the time as the more adventurous of the two. Pergolesi was noted for his
lyricism. The main challenge for all was achieving variety, a break from the pattern of secco recitative and aria da
capo. The mutable moods of Metastasio’s librettos helped, as did innovations made by the composer, such
as stromento recitative or cutting a ritornello. During this period the choice of keys to reflect certain emotions
became standardized: D minor became the choice key for a composer’s typical “rage” aria, while D major for
pomp and bravura, G minor for pastoral effect and E flat for pathetic effect, became the usual options.
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1740–1770

Anton Raaff, the German tenor who created the title role in Mozart’s Idomeneo. Seen here performing a heroic
role.

After peaking during the 1750s, the popularity of the Metastasian model began to wane. New trends, popularized
by composers such as Niccolò Jommelli and Tommaso Traetta, began to seep into opera seria. The Italianate
pattern of alternating, sharply-contrasted recitative and aria began to give way to ideas from the French operatic
tradition. Jommelli’s works from 1740 onwards increasingly favored accompanied recitative and greater dynamic
contrast, as well as a more prominent role for the orchestra while limiting virtuosic vocal displays. Traetta
reintroduced the ballet in his operas and restored the tragic, melodramatic endings of classical dramas. His
operas, particularly after 1760, also gave a larger role to the chorus.

The culmination of these reforms arrived in the operas of Christoph Willibald Gluck. Beginning with Orfeo ed
Euridice, Gluck drastically cut back on the possibilities for vocal virtuosity afforded to singers,
abolished secco recitative (thereby heavily reducing the delineation between aria and recitative), and took great
care to unify drama, dance, music, and theatrical practice in the synthesis of Italian and French traditions. He
continued his reform with Alceste and Paride ed Elena. Gluck paid great attention to orchestration and
considerably increased the role of the chorus: he also cut back heavily on exit arias. The labyrinthine subplots that
had riddled earlier baroque opera were eliminated. In 1768, the year after Gluck’s Alceste, Jommelli and his
librettist Verazi produced Fetonte. Ensemble and chorus are predominant: the usual number of exit arias slashed
in half. For the most part, however, these trends did not become mainstream until the 1790s, and the Metastasian
model continued to dominate.

1770–1800

Gluck’s reforms made most of the composers of opera seria of the previous decades obsolete. The careers of
Hasse, Jommelli, Galuppi, and Traetta were effectively finished. Replacing them came a new wave of composers
such as Wolfgang Amadeus Mozart, Joseph Haydn, Antonio Salieri (a disciple of Gluck),Antonio
Sacchini, Giuseppe Sarti, and Domenico Cimarosa. The popularity of the aria da capo began to fade, replaced by
the rondò. Orchestras grew in size, arias lengthened, ensembles became more prominent, and obbligato
recitative became both common and more elaborate. While throughout the 1780s Metastasio’s libretti still
dominated the repertory, a new group of Venetian librettists pushed opera seria in a new direction. The work of
Gaetano Sertor and the group surrounding him finally broke the absolute dominance of the singers and
gave opera seria a new impetus towards the spectacular and the dramatic elements of 19th-century Romantic
opera. Tragic endings, on-stage death and regicide became the norm rather than the exception. By the final
decade of the century opera seria as it had been traditionally defined was essentially dead, and the political
upheavals that the French Revolution inspired swept it away once and for all.
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Social context

With a few exceptions, opera seria was the opera of the court, of the monarchy and the nobility. This is not a
universal picture: Handel in London composed not for the court but for a much more socially diverse audience,
and in the Venetian republic composers modified their operas to suit the public taste and not that of the court. But
for the most part, opera seria was synonymous with court opera. This brought with it a number of conditions: the
court, and particularly the monarch, required that their own nobility be reflected on the stage. Opera seria plot-
lines are heavily shaped by this criterion: Il re pastore displays the glory of Alexander the Great, while La
clemenza di Tito does the same for the Roman emperor Titus. The potentate in the audience would watch his
counterparts from the ancient world and see their benevolent autocracy redound to his own credit.

Many aspects of the staging contributed to this effect: both the auditorium and stage were lit during performances,
while the sets mirrored almost exactly the architecture of the palace hosting the opera. Sometimes the links
between opera and audience were even closer: Gluck’s serenata Il Parnasso Confuso was first performed at
Vienna with a cast consisting of members of the royal family. However, with the French Revolution came serious
political upheavals across Italy, and as new, more egalitarian republics were established and old autocracies fell
away, the Arcadian ideals of opera seria seemed increasingly irrelevant. Rulers were no longer free from violent
deaths, and under new social ideals the hierarchy of singers broke down. Such significant socio-political change
meant that opera seria, so closely allied to the ruling class, was finished.
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COMIC OPERA

Comic OperaComic Opera

Opera buffaOpera buffa (Italian, plural: opere buffe; English: comic opera) is a genre of opera. It was first used as an
informal description of Italian comic operas variously classified by their authors as “commedia in musica”,
“commedia per musica”, “dramma bernesco”, “dramma comico”, “divertimento giocoso”, etc. It is especially
associated with developments in Naples in the first half of the 18th century, whence its popularity spread to
Rome and northern Italy. It was at first characterized by everyday settings, local dialects, and simple vocal
writing (the basso buffo is the associated voice type), the main requirement being clear diction and facility
with patter.

The New Grove Dictionary of Opera considers La Cilla (music by Michelangelo Faggioli, text by F. A. Tullio,
1706) and Luigi and Federico Ricci’s Crispino e la comare(1850) to be the first and last sightings of the genre,
although the term is still occasionally applied to newer work (for example Ernst
Krenek’s Zeitoper Schwergewicht). High points in this history are the 80 or so libretti by Carlindo Grolo, Loran
Glodici, Sogol Cardoni and various other approximate anagrams of Carlo Goldoni, the threeMozart/Da
Ponte collaborations, and the comedies of Gioachino Rossini.

Similar foreign genres such as opéra comique or Singspiel differed as well in having spoken dialogue in place
of recitativo secco, although one of the most influential examples, Pergolesi’s La serva padrona, sparked
the Querelle des bouffons in Paris as an adaptation without sung recitatives.

History

Comic characters had been a part of opera until the early 18th century, when “opera buffa” began to emerge as a
separate genre. Opera buffa was a parallel development to opera seria and arose in reaction to the so-called first
reform of Zeno and Metastasio. It was, in part, intended as a genre that the common man could relate to more
easily. Whereas opera seria was an entertainment that was both made for and depicted kings and nobility, opera
buffa was made for and depicted common people with more common problems. High-flown language was
generally avoided in favor of dialogue that the lower class would relate to, often in the local dialect, and the stock
characters were often derived from those of the Italian commedia dell’arte.

In the early 18th century, comic operas often appeared as short, one-act interludes known as intermezzi that were
performed in between acts of opera seria. These gave way to the full-fledged opera buffa later in the 18th
century. La serva padrona by Giovanni Battista Pergolesi (1710–1736), is the one intermezzo still performed with
any regularity today, and provides an excellent example of the style.

Apart from Pergolesi, the first major composers of opera buffa were Nicola Logroscino, Baldassare
Galuppi and Alessandro Scarlatti, all of them based in Naples or Venice.

The opera buffa’s importance diminished during the Romantic Period. Here, the forms were freer and less
extended than in the serious genre and the set numbers were linked by recitativo secco, except in Donizetti’s Don
Pasquale in 1843. With Rossini a standard distribution of four characters is reached: a prima donna soubrette
(soprano or mezzo); a light, amorous tenor; a basso cantante or baritone capable of lyrical, mostly ironical
expression; and a basso buffo whose vocal skills, largely confined to clear articulation and the ability to ‘patter’,
must also extend to the baritone for the purposes of comic duets.

The type of comedy could vary, and the range was great: from Rossini’s The Barber of Seville in 1816 which was
purely comedic, to Mozart’s The Marriage of Figaro in 1786 which added drama and pathos. Another example of
Romantic opera buffa would be Donizetti’s L’elisir d’amore of 1832.
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It is claimed that the last true example of the opera buffa is Luigi and Federico Ricci’s Crispino e la comare in
1850.

Relation to and differences from opera seria

While opera seria deals with gods and ancient heroes and only occasionally contained comic scenes, opera buffa
involves the predominant use of comic scenes, characters, and plot lines in a contemporary setting. The
traditional model for opera seria had three acts, dealt with serious subjects in mythical settings as stated above
and used high voices (both sopranos and castrati) for principal characters, often even for monarchs. In contrast,
the model that generally held for opera buffa was having two acts (as, for example, The Barber of Seville), dealing
with comic scenes and situations as earlier stated and using the lower male voices to the exclusion of the
castrati. This led to the creation of the characteristic “basso buffo”, a specialist in patter who was the center of
most of the comic action. (A well-known basso buffo role is Leporello in Mozart’s Don Giovanni).
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Portrait of Joseph Haydn by Thomas Hardy (1792).

Franz Joseph HaydnFranz Joseph Haydn

Franz Joseph HaydnFranz Joseph Haydn (/ˈdʒoʊzəf ˈhaɪdən/; German: [ˈjoːzɛf ˈhaɪdən]; 31 March 1732 – 31 May 1809), known
as Joseph HaydnJoseph Haydn, was one of the most prominent and prolific composers of the Classical period. He was
instrumental in the development of chamber music such as the piano trio and his contributions to musical
form have earned him the epithets “Father of the Symphony” and “Father of the String Quartet”.

A lifelong resident of Austria, Haydn spent much of his career as a court musician for the
wealthy Esterházy family at their remote estate. This isolated him from other composers and trends in music
until the later part of his life, when he was, as he put it, “forced to become original”. At the time of his death,
aged 77, he was one of the most celebrated composers in Europe.

Joseph Haydn was the brother of Michael Haydn – himself a highly regarded composer – and Johann
Evangelist Haydn, a tenor. He was also a friend of Wolfgang Amadeus Mozart and a teacher of Ludwig van
Beethoven.

Biography

Map showing locations where Haydn lived or visited (see List of residences of Joseph Haydn).
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Early life

Joseph Haydn was born in Rohrau, Austria, a village that at that time stood on the border with Hungary. His father
wasMathias Haydn, a wheelwright who also served as “Marktrichter”, an office akin to village mayor. Haydn’s
mother Maria, née Koller, had previously worked as a cook in the palace of Count Harrach, the presiding
aristocrat of Rohrau. Neither parent could read music; however, Mathias was an enthusiastic folk musician, who
during the journeyman period of his career had taught himself to play the harp. According to Haydn’s later
reminiscences, his childhood family was extremely musical, and frequently sang together and with their
neighbors.

Haydn’s parents had noticed that their son was musically gifted and knew that in Rohrau he would have no
chance to obtain serious musical training. It was for this reason that they accepted a proposal from their relative
Johann Matthias Frankh, the schoolmaster and choirmaster in Hainburg, that Haydn be apprenticed to Frankh in
his home to train as a musician. Haydn therefore went off with Frankh to Hainburg 12 kilometres (7.5 mi) away
and never again lived with his parents. He was about six years old.

Life in the Frankh household was not easy for Haydn, who later remembered being frequently hungry and
humiliated by the filthy state of his clothing. He began his musical training there, and could soon play
both harpsichord and violin. The people of Hainburg heard him sing treble parts in the church choir.

There is reason to think that Haydn’s singing impressed those who heard him, because in 1739 he was brought to
the attention of Georg von Reutter, the director of music in St. Stephen’s Cathedral in Vienna, who happened to
be visiting Hainburg and was looking for new choirboys. Haydn successfully auditioned with Reutter, and after
several months of further training moved to Vienna (1740), where he worked for the next nine years as a
chorister.

Haydn lived in the Kapellhaus next to the cathedral, along with Reutter, Reutter’s family, and the other four
choirboys, which after 1745 included his younger brotherMichael. The choirboys were instructed in Latin and
other school subjects as well as voice, violin, and keyboard. Reutter was of little help to Haydn in the areas
ofmusic theory and composition, giving him only two lessons in his entire time as chorister. However, since St.
Stephen’s was one of the leading musical centres in Europe, Haydn learned a great deal simply by serving as a
professional musician there.

Like Frankh before him, Reutter did not always bother to make sure Haydn was properly fed. As he later told his
biographer Albert Christoph Dies, Haydn was motivated to sing very well, in hopes of gaining more invitations to
perform before aristocratic audiences—where the singers were usually served refreshments.

St. Stephen’s Cathedral, Vienna.
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Struggles as a freelancer

By 1749, Haydn had matured physically to the point that he was no longer able to sing high choral parts.
Empress Maria Theresa herself complained to Reutter about his singing, calling it “crowing”. One day, Haydn
carried out a prank, snipping off the pigtail of a fellow chorister. This was enough for Reutter: Haydn was
first caned, then summarily dismissed and sent into the streets. He had the good fortune to be taken in by a
friend, Johann Michael Spangler, who shared his family’s crowded garret room with Haydn for a few months.
Haydn immediately began his pursuit of a career as a freelance musician.

During this time, Haydn worked at many different jobs: as a music teacher, as a street serenader, and eventually,
in 1752, as valet–accompanist for the Italian composer Nicola Porpora, from whom he later said he learned “the
true fundamentals of composition”. He was also briefly in Count Friedrich Wilhelm von Haugwitz’s employ, playing
the organ in the Bohemian Chancellery chapel at the Judenplatz.

While a chorister, Haydn had not received any systematic training in music theory and composition. As a remedy,
he worked his way through the counterpoint exercises in the text Gradus ad Parnassum by Johann Joseph
Fux and carefully studied the work of Carl Philipp Emanuel Bach, whom he later acknowledged as an important
influence.

As his skills increased, Haydn began to acquire a public reputation, first as the composer of an opera, Der
krumme Teufel, “The Limping Devil”, written for the comic actor Johann Joseph Felix Kurz, whose stage name
was “Bernardon”. The work was premiered successfully in 1753, but was soon closed down by the
censors. Haydn also noticed, apparently without annoyance, that works he had simply given away were being
published and sold in local music shops. Between 1754 and 1756 Haydn also worked freelance for the court in
Vienna. He was among several musicians who were paid for services as supplementary musicians at balls given
for the imperial children during carnival season, and as supplementary singers in the imperial chapel
(the Hofkapelle) in Lent and Holy Week.

With the increase in his reputation, Haydn eventually obtained aristocratic patronage, crucial for the career of a
composer in his day. Countess Thun, having seen one of Haydn’s compositions, summoned him and engaged
him as her singing and keyboard teacher. In 1756, Baron Carl Josef Fürnberg employed Haydn at his country
estate, Weinzierl, where the composer wrote his first string quartets. Fürnberg later recommended Haydn
to Count Morzin, who, in 1757, became his first full-time employer.

The years as Kapellmeister

Portrait by Ludwig Guttenbrunn, paintedc. 1791–2, depicts Haydn c. 1770.

Haydn’s job title under Count Morzin was Kapellmeister, that is, music director. He led the count’s small orchestra
and wrote his first symphonies for this ensemble. In 1760, with the security of a Kapellmeister position, Haydn
married. His wife was the former Maria Anna Aloysia Apollonia Keller (1729–1800), the sister of Therese (b.
1733), with whom Haydn had previously been in love. Haydn and his wife had a completely unhappy
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marriage, from which the laws of the time permitted them no escape. They produced no children. Both took
lovers.

Count Morzin soon suffered financial reverses that forced him to dismiss his musical establishment, but Haydn
was quickly offered a similar job (1761) by Prince Paul Anton, head of the immensely wealthy Esterházy family.
Haydn’s job title was only Vice-Kapellmeister, but he was immediately placed in charge of most of the Esterházy
musical establishment, with the old Kapellmeister, Gregor Werner, retaining authority only for church music.
When Werner died in 1766, Haydn was elevated to full Kapellmeister.

View of Eszterháza.

As a “house officer” in the Esterházy establishment, Haydn wore livery and followed the family as they moved
among their various palaces, most importantly the family’s ancestral seat Schloss Esterházy inEisenstadt and
later on Esterháza, a grand new palace built in rural Hungary in the 1760s. Haydn had a huge range of
responsibilities, including composition, running the orchestra, playing chamber music for and with his patrons, and
eventually the mounting of operatic productions. Despite this backbreaking workload, the job was in artistic terms
a superb opportunity for Haydn. The Esterházy princes (Paul Anton, then from 1762–1790 Nikolaus I) were
musical connoisseurs who appreciated his work and gave him daily access to his own small orchestra. During the
nearly thirty years that Haydn worked at the Esterházy court, he produced a flood of compositions, and his
musical style continued to develop.

Prince Nikolaus Esterházy, Haydn’s most important patron.

1779 was a watershed year for Haydn, as his contract was renegotiated: whereas previously all his compositions
were the property of the Esterházy family, he now was permitted to write for others and sell his work to publishers.
Haydn soon shifted his emphasis in composition to reflect this (fewer operas, and more quartets and symphonies)
and he negotiated with multiple publishers, both Austrian and foreign. Of Haydn’s new employment contract
Jones writes,

This single document acted as a catalyst in the next stage in Haydn’s career, the achievement of
international popularity. By 1790 Haydn was in the paradoxical, if not bizarre, position of being Europe’s
leading composer, but someone who spent his time as a duty-bound Kapellmeister in a remote palace in the
Hungarian countryside.

The new publication campaign resulted in the composition of a great number of new string quartets (the six-
quartet sets of Op. 33, 50, 54/55, and 64). Haydn also composed in response to commissions from abroad:
the Paris symphonies (1785–1786) and the original orchestral version of The Seven Last Words of Christ (1786),
a commission from Cadiz, Spain.

The remoteness of Esterháza, which was farther from Vienna than Eisenstadt, led Haydn gradually to feel more
isolated and lonely. He longed to visit Vienna because of his friendships there. Of these, a particularly important
one was with Maria Anna von Genzinger (1754–93), the wife of Prince Nikolaus’s personal physician in Vienna,
who began a close, platonic, relationship with the composer in 1789. Haydn wrote to Mrs. Genzinger often,
expressing his loneliness at Esterháza and his happiness for the few occasions on which he was able to visit her
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in Vienna; later on, Haydn wrote to her frequently from London. Her premature death in 1793 was a blow to
Haydn, and his F minor variations for piano, Hob. XVII:6, may have been written in response to her death.

Portrait of Mozart by Joseph Lange.

Another friend in Vienna was Wolfgang Amadeus Mozart, whom Haydn had met sometime around 1784.
According to later testimony byMichael Kelly and others, the two composers occasionally played in string
quartets together. Haydn was hugely impressed with Mozart’s work and praised it unstintingly to others. Mozart
evidently returned the esteem, as seen in his dedication of a set of six quartets, now called the”Haydn” quartets,
to his friend. For further details see Haydn and Mozart.

The London journeys

In 1790, Prince Nikolaus died and was succeeded as prince by his son Anton. Following a trend of the
time, Anton sought to economize by dismissing most of the court musicians. Haydn retained a nominal
appointment with Anton, at a reduced salary of 400 florins, as well as a 1000-florin pension from Nikolaus Since
Anton had little need of Haydn’s services, he was willing to let him travel, and the composer accepted a lucrative
offer from Johann Peter Salomon, a German impresario, to visit England and conduct new symphonies with a
large orchestra..

The visit (1791–92), along with a repeat visit (1794–95), was a huge success. Audiences flocked to Haydn’s
concerts; he augmented his fame and made large profits, thus becoming financially secure. He received the
Doctor Honoris causa in the University of Oxford. Charles Burney reviewed the first concert thus: “Haydn himself
presided at the piano-forte; and the sight of that renowned composer so electrified the audience, as to excite an
attention and a pleasure superior to any that had ever been caused by instrumental music in England.”

Musically, Haydn’s soujourns in England generated some of his best-known work, including
the Surprise, Military, Drumroll and London symphonies; the Rider quartet; and the “Gypsy Rondo” piano trio. The
only disappointment was the opera L’anima del filosofo that Haydn had been contracted to compose but whose
performance was blocked by intrigues. Haydn made many new friends and, for a time, was involved in a romantic
relationship with Rebecca Schroeter.
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A young Beethoven.

While traveling to London in 1790, Haydn had met the young Ludwig van Beethoven in his native city of Bonn. On
Haydn’s return, Beethoven came to Vienna and during the time up to the second London visit was Haydn’s pupil.
For discussion of their relationship, see Beethoven and his contemporaries.

Last years

Haydn returned to Vienna in 1795. Prince Anton had died, and his successor Nikolaus II proposed that the
Esterházy musical establishment be revived with Haydn serving again as Kapellmeister. Haydn took up the
position, though only on a part-time basis. He spent his summers with the Esterházys in Eisenstadt, and over the
course of several years wrote six masses for them. But by this time Haydn had become a public figure in Vienna.
He spent most of his time in his own home, a large house in the suburb of Windmühle, and wrote works for public
performance. In collaboration with his librettist and mentor Gottfried van Swieten, and with funding from van
Swieten’s Gesellschaft der Associierten, Haydn composed his two great oratorios The Creation (1798) and The
Seasons (1801). Both were enthusiastically received. Haydn frequently appeared before the public, often leading
performances of The Creation for charity benefits. He also composed instrumental music: the popular Trumpet
Concerto and the last nine in his long series of string quartets, including the Fifths, Emperor,
and Sunrise quartets.

During the later years of this successful period, Haydn faced incipient old age and fluctuating health and he had to
struggle to complete his final works. By about 1802, his condition had declined to the point that he became
physically unable to compose. This was doubtless very difficult for him because, as he acknowledged, the flow of
fresh musical ideas waiting to be worked out as compositions did not cease. Haydn was well cared for by his
servants, and he received many visitors and public honors during his last years, but they could not have been
very happy years for him. During his illness, Haydn often found solace by sitting at the piano and playing “Gott
erhalte Franz den Kaiser”, which he had composed in 1797 as a patriotic gesture. Its melody was later used for
the Austrian and German national anthems.

A final triumph occurred on 27 March 1808 when a performance of The Creation was organized in his honor. The
very frail composer was brought into the hall on an armchair to the sound of trumpets and drums and was greeted
by Beethoven, Salieri (who led the performance) and by other musicians and members of the aristocracy. Haydn
was both moved and exhausted by the experience and had to depart at intermission.

Haydn lived for another year, dying, aged 77, at the end of May 1809. Some of his last words were attempts to
calm and reassure his servants as the French army underNapoleon launched an attack on Vienna: “My children,
have no fear, for where Haydn is, no harm can fall.” Two weeks later, on 15 June 1809, a memorial service was
held in the Schottenkirche at which Mozart’s Requiem was performed.

Character and appearance

James Webster writes of Haydn’s public character thus: “Haydn’s public life exemplified the Enlightenment ideal
of the honnête homme (honest man): the man whose good character and worldly success enable and justify each
other. His modesty and probity were everywhere acknowledged. These traits were not only prerequisites to his
success as Kapellmeister, entrepreneur and public figure, but also aided the favorable reception of his
music.” Haydn was especially respected by the Esterházy court musicians whom he supervised, as he maintained
a cordial working atmosphere and effectively represented the musicians’ interests with their employer; see Papa
Haydn and the tale of the “Farewell” Symphony.

Haydn’s signature on a piece of his music: di me giuseppe Haydn (“by me Joseph Haydn”). He writes in Italian, a
language he often used professionally.
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Haydn had a robust sense of humor, evident in his love of practical jokes and often apparent in his music, and he
had many friends. For much of his life he benefited from a “happy and naturally cheerful temperament”, but in his
later life, there is evidence for periods of depression, notably in the correspondence with Mrs. Genzinger and in
Dies’s biography, based on visits made in Haydn’s old age.

Haydn was a devout Catholic who often turned to his rosary when he had trouble composing, a practice that he
usually found to be effective. He normally began the manuscript of each composition with “in nomine Domini” (“in
the name of the Lord”) and ended with “Laus Deo” (“praise be to God”).

As regards his business dealings, Haydn’s overriding flaw was greed. Webster writes: “As regards money, Haydn
was so self-interested as to shock [both] contemporaries and many later authorities …. He always attempted to
maximize his income, whether by negotiating the right to sell his music outside the Esterházy court, driving hard
bargains with publishers or selling his works three and four times over; he regularly engaged in ‘sharp practice’
and occasionally in outright fraud. When crossed in business relations, he reacted angrily. Webster notes that
Haydn’s ruthlessness in business might be viewed more sympathetically in light of his struggles with poverty
during his years as a freelancer – and that outside of the world of business, in dealings, for example, with
relatives and servants and in volunteering his services for charitable concerts, Haydn was a generous man.

Haydn was short in stature, perhaps as a result of having been underfed throughout most of his youth. Like many
in his day, a bout of smallpox left his face pitted with scars. His biographer Dies wrote: “…he couldn’t understand
how it happened that in his life he had been loved by many a pretty woman. ‘They couldn’t have been led to it by
my beauty'”.

His nose, large and aquiline, was disfigured by the polypus he suffered during much of his adult life, an agonizing
and debilitating disease that at times prevented him from writing music.

The original copy of “Gott erhalte Franz den Kaiser” in Haydn’s hand.

Works

James Webster summarizes Haydn’s role in the history of classical music as follows: “He excelled in every
musical genre… He is familiarly known as the ‘father of the symphony’ and could with greater justice be thus
regarded for the string quartet; no other composer approaches his combination of productivity, quality and
historical importance in these genres.”

Structure and character of his music

A central characteristic of Haydn’s music is the development of larger structures out of very short, simple
musical motifs, often derived from standard accompanying figures. The music is often quite formally concentrated,
and the important musical events of a movement can unfold rather quickly.

Haydn’s work was central to the development of what came to be called sonata form. His practice, however,
differed in some ways from that of Mozart and Beethoven, his younger contemporaries who likewise excelled in
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this form of composition. Haydn was particularly fond of the so-called “monothematic exposition”, in which the
music that establishes the dominant key is similar or identical to the opening theme. Haydn also differs from
Mozart and Beethoven in his recapitulation sections, where he often rearranges the order of themes compared to
the exposition and uses extensive thematic development.

Haydn’s formal inventiveness also led him to integrate the fugue into the classical style and to enrich the rondo
form with more cohesive tonal logic (see sonata rondo form). Haydn was also the principal exponent of the double
variation form—variations on two alternating themes, which are often major- and minor-mode versions of each
other.

Perhaps more than any other composer’s, Haydn’s music is known for its humor. The most famous example is
the sudden loud chord in the slow movement of his”Surprise” symphony; Haydn’s many other musical jokes
include numerous false endings (e.g., in the quartets Op. 33 No. 2 and Op. 50 No. 3), and the remarkable
rhythmic illusion placed in the trio section of the third movement of Op. 50 No. 1.

Much of the music was written to please and delight a prince, and its emotional tone is correspondingly
upbeat. This tone also reflects, perhaps, Haydn’s fundamentally healthy and well-balanced personality.
Occasional minor-key works, often deadly serious in character, form striking exceptions to the general rule.
Haydn’s fast movements tend to be rhythmically propulsive and often impart a great sense of energy, especially in
the finales. Some characteristic examples of Haydn’s “rollicking” finale type are found in the “London”
symphony No. 104, the string quartet Op. 50 No. 1, and the piano trio Hob XV: 27. Haydn’s early slow movements
are usually not too slow in tempo, relaxed, and reflective. Later on, the emotional range of the slow movements
increases, notably in the deeply felt slow movements of the quartets Op. 76 Nos. 3 and 5, the Symphonies No. 98
and 102, and the piano trio Hob XV: 23. The minuets tend to have a strong downbeat and a clearly popular
character. Over time, Haydn turned some of his minuets into “scherzi” which are much faster, at one beat to the
bar.

Evolution of Haydn’s style

Haydn’s early work dates from a period in which the compositional style of the High Baroque (seen
in Bach and Handel) had gone out of fashion. This was a period of exploration and uncertainty, and Haydn, born
18 years before the death of Bach, was himself one of the musical explorers of this time. An older contemporary
whose work Haydn acknowledged as an important influence was Carl Philipp Emanuel Bach.

Tracing Haydn’s work over the six decades in which it was produced (roughly from 1749 to 1802), one finds a
gradual but steady increase in complexity and musical sophistication, which developed as Haydn learned from his
own experience and that of his colleagues. Several important landmarks have been observed in the evolution of
Haydn’s musical style.

In the late 1760s and early 1770s, Haydn entered a stylistic period known as “Sturm und Drang” (“storm and
stress”). This term is taken from a literary movement of about the same time, though it appears that the musical
development actually preceded the literary one by a few years. The musical language of this period is similar to
what went before, but it is deployed in work that is more intensely expressive, especially in the works in minor
keys. James Webster describes the works of this period as “longer, more passionate, and more daring.”Some of
the most famous compositions of this time are the “Trauer” (Mourning) Symphony No. 44, “Farewell”
SymphonyNo. 45, the piano sonata in C minor (Hob. XVI/20, L. 33), and the six string quartets of Op. 20 (the
“Sun” quartets), all from c. 1771–72. It was also around this time that Haydn became interested in
writing fugues in the Baroque style, and three of the Op. 20 quartets end with a fugue.

Following the climax of the “Sturm und Drang”, Haydn returned to a lighter, more overtly entertaining style. There
are no quartets from this period, and the symphonies take on new features: the scoring often includes trumpets
and timpani. These changes are often related to a major shift in Haydn’s professional duties, which moved him
away from “pure” music and toward the production of comic operas. Several of the operas were Haydn’s own
work (see List of operas by Joseph Haydn); these are seldom performed today. Haydn sometimes recycled his
opera music in symphonic works, which helped him continue his career as a symphonist during this hectic
decade.

In 1779, an important change in Haydn’s contract permitted him to publish his compositions without prior
authorization from his employer. This may have encouraged Haydn to rekindle his career as a composer of “pure”
music. The change made itself felt most dramatically in 1781, when Haydn published the six string quartets of
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ContemporariesContemporaries

Opus 33, announcing (in a letter to potential purchasers) that they were written in “a new and completely special
way”. Charles Rosen has argued that this assertion on Haydn’s part was not just sales talk, but meant quite
seriously; and he points out a number of important advances in Haydn’s compositional technique that appear in
these quartets, advances that mark the advent of the Classical style in full flower. These include a fluid form of
phrasing, in which each motif emerges from the previous one without interruption, the practice of letting
accompanying material evolve into melodic material, and a kind of “Classical counterpoint” in which each
instrumental part maintains its own integrity. These traits continue in the many quartets that Haydn wrote after
Opus 33.

In the 1790s, stimulated by his England journeys, Haydn developed what Rosen calls his “popular style”, a
method of composition that, with unprecedented success, created music having great popular appeal but
retaining a learned and rigorous musical structure. An important element of the popular style was the frequent
use of folkor folk-like material, as discussed in the article Haydn and folk music. Haydn took care to deploy this
material in appropriate locations, such as the endings of sonata expositions or the opening themes of finales. In
such locations, the folk material serves as an element of stability, helping to anchor the larger structure. Haydn’s
popular style can be heard in virtually all of his later work, including the twelve London symphonies, the late
quartets and piano trios, and the two late oratorios.

The house in Vienna (now a museum) where Haydn lived in the last years of his life.

The return to Vienna in 1795 marked the last turning point in Haydn’s career. Although his musical style evolved
little, his intentions as a composer changed. While he had been a servant, and later a busy entrepreneur, Haydn
wrote his works quickly and in profusion, with frequent deadlines. As a rich man, Haydn now felt that he had the
privilege of taking his time and writing for posterity. This is reflected in the subject matter of The Creation (1798)
and The Seasons (1801), which address such weighty topics as the meaning of life and the purpose of
humankind, and represent an attempt to render the sublime in music. Haydn’s new intentions also meant that he
was willing to spend much time on a single work: both oratorios took him over a year to complete. Haydn once
remarked that he had worked on The Creation so long because he wanted it to last.

The change in Haydn’s approach was important in the history of classical music, as other composers were soon
following his lead. Notably, Beethoven adopted the practice of taking his time and aiming high.

Identifying Haydn’s works

Haydn’s works are listed in a comprehensive catalogue prepared by Anthony van Hoboken. This Hoboken
catalogue provides each work with an identifying number, called its Hoboken number (abbreviation: H. or Hob.).
The string quartets also have Hoboken numbers, but are usually identified instead by their opus numbers, which
have the advantage of indicating the groups of six quartets that Haydn published together; thus for example the
string quartet Opus 76, No. 3 is the third of the six quartets published in 1799 as Opus 76.

Works

• Haydn and Mozart
• Beethoven and his contemporaries
• Marianne von Martines – as a child, one of Haydn’s first students; as an adult, a friend and eminent

musician.
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Other topicsOther topics

Biographical sourcesBiographical sources

• Johann Peter Salomon, who organized Haydn’s journeys to London.
• Gottfried van Swieten, The Creation and The Seasons‘ librettist.
• List of Austrians in music

• Haydn’s name, addressing the status of “Franz” and other names used by Haydn.
• Haydn and folk music
• Haydn’s head, stolen after his death.
• Joseph Haydn’s ethnicity – was Haydn a Croatian?
• List of Haydn’s residences
• “Papa” Haydn
• Mannersdorf am Leithagebirge, visited by Haydn during the summer of 1753.
• Haydn’s writing for timpani

Notes

1. a b See Haydn’s name. “Franz” was not used during Haydn’s lifetime and is avoided by scholars today
(“Haydn, Joseph” by James Webster in Grove Music Online, accessed 18 January 2007).

References

• Dies, Albert Christoph (1963). “Biographical Accounts of Joseph Haydn”. In Gotwals,
Vernon, translator and editor. Haydn: Two Contemporary Portraits. Milwaukee: University of Wisconsin
Press. ISBN 0-299-02791-0. A translation from the original German: “Biographische Nachrichten von
Joseph Haydn nach mündlichen Erzählungen desselben entworfen und herausgegeben” (“Biographical
accounts of Joseph Haydn, written and edited from his own spoken narratives”) (1810). Camesinaische
Buchhandlung, Vienna. One of the first biographies of Haydn, written on the basis of 30 interviews
carried out during the composer’s old age.

• Finscher, Ludwig (2000). Joseph Haydn und seine Zeit. Laaber: Laaber-
Verlag. ISBN 3-921518-94-6. Highly detailed discussion of life and work; in German.

• Geiringer, Karl; Geiringer, Irene (1982). Haydn: A Creative Life in Music (3rd ed.). University of
California. ISBN 0-520-04316-2. The first edition was published in 1946 with Karl Geiringer as the sole
author.

• Griesinger, Georg August (1963). “Biographical Notes Concerning Joseph Haydn”. In Gotwals, Vernon,
translator and editor. Haydn: Two Contemporary Portraits. Milwaukee: University of Wisconsin
Press. ISBN 0-299-02791-0. A translation from the original German: “Biographische Notizen über
Joseph Haydn” (1810). Leipzig. Like Dies’s, a biography produced from interviews with the elderly
Haydn.

• Hadden, James Cuthbert (2010). Haydn (Reissue ed.). London: Cambridge University
Press. ISBN 1-108-01987-0.

• Hughes, Rosemary (1970). Haydn (Revised ed.). New York: Farrar, Straus and
Giroux. ISBN 0-460-02281-4. Originally published in 1950. Gives a sympathetic and witty account of
Haydn’s life, along with a survey of the music.

• Jones, David Wyn (2009a) The Life of Haydn. Oxford University Press. Focuses on biography rather
than musical works; an up-to-date study benefiting from recent scholarly research on Haydn’s life and
times.

• Jones, David Wyn (2009b) Oxford Composer Companions: Haydn. Oxford University Press. A one-
volume encyclopedia with detailed contributions from many Haydn scholars.

• Landon, H.C. Robbins (1976–1980). Haydn: Chronicle and Works. Bloomington, IN: Indiana University
Press. ISBN 0-253-37003-5. An extensive compilation of original sources in five volumes.

• Landon, H. C. Robbins; Jones, David Wyn (1988). Haydn: His Life and Music. Indiana University
Press. ISBN 978-0-253-37265-9. Biography chapters by Robbins Landon, excerpted from Robbins
Landon (1976–1980) and rich in original source documents. Analysis and appreciation of the works by
Jones.

• Larsen, Jens Peter (1980). “Joseph Haydn”. New Grove Dictionary of Music and Musicians. Published
separately as The New Grove: Haydn. New York: Norton. 1982.ISBN 0-393-01681-1.

• Webster, James; Feder, Georg (2001). “Joseph Haydn”. The New Grove Dictionary of Music and
Musicians. Published separately as a book: The New Grove Haydn. New York: Macmillan.
2002. ISBN 0-19-516904-2. Careful scholarship with little subjective interpretation; covers both life and
music, and includes a very detailed list of works.

167167

https://en.wikipedia.org/wiki/Haydn#cite_ref-Name_1-0
https://en.wikipedia.org/wiki/Haydn#cite_ref-Name_1-0
https://en.wikipedia.org/wiki/Haydn#cite_ref-Name_1-1
https://en.wikipedia.org/wiki/Haydn#cite_ref-Name_1-1
http://www.grovemusic.com/
http://books.google.com/books?id=0IXbsEBrSK0C&pg=PA106


Criticism and analysis sourcesCriticism and analysis sources• Brendel, Alfred (2001). “Does classical music have to be entirely serious?”. In
Margalit, Edna; Margalit, Avishai. Isaiah Berlin: A Celebration. Chicago: University of Chicago Press.
pp. 193–204. ISBN 0-226-84096-4. On jokes in Haydn and Beethoven.

• Celestini, Federico (2010). “Aspekte des Erhabenen in Haydns Spätwerk”. In Celestini, Federico;
Dorschel, Andreas. Arbeit am Kanon. Vienna: Universal Edition.
pp. 16–41. ISBN 978-3-7024-6967-2. On the sublime in Haydn’s later works; in German.

• Clark, Caryl, ed. (2005). The Cambridge Companion to Haydn. Cambridge: Cambridge University
Press. ISBN 0-521-83347-7. Covers each of the genres Haydn composed in as well as stylistic and
interpretive contexts and performance and reception.

• Griffiths, Paul (1983). The String Quartet. New York: Thames and Hudson. ISBN 0-500-01311-X.
• Hughes, Rosemary (1966). Haydn String Quartets. London: BBC. A brief (55 page) introduction to

Haydn’s string quartets.
• Rosen, Charles (1997). The classical style: Haydn, Mozart, Beethoven (2nd ed.). New York:

Norton. ISBN 0-393-31712-9. First edition published in 1971. Covers much of Haydn’s output and seeks
to explicate Haydn’s central role in the creation of the classical style. The work has been influential,
provoking both positive citation and work (e.g., Webster 1991) written in reaction.

• Sisman, Elaine (1993) Haydn and the classical variation. Cambridge: Harvard University Press. ISBN
0-674-38315-X.

• Sutcliffe, W. Dean (1989). “Haydn’s Musical Personality”. The Musical Times 130130 (1756):
341–344. doi:10.2307/966030. JSTOR 966030.

• Sutcliffe, W. Dean (1992). Haydn, string quartets, op. 50. Cambridge: Cambridge University
Press. ISBN 0-521-39103-2. Covers not just Op. 50 but also its relevance to Haydn’s other output as
well as his earlier quartets.

• Webster, James (1991). Haydn’s “Farewell” symphony and the idea of classical style: through-
composition and cyclic integration in his instrumental music. Cambridge: Cambridge University
Press. ISBN 0-521-38520-2. This book focuses on a single work, but contains many observations and
opinions about Haydn in general.

External links

• Haydn Festival Eisenstadt
• Albert Christoph Dies: (German) Biographische Nachrichten von Joseph Haydn. Wien: Camesinaische

Buchhandlung, 1810.
• Haydn’s Late Oratorios: The Creation and The Seasons by Brian Robins
• Full text of the biography Haydn by J. Cuthbert Hadden, 1902, from Project Gutenberg. The end of book

contains documentary material including a number of Haydn’s letters. Alternatively scanned
copy Haydn at archive.org.

• Works by or about Joseph Haydn in libraries (WorldCat catalog)
• No Royal Directive: Joseph Haydn and the String Quartet by Ron Drummond
• musicologie.org, with biography (French)
• ‘Haydn – Quartet in F minor, Op.20 No.5’, Lecture by Professor Roger Parker, with the Badke

Quartet, Gresham College, 8 April 2008 (available for video, audio and text download).
• Haydn anniversary page on Bachtrack, includes lists of live performances

Scores and recordings

• Free scores by Joseph Haydn at the International Music Score Library Project
• Free scores by Joseph Haydn in the Choral Public Domain Library (ChoralWiki)
• www.kreusch-sheet-music.net – Free Scores by Haydn
• Free scores at the Mutopia Project
• Works by Joseph Haydn at Project Gutenberg
• Kunst der Fuge: Franz Joseph Haydn – Hundreds of MIDI files
• Haydn’s page at Classical Archives
• Haydn Symphonies from the British Library Sound Archive
• Complete recording of Joseph Haydns Pianosonatas on a sampled Walther Pianoforte
• Complete recording of Joseph Haydns Pianosonatas on a sampled Steinway D

168168

http://dx.doi.org/10.2307%2F966030
http://www.jstor.org/stable/966030
http://www.haydnfestival.at/
http://www.donjuanarchiv.at/archiv/bestaende/ernestea-sezzatense/oesterreich/wien/biographische-nachrichten-von-joseph-haydn.html
http://www.donjuanarchiv.at/archiv/bestaende/ernestea-sezzatense/oesterreich/wien/biographische-nachrichten-von-joseph-haydn.html
http://www.earlymusicworld.com/id26.html
http://www.gutenberg.net/etext/3788
https://archive.org/details/haydn00haddgoog
http://worldcat.org/identities/lccn-n79-91193
http://www.classical.net/music/comp.lst/articles/haydnfj/noroyal.html
http://www.musicologie.org/Biographies/h/haydn.html
http://www.gresham.ac.uk/event.asp?PageId=45&EventId=683
http://www.bachtrack.com/anniversary-200th-haydn
http://imslp.org/wiki/Category:Haydn,_Joseph
http://www.cpdl.org/wiki/index.php/Franz_Joseph_Haydn
http://kreusch-sheet-music.net/eng/?page=show&query=Joseph%20Haydn&order=op
http://www.mutopiaproject.org/cgibin/make-table.cgi?Composer=HaydnFJ
http://www.gutenberg.org/author/Haydn+Joseph
http://www.kunstderfuge.com/haydn.htm
http://www.classicalarchives.com/haydn.html
http://sounds.bl.uk/Browse.aspx?category=Classical-music&collection=Haydn
http://www.sf-media.12hp.de/index.php?option=com_content&view=category&id=19%3Ahaydn-complete-pianosonatas&Itemid=6&layout=default&lang=en/
http://www.sf-media.12hp.de/index.php?option=com_content&view=category&id=18%3Ahaydn-complete-pianosonatas&Itemid=5&layout=default&lang=en/


Licensing & AttributionsLicensing & Attributions

CC licensed content, Shared previouslyCC licensed content, Shared previously

• Provided byProvided by: Wikipedia. Located atLocated at: http://en.wikipedia.org/wiki/Haydn. LicenseLicense: CC BY-SA: Attribution-ShareAlike

HAYDN: LIST OF SYMPHONIES

Haydn SymphoniesHaydn Symphonies

There are 106 symphonies by the classical composer Joseph Haydn (1732–1809). Of these, 104 have
numbers associated with them which were originally assigned by Eusebius Mandyczewski in 1908 in the
chronological order that was known at the time. In the subsequent decades, numerous inaccuracies in the
chronology (especially in the lower numbers) were found, but the Mandyczewski numbers were so widely
used that when Anthony van Hoboken compiled his catalogue of Haydn’s works, he incorporated the
Mandyczewski number into Catalogue I (e.g., Symphony No. 34 is listed as Hob. I/34). Also in that time
period, two additional symphonies were discovered (which were assigned non-Mandyczewskian letters “A”
and “B”) bringing the total to 106.

The Symphonies

• Symphony No. 1 in D major (composed by 1759)
• Symphony No. 2 in C major (between 1757 and 1761)
• Symphony No. 3 in G major (between 1760 and 1762)
• Symphony No. 4 in D major (between 1757 and 1761)
• Symphony No. 5 in A major (between 1760 and 1762)
• Symphony No. 6 in D major, Le matin (1761)
• Symphony No. 7 in C major, Le midi (1761)
• Symphony No. 8 in G major, Le soir (1761)
• Symphony No. 9 in C major (1762)
• Symphony No. 10 in D major (between 1757 and 1761)
• Symphony No. 11 in E-flat major (between 1760 and 1762)
• Symphony No. 12 in E major (1763)
• Symphony No. 13 in D major (1763)
• Symphony No. 14 in A major (between 1761 and 1763)
• Symphony No. 15 in D major (between 1760 and 1763)
• Symphony No. 16 in B-flat major (between 1757 and 1761)
• Symphony No. 17 in F major (between 1757 and 1763)
• Symphony No. 18 in G major (between 1757 and 1764)
• Symphony No. 19 in D major (between 1757 and 1761)
• Symphony No. 20 in C major (by 1762)
• Symphony No. 21 in A major (1764)
• Symphony No. 22 in E-flat major, Philosopher (1764)
• Symphony No. 23 in G major (1764)
• Symphony No. 24 in D major (1764)
• Symphony No. 25 in C major (between 1761 and, most likely, in 1763)
• Symphony No. 26 in D minor, Lamentatione (1768, maybe 1769)
• Symphony No. 27 in G major (probably before 1760)
• Symphony No. 28 in A major (1765)
• Symphony No. 29 in E major (1765)
• Symphony No. 30 in C major, Alleluia (1765)
• Symphony No. 31 in D major, Hornsignal (1765)
• Symphony No. 32 in C major (between 1757 and 1763, probably 1760/1761)
• Symphony No. 33 in C major (1760/1761, or 1763–65)
• Symphony No. 34 in D minor (1765)
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• Symphony No. 35 in B-flat major (1767)
• Symphony No. 36 in E-flat major (first half of the 1760s)
• Symphony No. 37 in C major (by 1758)
• Symphony No. 38 in C major, Echo (between 1765 and 1769, perhaps 1768)
• Symphony No. 39 in G minor (1767/1768)
• Symphony No. 40 in F major (by 1763)
• Symphony No. 41 in C major (by 1769)
• Symphony No. 42 in D major (by 1771)
• Symphony No. 43 in E-flat major, Mercury (by 1771)
• Symphony No. 44 in E minor, Trauer (1772)
• Symphony No. 45 in F-sharp minor, Farewell (1772)
• Symphony No. 46 in B major (1772)
• Symphony No. 47 in G major, The Palindrome (1772)
• Symphony No. 48 in C major, Maria Theresia (1768/1769)
• Symphony No. 49 in F minor, La passione (1768)
• Symphony No. 50 in C major (1773 and 1774)
• Symphony No. 51 in B-flat major (1773/1774)
• Symphony No. 52 in C minor (1771/1772)
• Symphony No. 53 in D major, L’impériale (1778)/(1779)
• Symphony No. 54 in G major (1774)
• Symphony No. 55 in E-flat major, The Schoolmaster (by 1774)
• Symphony No. 56 in C major (by 1774)
• Symphony No. 57 in D major (1774)
• Symphony No. 58 in F major (1774)
• Symphony No. 59 in A major, Feuer (by 1769)
• Symphony No. 60 in C major, Il distratto (by 1775, probably 1774)
• Symphony No. 61 in D major (1776)
• Symphony No. 62 in D major (1780/1781)
• Symphony No. 63 in C major, La Roxelane (between 1779 and 1781)
• Symphony No. 64 in A major, Tempora mutantur (between 1773 and 1775)
• Symphony No. 65 in A major (by 1778)
• Symphony No. 66 in B-flat major (1775–1776?)
• Symphony No. 67 in F major (by 1779)
• Symphony No. 68 in B-flat major (by 1779)
• Symphony No. 69 in C major, Laudon (by 1779)
• Symphony No. 70 in D major (by 1779)
• Symphony No. 71 in B-flat major (by 1780)
• Symphony No. 72 in D major (between 1763 and 1765)
• Symphony No. 73 in D major, La chasse (1782)
• Symphony No. 74 in E-flat major (1780/1781)
• Symphony No. 75 in D major (between 1779 and 1781)
• Symphony No. 76 in E-flat major (1782)
• Symphony No. 77 in B-flat major (1782)
• Symphony No. 78 in C minor (1782)
• Symphony No. 79 in F major (1784)
• Symphony No. 80 in D minor (1784)
• Symphony No. 81 in G major (1784)
• The “Paris symphonies”:

◦ Symphony No. 82 in C major, The Bear (1786)
◦ Symphony No. 83 in G minor, The Hen (1785)
◦ Symphony No. 84 in E-flat major, In nomine Domini (1786)
◦ Symphony No. 85 in B-flat major, La Reine (“The Queen”) (1785/1786)
◦ Symphony No. 86 in D major (1786)
◦ Symphony No. 87 in A major (1786)

• Symphony No. 88 in G major (1787)
• Symphony No. 89 in F major (1787)
• Symphony No. 90 in C major (1788)
• Symphony No. 91 in E-flat major (1788)
• Symphony No. 92 in G major, Oxford (1789)
• The “London symphonies”:

◦ Symphony No. 93 in D major (1791)
◦ Symphony No. 94 in G major, The Surprise (1791)
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◦ Symphony No. 95 in C minor (1791)
◦ Symphony No. 96 in D major, The Miracle (1791)
◦ Symphony No. 97 in C major (1792)
◦ Symphony No. 98 in B-flat major (1792)
◦ Symphony No. 99 in E-flat major (1793)
◦ Symphony No. 100 in G major, Military (1793/1794)
◦ Symphony No. 101 in D major, The Clock (1793/1794)
◦ Symphony No. 102 in B-flat major (1794)
◦ Symphony No. 103 in E-flat major, Drumroll (1795)
◦ Symphony No. 104 in D major, London (1795)

Hoboken also includes four other works in his “Symphony” category (Hob. I):

• Hob. I/105 in B-flat major, better known as the Sinfonia Concertante for violin, cello, oboe and bassoon
(1792)

• Hob. I/106, for which only one part has survived (1769?)
• Hob. I/107 in B-flat major, often known not by a number but as Symphony A (between 1757 and 1760)
• Hob. I/108 in B-flat major, often known not by a number but as Symphony B (between 1757 and 1760)

Despite this, the number of “symphonies” by Haydn is usually given as 106.

Complete recordings

Four conductors have recorded the complete symphonies of Joseph Haydn.

• The first to complete the recording project was the Austrian conductor Ernst Märzendorfer, who recorded
them with the Vienna Chamber Orchestra. However, this set of recordings had a very limited release and
remains largely unknown.

• The first to make a complete recording that was widely available was the Hungarian-British conductor
Antal Doráti, with the Philharmonia Hungarica.

• Hungarian conductor Ádám Fischer recorded a complete cycle in the late 1990s with the Austro-
Hungarian Haydn Orchestra.

• In 2009, American conductor Dennis Russell Davies completed a cycle with the Stuttgart Chamber
Orchestra.

Christopher Hogwood was to have recorded a complete cycle of Haydn symphonies with the Academy of Ancient
Music (AAM) for Decca’s L’Oiseau Lyre imprint in a total of 15 volumes, each containing 3 CDs. Between 1990
and 2000, a total of 10 of these volumes were commercially released; these volumes contain Nos. 1–75, plus the
two early symphonies numbered 107 and 108, and are presented in a theoretical chronological order rather than
numerical order. (The program booklets contained in each of these 10 volumes contain a concordance to the
complete contents of the 15 volumes.) Prior to the commencement of this project, Hogwood and the AAM had
recorded several of Haydn’s later symphonies for L’Oiseau Lyre, which were released on LP. These earlier
recordings were never re-issued on CD, the remaining five volumes of the series were never released, and the
L’Oiseau Lyre imprint was discontinued. Another attempt at a complete Haydn cycle on period instruments begun
around this time, by the Hanover Band led by Roy Goodman for Nimbus, was also never completed.

Notes

1. ^ a b Ethan Haimo, “Haydn’s symphonic forms: essays in compositional logic”, Oxford University Press,
1995, ISBN 0-19-816392-4, ISBN 978-0-19-816392-3.

2. ^̂ Oxford Composer Companions: Haydn, ed. David Wyn Jones, Oxford University Press, 2002, p. 381.
ISBN 0-19-866216-5

3. ^̂ Haydn: Symphonies Nos. 1–5, Naxos. Review by Christopher Howell, Music Web

International[unreliable source?]

4. ^̂ http://entertainment.timesonline.co.uk/tol/arts_and_entertainment/music/cd_reviews/
article6949003.ece (subscription required)
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HAYDN: SYMPHONY NO. 88

Symphony No. 88Symphony No. 88

The Symphony No. 88Symphony No. 88 in G major (Hoboken 1/88) was written by Joseph Haydn. It is occasionally referred to
as The Letter V referring to an older method of cataloguing Haydn’s symphonic output.

The symphony was completed in 1787. It is one of Haydn’s best-known works, even though it is not one of the
Paris or London symphonies and does not have a descriptive nickname.

Movements

The work is in standard four movement form and scored for flute, two oboes, two bassoons, two horns, two
trumpets, timpani, continuo (harpsichord) and strings.

1. Adagio – Allegro
2. Largo
3. Menuetto: Allegretto
4. Finale. Allegro con spirito

The first movement begins with a brief introduction which quickly settles to the dominant chord to prepare for the
main body of the movement. The strings open the Allegro stating the main theme and the rest of the movement
develops from there, with almost every statement deriving from a previous idea. The exposition is monothematic
and the development continues to make use of that single melodic idea. In the recapitulation, the initial statement
of the theme is embellished by a solo flute.

The slow movement in D major consists mainly of embellishments of the legato oboe theme which opens it,
though every so often is punctuated by chords played by the whole orchestra. After hearing this slow movement,
Johannes Brahms is said to have remarked, ‘I want my Ninth Symphony to sound like this’. It is the first of
Haydn’s symphonies to use trumpets and timpani in the slow movement. Mozart had previously used trumpets
and timpani in the slow movement of his Linz Symphony.

The minuet is in G major. The trio has an unusual feature to it: after stating a rather simple theme, the fifths held
in the bassoons and violas shift down a fourth in parallel, an effect typically avoided by the classical composers.

The finale is a sonata-rondo, with the rondo theme first presented in binary form. The first section of this is
noteworthy for ending on unusual cadence on the mediant. A “perpetual-motion finale,” it is considered one of the
most cheerful Haydn ever wrote.

Notes

1. ^̂ Brown, A. Peter, The Symphonic Repertoire (Volume 2). Indiana University Press (ISBN 025333487X),
pp. 227-230 (2002).
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2. ^̂ Classical CDs of the week: Borrowed Time, Haydn, Brahms and more… The Daily Telegraph, 15
September 2007

3. ^̂ HC Robbins Landon, Haydn: Chronicle and Works, 5 vols, (Bloomington and London: Indiana
University Press, 1976-) v. 2, Haydn at Eszterhaza, 1766-1790

4. ^̂ Ethan Mordden, A Guide to Orchestral Music: The Handbook for Non-Musicians. New York: Oxford
University Press (1980): 83

5. ^̂ Peter Gammond, Bluff Your Way in Music. London: Ravette Books (1985): 38. “Perhaps only a really
heartless man could have written anything so incredibly happy as the finale of Symphony No. 88.”

External links

• Free recording by the Columbia University Orchestra.
• Complete score at the International Music Score Library Project
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Watch this video online: https://youtu.be/oU0Ubs2KYUI
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HAYDN: STRING QUARTETS, OP. 76

Haydn’s String QuartetsHaydn’s String Quartets

The six String Quartets, Op. 76String Quartets, Op. 76 by Joseph Haydn were composed in 1796 or 1797 and dedicated to the
Hungarian count Joseph Georg von Erdödy (1754–1824). They form the last complete set of string quartets
that Haydn composed. At the time of the commission, Haydn was employed at the court of Prince Nicolaus
Esterházy II and was composing the oratorio The Creation as well as Princess Maria Hermenegild Esterházy’s
annual mass.

Although accounts left by visitors to the Esterházy estate indicate that the quartets were completed by 1797,
an exclusivity agreement meant that they were not published until 1799. Correspondence between Haydn and
his Viennese publishers Artaria reveal confusion as regards their release: Haydn had promised Messrs.
Longman Clementi & Co. in London the first publishing rights, but a lack of communication led him to worry
that their publication in Vienna might also be, unintentionally, their first appearance in full. In the event, their
publication in London and Vienna was almost simultaneous.

The Op. 76 quartets are among Haydn’s most ambitious chamber works, deviating more than their
predecessors from standard sonata form and each emphasizing their thematic continuity through the
seamless and near-continual exchange of motifs between instruments.
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Opus 76, No. 1

This G-major quartet is numbered variously as No. 60, No. 40 (in the FHE) and No. 75 (in the Hoboken catalogue,
where its full designation is Hob.III:75). It consists of four movements:

1. Allegro con spirito
2. Adagio sostenuto
3. Menuetto. Presto
4. Allegro ma non troppo

Although its opening key signature indicates that the work is in G major, the quartet moves in and out of G minor
and the last movement begins in the key of G minor.

The first movement, an alla breve in G major, is in sonata form. After a short introduction, the exposition begins in
measure 3, ending in the dominant key of D major in measure 88. The development section lasts from measure
89-139, with the recapitulation beginning in G major in measure 140.

The second movement is in C major and 2/4 time and again uses sonata form. It has a hymn-like character and
has been compared with the slow movements of Mozart’s Jupiter symphony and Haydn’s own 99th symphony.

The third movement in G major is the minuet, but, unusual in a minuet written at this time, the tempo indication is
Presto, giving it the feel of a scherzo when played. The trio section is more lyrical and features the first violin
playing a Ländler while accompanied pizzicato.

The finale, alla breve and in sonata form, is written in G minor rather than the expected G major, producing an
unusual, darker ambience until G major returns for the movement’s coda.

Opus 76, No. 2 (“Fifths”)

This quartet in D minor is numbered as No. 61, No. 41 (in the FHE) and Hob.III:76. In a reference to the falling
perfect fifths at its start, it is known as the FifthsFifths (or, in German, the Quinten) quartet. The movements are:

1. Allegro
2. Andante o più tosto allegretto
3. Menuetto. Allegro ma non troppo
4. Vivace assai

The first movement is in D minor, common time and sonata form. The falling fifths motif dominates the exposition
and is featured heavily in the development using inversion, stretto and other devices.

The second movement is a ternary variation form in D major and 6/8 time.

The third movement, a D-minor minuet in 3/4 time with trio in D major, has been called the “Witches’ Minuet”
(“Hexenminuett“). The minuet is a two-part canon: the two violins play (in parallel octaves) above the viola and
cello (also playing in parallel octaves) who follow one measure behind the violins. Haydn previously used a two-
part canon with the lower string trailing the upper strings by a single bar in the minuet of his 44th Symphony.

The last movement, in D minor and 2/4 time, uses sonata allegro form. It ends in D major.

This quartet inspired the initial name of the Nevsky String Quartet, which was originally called “The Quinten
Quartet”.

Opus 76, No. 3 (“Emperor”)

The Quartet No. 62Quartet No. 62 in C major, Op. 76, No. 3, boasts the nickname EmperorEmperor, because in the second movement,
Haydn quotes the melody from “Gott erhalte Franz den Kaiser” (“God Save Emperor Francis”), an anthem he
wrote for Emperor Francis II. This same melody is known to modern listeners for its later use in the German
national anthem, the Deutschlandlied. The quartet consists of four movements:
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ExpositionExposition

DevelopmentDevelopment

RecapitulationRecapitulation

• I. Allegro
• II. Poco adagio; cantabile
• III. Menuetto. Allegro
• IV. Finale. Presto

The first movement of the quartet is in the home key of C major, in common time, and is written in sonata form.
The second movement, in G major cut time, is in strophic variation form, with the “Emperor’s Hymn” as the theme.
The third movement, in C major and A minor, is a standard minuet and trio. The fourth movement, in C minor and
C Major, is in sonata form.

Samuel Adler has singled out this work’s second movement as an outstanding example of how to score for string
instruments, observing of the movement’s final variation:

This is a wonderful lesson in orchestration, for too often the extremes in the range are wasted too early
in a work, and the final buildup is, as a result, anticlimactic. The other formal factor to notice is that the
entire structure is an accumulation of the elements which have slowly entered the harmonic and
contrapuntal scheme in the course of the variations and have become a natural part of the statement
[i.e. theme].

Opus 76, No. 4 (“Sunrise”)

The Quartet No. 63Quartet No. 63 in B flat major, Op. 76, No. 4, is nicknamed SunriseSunrise due to the rising theme over sustained
chords that begins the quartet. It consists of four movements:

• I. Allegro con spirito
• II. Adagio
• III. Menuetto. Allegro
• IV. Finale. Allegro, ma non troppo

First movement analysis

The opening of the movement begins in a way that seemingly contradicts the allegro con spirito
marking. Violin II, viola, and cello sustain a tonic chord while the first violin plays the melody (the “sunrise” motif)
on top. In measure 7, the same instruments sustain a dominant 7th chord while the first violin again plays a rising
solo on top. In measure 22, all instruments reach forte, and allegro con spirito character is apparent through the
16th-note movement and lively staccato eighth-notes trading off between the parts. In measure 37, the opening
sunrise theme returns, this time with the solo in the cello and the sustained chords in the violins and viola. The
lively 16th-note section returns in measure 50, beginning with 16th-notes in the cello which move to the viola, and
finally, the violins. In measure 60, all instruments drop to piano for a six-measure staccato eighth-note section
before jumping to an all 16th-note ff in measure 66 to finish off the exposition.

The development in measure 69 begins with the same texture as does the opening of the movement—with the
2nd violin, viola, and cello sustaining a chord while the 1st violin plays a solo on top. The first chord, sustained
from bars 69-72, is a d minor chord, the relative minor of the dominant F major. The second chord, sustained from
bars 75-79, is an F sharp diminished seventh chord, resolving to G minor in measure 80, which signifies the
return of trading moving 16th-notes. The following 5 measures revolve around G minor, only to modulate to E-flat
major in measure 86. The major tonality lasts but two measures, as it shifts to F minor in measure 88, F sharp
diminished in 89, and G minor in measure 90. In measure 96, the violins play staccato eighth-notes followed by
eighth note rests, while the viola and cello fill in the violins’ eighth note rests with their own eighth notes. This sets
up a pattern for the rest of the development section, in which one instrument, mainly the 1st violin (in measures
98-102), fills in an eighth-rest with a lone eighth-note, thus giving each measure a steady eighth-note pulse.
Throughout this section, the dynamic gradually drops from forte to pianissimo by means of a poco a poco
decrescendo. When the pianissimo is finally reached in measure 105, the retransition to the recapitulation begins,
ending on the dominant seventh chord (F) of the original key, B flat Major.

In measure 108, the beginning of the recapitulation begins just as the beginning of the exposition does—the 2nd
violin, viola, and cello sustaining a tonic chord while the 1st violin plays the sunrise motif above it. In measure
135, the allegro con spirito 16th-note section returns in the 1st violin, punctuated by staccato eighth-notes in the
other instruments. The 16th-notes trade off to the 2nd violin, culminating in an all-instrument unison in measure
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140. After this, the opening theme returns again, with the solo line beginning with the cello and moving up through
the viola to the 2nd violin. In measure 151, all strings crescendo to the returning 16th-note theme in measure 152.
In measure 162, the staccato eighth-note trade-off section returns, in the tonic key and piano dynamic. A
fortissimo appears in measure 172, beginning the lead into the I7 chord fermata. Beginning in the following
measure, the viola, and two violins pass each other the opening sunrise motif for a measure at a time, while the
remaining instruments sustain chords. The tonic returns in measure 181, with a brief teaser of the staccato eighth-
note theme, to be replaced by the 16th-notes played by all instruments in the fortissimo dynamic. In the final three
bars, all four instruments play a succession of tonic B flat major chords.

Opus 76, No. 5 (“Largo”)

The Quartet No. 64Quartet No. 64 in D major, Op. 76, No. 5, is sometimes nicknamed LargoLargo because the second movement
with that tempo distinction dominates the quartet both in length and in character. The work consists of four
movements:

• I. Allegretto
• II. Largo. Cantabile e mesto
• III. Menuetto. Allegro
• IV. Finale. Presto

The first movement (in D Major, 6/8 time) departs from the sonata form of the first four to what Robin Golding can
only describe as “unorthodox variations”. The second movement, written in F-sharp major in cut time, is in sonata
form. The third movement, in D major and D minor, is a standard minuet and trio, while the fourth movement’s D
Major, cut time Presto is in an irregular sonata form.

Opus 76, No. 6

The Quartet No. 65Quartet No. 65 in E-flat major, Op. 76, No. 6, consists of four movements:

• I. Allegretto – Allegro
• II. Fantasia. Adagio
• III. Menuetto. Presto
• IV. Finale. Allegro spiritoso

The first movement, written in 2/4 time, is in the strophic variation form.

The second movement is a 3/4 time Fantasia written in the key of B major (without a key signature). According to
Keller, author of The Great Haydn Quartets, the composer quotes in a different key his own second movement
from Op. 76, no. 4 “Sunrise” Quartet. Indeed, the two basic motifs are identical aside from the difference in key
signature: the first violin begins on the note of the key in each, goes down a half step, and returns to the original
note in both movements, all under a slur in 3/4 time. Additionally, in both pieces, the viola and cello play in slurred
succession the notes in the 3rd, 4th, 3rd and 1st, 2nd, 1st scale degrees, respectively. All of this occurs while the
2nd violin holds the 5th scale degree for the duration of the measure.

The third movement is written in an old minuet form in which an Alternativo section replaces the more common
trio. The alternativo section is built upon a series of ascending and descending iambic scales.

The finale, in 3/4 time, is in sonata form.

Notes

1. ^̂ In full, Joseph Georg Erasmus Adrian Gabriel Michael Anton Franz von Erdödy.
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Footnotes

1. ^ a b c d e f Heartz, Daniel, Mozart, Haydn and Early Beethoven 1781-1802, p. 212-215, Norton (2009),
ISBN 978-0-393-06634-0

2. ^̂ Grave, p. 312.
3. ^̂ Keller, p. 208.
4. ^̂ Gleason, Harold; Becker, Warren (January 1988). Chamber Music from Haydn to Bartók. Alfred

Publishing Company. p. 12. ISBN 0899172679.
5. ^̂ Samuel Adler, The Study of Orchestration (New York: Norton, 1989), 110-115, quotation at 113.
6. ^̂ Grave, p. 305
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Mozart c. 1780, detail from portrait byJohann Nepomuk della Croce

Wolfgang Amadeus MozartWolfgang Amadeus Mozart

Wolfgang Amadeus MozartWolfgang Amadeus Mozart (German: [ˈvɔlfɡaŋ amaˈdeus ˈmoːtsaʁt], English see fn.; 27 January 1756 – 5
December 1791), baptised as Johannes Chrysostomus Wolfgangus Theophilus MozartJohannes Chrysostomus Wolfgangus Theophilus Mozart, was a prolific and
influential composer of theClassical era.

Mozart showed prodigious ability from his earliest childhood. Already competent on keyboard and violin, he
composed from the age of five and performed before European royalty. At 17, he was engaged as a court
musician in Salzburg, but grew restless and travelled in search of a better position, always composing
abundantly. While visiting Vienna in 1781, he was dismissed from his Salzburg position. He chose to stay in
the capital, where he achieved fame but little financial security. During his final years in Vienna, he composed
many of his best-known symphonies, concertos, and operas, and portions of the Requiem, which was largely
unfinished at the time of his death. The circumstances of his early death have been much mythologized. He
was survived by his wife Constanze and two sons.

He composed over 600 works, many acknowledged as pinnacles
of symphonic, concertante, chamber, operatic, and choral music. He is among the most enduringly popular
of classical composers, and his influence on subsequent Western art music is profound;Beethoven composed
his own early works in the shadow of Mozart, and Joseph Haydn wrote that “posterity will not see such a talent
again in 100 years.”

178178



Biography

Early life

Family and childhood

Anonymous portrait of the child Mozart, possibly by Pietro Antonio Lorenzoni; painted in 1763 on commission
from Leopold Mozart

Wolfgang Amadeus Mozart was born on 27 January 1756 to Leopold Mozart (1719–1787) and Anna Maria, née
Pertl (1720–1778), at9 Getreidegasse in Salzburg. This was the capital of the Archbishopric of Salzburg, an
ecclesiastic principality in what is now Austria, then part of the Holy Roman Empire. He was the youngest of
seven children, five of whom died in infancy. His elder sister was Maria Anna (1751–1829), nicknamed “Nannerl”.
Mozart was baptized the day after his birth at St. Rupert’s Cathedral. The baptismal record gives his name in
Latinized form as Joannes Chrysostomus Wolfgangus Theophilus Mozart. He generally called himself “Wolfgang
Amadè Mozart” as an adult, but his name had many variants.

Mozart’s birthplace at Getreidegasse 9, Salzburg

Leopold Mozart, a native of Augsburg, was a minor composer and an experienced teacher. In 1743, he was
appointed as fourth violinist in the musical establishment of Count Leopold Anton von Firmian, the ruling Prince-
Archbishop of Salzburg. Four years later, he married Anna Maria in Salzburg. Leopold became the orchestra’s
deputy Kapellmeister in 1763. During the year of his son’s birth, Leopold published a violin textbook, Versuch
einer gründlichen Violinschule, which achieved success.

When Nannerl was seven, she began keyboard lessons with her father while her three-year-old brother looked
on. Years later, after her brother’s death, she reminisced:
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He often spent much time at the clavier, picking out thirds, which he was ever striking, and his pleasure
showed that it sounded good…. In the fourth year of his age his father, for a game as it were, began to
teach him a few minuets and pieces at the clavier…. He could play it faultlessly and with the greatest
delicacy, and keeping exactly in time…. At the age of five, he was already composing little pieces,
which he played to his father who wrote them down.

These early pieces, K. 1–5, were recorded in the Nannerl Notenbuch.

Biographer Maynard Solomon notes that, while Leopold was a devoted teacher to his children, there is evidence
that Mozart was keen to progress beyond what he was taught. His first ink-spattered composition and his
precocious efforts with the violin were of his own initiative and came as a surprise to his father. Leopold
eventually gave up composing when his son’s musical talents became evident. In his early years, Mozart’s father
was his only teacher. Along with music, he taught his children languages and academic subjects.

1762–73: Travel

During Mozart’s youth, his family made several European journeys in which he and Nannerl performed as child
prodigies. These began with an exhibition, in 1762, at the court of the Prince-elector Maximilian III of Bavaria in
Munich, and at the Imperial Court in Vienna and Prague. A long concert tour spanning three and a half years
followed, taking the family to the courts of Munich, Mannheim, Paris, London, The Hague, again to Paris, and
back home via Zurich, Donaueschingen, and Munich.

The Mozart family on tour: Leopold, Wolfgang, and Nannerl. Watercolor by Carmontelle, ca. 1763

During this trip, Mozart met a number of musicians and acquainted himself with the works of other composers. A
particularly important influence was Johann Christian Bach, whom Mozart visited in London in 1764 and 1765.
The family again went to Vienna in late 1767 and remained there until December 1768.

These trips were often difficult and travel conditions were primitive. The family had to wait for invitations and
reimbursement from the nobility and they endured long, near-fatal illnesses far from home: first Leopold (London,
summer 1764) then both children (The Hague, autumn 1765).

After one year in Salzburg, Leopold and Mozart set off for Italy, leaving Mozart’s mother and sister at home. This
travel lasted from December 1769 to March 1771. As with earlier journeys, Leopold wanted to display his son’s
abilities as a performer and a rapidly maturing composer. Mozart met Josef Mysliveček and Giovanni Battista
Martini in Bologna and was accepted as a member of the famous Accademia Filarmonica. In Rome, he
heard Gregorio Allegri’s Miserere twice in performance in the Sistine Chapel and wrote it out from memory, thus
producing the first unauthorized copy of this closely guarded property of the Vatican.

In Milan, Mozart wrote the opera Mitridate, re di Ponto (1770), which was performed with success. This led to
further opera commissions. He returned with his father later twice to Milan (August–December 1771; October
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1772 – March 1773) for the composition and premieres ofAscanio in Alba (1771) and Lucio Silla (1772). Leopold
hoped these visits would result in a professional appointment for his son in Italy, but these hopes were never
realized.

Toward the end of the final Italian journey, Mozart wrote the first of his works to be still widely performed today,
the solo motet Exsultate, jubilate, K. 165.

1773–77: Employment at the Salzburg court

After finally returning with his father from Italy on 13 March 1773, Mozart was employed as a court musician by
the ruler of Salzburg, Prince-Archbishop Hieronymus Colloredo. The composer had a great number of friends and
admirers in Salzburg and had the opportunity to work in many genres, including symphonies, sonatas, string
quartets, masses, serenades, and a few minor operas. Between April and December 1775, Mozart developed an
enthusiasm for violin concertos, producing a series of five (the only ones he ever wrote), which steadily increased
in their musical sophistication. The last three—K. 216, K. 218, K. 219—are now staples of the repertoire. In 1776
he turned his efforts to piano concertos, culminating in the E-flat concerto K. 271 of early 1777, considered by
critics to be a breakthrough work.

Despite these artistic successes, Mozart grew increasingly discontented with Salzburg and redoubled his efforts
to find a position elsewhere. One reason was his low salary, 150 florins a year; Mozart longed to compose
operas, and Salzburg provided only rare occasions for these. The situation worsened in 1775 when the court
theater was closed, especially since the other theater in Salzburg was largely reserved for visiting troupes.

Two long expeditions in search of work interrupted this long Salzburg stay: Mozart and his father visited Vienna
from 14 July to 26 September 1773, and Munich from 6 December 1774 to March 1775. Neither visit was
successful, though the Munich journey resulted in a popular success with the premiere of Mozart’s opera La finta
giardiniera.

1777–78: The Paris journey

Portrait of Mozart wearing the Order of the Golden Spur, received in 1770 from Pope Clement XIV in Rome, c.
1777

In August 1777, Mozart resigned his Salzburg position and, on 23 September, ventured out once more in search
of employment, with visits to Augsburg, Mannheim, Paris, and Munich.

Mozart became acquainted with members of the famous orchestra in Mannheim, the best in Europe at the time.
He also fell in love withAloysia Weber, one of four daughters in a musical family. There were prospects of
employment in Mannheim, but they came to nothing, and Mozart left for Paris on 14 March 1778 to continue his
search. One of his letters from Paris hints at a possible post as an organist at Versailles, but Mozart was not
interested in such an appointment. He fell into debt and took to pawning valuables. The nadir of the visit occurred
when Mozart’s mother was taken ill and died on 3 July 1778. There had been delays in calling a
doctor—probably, according to Halliwell, because of a lack of funds. Mozart stayed with Melchior Grimm, who, as
personal secretary of the Duke d’Orléans, lived in his mansion.
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Writing but a few hours after the death of his mother, Mozart slipped in this nasty comment about the recently
deceased Voltaire: ‘Now I have piece of news for you which you may already know, namely that the godless
archrogue Voltaire, so to speak, has kicked the bucket like a dog, like a beast. This probably stemmed from
Mozart loyalty to the church and the royalty that been often the target of pernicious remarks by Voltaire.

While Mozart was in Paris, his father was pursuing opportunities for his son back in Salzburg. With the support of
local nobility, Mozart was offered a post as court organist and concertmaster. The yearly salary was 450
florins, but he was reluctant to accept. By that time Grimm and Mozart did not go along very well and Mozart was
sent away. After leaving Paris in September 1778 for Strassbourg, he tarried in Mannheim and Munich, still
hoping to obtain an appointment outside Salzburg. In Munich, he again encountered Aloysia, now a very
successful singer, but she was no longer interested in him. Mozart finally reached home on 15 January 1779 and
took up the new position, but his discontent with Salzburg was undiminished.

Among the better known works that Mozart wrote on the Paris journey are the A minor piano sonata, K. 310/300d
and the “Paris” Symphony (No. 31); these were performed in Paris on 12 and 18 June 1778.

Vienna

1781: Departure

The Mozart family c. 1780. The portrait on the wall is of Mozart’s mother.

In January 1781, Mozart’s opera Idomeneo premiered with “considerable success” in Munich. The following
March, Mozart was summoned to Vienna, where his employer, Archbishop Colloredo, was attending the
celebrations for the accession of Joseph II to the Austrian throne. Fresh from the adulation he had earned in
Munich, Mozart was offended when Colloredo treated him as a mere servant and particularly when the
archbishop forbade him to perform before the Emperor at Countess Thun’s for a fee equal to half of his yearly
Salzburg salary. The resulting quarrel came to a head in May: Mozart attempted to resign and was refused. The
following month, permission was granted but in a grossly insulting way: the composer was dismissed literally “with
a kick in the arse”, administered by the archbishop’s steward, Count Arco. Mozart decided to settle in Vienna as a
freelance performer and composer.

The quarrel with the archbishop went harder for Mozart because his father sided against him. Hoping fervently
that he would obediently follow Colloredo back to Salzburg, Mozart’s father exchanged intense letters with his
son, urging him to be reconciled with their employer. Mozart passionately defended his intention to pursue an
independent career in Vienna. The debate ended when Mozart was dismissed by the archbishop, freeing himself
both of his employer and his father’s demands to return. Solomon characterizes Mozart’s resignation as a
“revolutionary step”, and it greatly altered the course of his life.

Early years

Mozart’s new career in Vienna began well. He performed often as a pianist, notably in a competition before the
Emperor with Muzio Clementi on 24 December 1781, and he soon “had established himself as the finest keyboard
player in Vienna”. He also prospered as a composer, and in 1782 completed the opera Die Entführung aus dem
Serail (“The Abduction from the Seraglio”), which premiered on 16 July 1782 and achieved a huge success. The
work was soon being performed “throughout German-speaking Europe”, and fully established Mozart’s reputation
as a composer.
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1782 portrait of Constanze Mozart by her brother-in-law Joseph Lange

Near the height of his quarrels with Colloredo, Mozart moved in with the Weber family, who had moved to Vienna
from Mannheim. The father, Fridolin, had died, and the Webers were now taking in lodgers to make ends
meet. Aloysia, who had earlier rejected Mozart’s suit, was now married to the actor and artist Joseph Lange.
Mozart’s interest shifted to the third Weber daughter, Constanze. The courtship did not go entirely smoothly;
surviving correspondence indicates that Mozart and Constanze briefly separated in April 1782. Mozart faced a
very difficult task in getting his father’s permission for the marriage. The couple were finally married on 4 August
1782 in St. Stephen’s Cathedral, the day before his father’s consent arrived in the mail.

The couple had six children, of whom only two survived infancy:

• Raimund Leopold (17 June – 19 August 1783)
• Karl Thomas Mozart (21 September 1784 – 31 October 1858)
• Johann Thomas Leopold (18 October – 15 November 1786)
• Theresia Constanzia Adelheid Friedericke Maria Anna (27 December 1787 – 29 June 1788)
• Anna Maria (died soon after birth, 16 November 1789)
• Franz Xaver Wolfgang Mozart (26 July 1791 – 29 July 1844)

In the course of 1782 and 1783, Mozart became intimately acquainted with the work of Johann Sebastian
Bach and George Frideric Handel as a result of the influence ofGottfried van Swieten, who owned many
manuscripts of the Baroque masters. Mozart’s study of these scores inspired compositions in Baroque style, and
later influenced his personal musical language, for example in fugal passages in Die Zauberflöte (“The Magic
Flute”) and the finale of Symphony No. 41.

In 1783, Mozart and his wife visited his family in Salzburg. His father and sister were cordially polite to Constanze,
but the visit prompted the composition of one of Mozart’s great liturgical pieces, the Mass in C minor. Though not
completed, it was premiered in Salzburg, with Constanze singing a solo part.

Mozart met Joseph Haydn in Vienna around 1784, and the two composers became friends. When Haydn visited
Vienna, they sometimes played together in an impromptustring quartet. Mozart’s six quartets dedicated to
Haydn (K. 387, K. 421, K. 428, K. 458, K. 464, and K. 465) date from the period 1782 to 1785, and are judged to
be a response to Haydn’s Opus 33 set from 1781. Haydn in 1785 told Mozart’s father: “I tell you before God, and
as an honest man, your son is the greatest composer known to me by person and repute, he has taste and what
is more the greatest skill in composition.”

From 1782 to 1785 Mozart mounted concerts with himself as soloist, presenting three or four new piano concertos
in each season. Since space in the theaters was scarce, he booked unconventional venues: a large room in the
Trattnerhof (an apartment building), and the ballroom of the Mehlgrube (a restaurant). The concerts were very
popular, and the concertos he premiered at them are still firm fixtures in the repertoire. Solomon writes that during
this period Mozart created “a harmonious connection between an eager composer-performer and a delighted
audience, which was given the opportunity of witnessing the transformation and perfection of a major musical
genre”.
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With substantial returns from his concerts and elsewhere, Mozart and his wife adopted a rather plush lifestyle.
They moved to an expensive apartment, with a yearly rent of 460 florins. Mozart bought a
fine fortepiano from Anton Walter for about 900 florins, and a billiard table for about 300. The Mozarts sent their
son Karl Thomas to an expensive boarding school, and kept servants. Saving was therefore impossible, and the
short period of financial success did nothing to soften the hardship the Mozarts were later to experience.

On 14 December 1784, Mozart became a Freemason, admitted to the lodge Zur Wohltätigkeit
(“Beneficence”). Freemasonry played an important role in the remainder of Mozart’s life: he attended meetings, a
number of his friends were Masons, and on various occasions he composed Masonic music, e. g.
the Maurerische Trauermusik.

1786–87: Return to opera

Despite the great success of Die Entführung aus dem Serail, Mozart did little operatic writing for the next four
years, producing only two unfinished works and the one-act Der Schauspieldirektor. He focused instead on his
career as a piano soloist and writer of concertos. Around the end of 1785, Mozart moved away from keyboard
writing and began his famous operatic collaboration with the librettist Lorenzo Da Ponte. 1786 saw the successful
premiere of The Marriage of Figaro in Vienna. Its reception in Prague later in the year was even warmer, and this
led to a second collaboration with Da Ponte: the opera Don Giovanni, which premiered in October 1787 to
acclaim in Prague, but less success in Vienna in 1788. The two are among Mozart’s most important works and
are mainstays of the operatic repertoire today, though at their premieres their musical complexity caused difficulty
for both listeners and performers. These developments were not witnessed by Mozart’s father, who had died on
28 May 1787.

In December 1787, Mozart finally obtained a steady post under aristocratic patronage. Emperor Joseph II
appointed him as his “chamber composer”, a post that had fallen vacant the previous month on the death
of Gluck. It was a part-time appointment, paying just 800 florins per year, and required Mozart only to compose
dances for the annual balls in the Redoutensaal. This modest income became important to Mozart when hard
times arrived. Court records show that Joseph’s aim was to keep the esteemed composer from leaving Vienna in
pursuit of better prospects.

In 1787 the young Ludwig van Beethoven spent several weeks in Vienna, hoping to study with Mozart. No
reliable records survive to indicate whether the two composers ever met.

Later years and death

1788–90

Drawing of Mozart in silverpoint, made by Dora Stock during Mozart’s visit to Dresden, April 1789

Toward the end of the decade, Mozart’s circumstances worsened. Around 1786 he had ceased to appear
frequently in public concerts, and his income shrank. This was a difficult time for musicians in Vienna because of
the Austro-Turkish War, and both the general level of prosperity and the ability of the aristocracy to support music
had declined.
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By mid-1788, Mozart and his family had moved from central Vienna to the suburb of Alsergrund. Although it has
been thought that Mozart reduced his rental expenses, research shows that by moving to the suburb, Mozart had
not reduced his expenses (as claimed in his letter toPuchberg), but merely increased the housing space at his
disposal. Mozart began to borrow money, most often from his friend and fellow Mason Michael Puchberg; “a
pitiful sequence of letters pleading for loans” survives. Maynard Solomon and others have suggested that Mozart
was suffering from depression, and it seems that his output slowed. Major works of the period include the last
three symphonies (Nos. 39, 40, and 41, all from 1788), and the last of the three Da Ponte operas, Così fan tutte,
premiered in 1790.

Around this time, Mozart made long journeys hoping to improve his fortunes: to Leipzig, Dresden, and Berlin in
the spring of 1789, and toFrankfurt, Mannheim, and other German cities in 1790. The trips produced only isolated
success and did not relieve the family’s financial distress.

1791

Mozart’s last year was, until his final illness struck, a time of great productivity—and by some accounts, one of
personal recovery. He composed a great deal, including some of his most admired works: the opera The Magic
Flute; the final piano concerto (K. 595 in B-flat); the Clarinet Concerto K. 622; the last in his great series of string
quintets (K. 614 in E-flat); the motet Ave verum corpus K. 618; and the unfinished Requiem K. 626.

Mozart’s financial situation, a source of extreme anxiety in 1790, finally began to improve. Although the evidence
is inconclusive, it appears that wealthy patrons in Hungary and Amsterdam pledged annuities to Mozart in return
for the occasional composition. He is thought to have benefited from the sale of dance music written in his role as
Imperial chamber composer. Mozart no longer borrowed large sums from Puchberg, and made a start on paying
off his debts.

He experienced great satisfaction in the public success of some of his works, notably The Magic Flute (which was
performed several times in the short period between its premiere and Mozart’s death) and the Little Masonic
Cantata K. 623, premiered on 15 November 1791.

Final illness and death

Posthumous painting by Barbara Krafft in 1819

Mozart fell ill while in Prague for the 6 September 1791 premiere of his opera La clemenza di Tito, written in that
same year on commission for the Emperor’s coronation festivities. He continued his professional functions for
some time, and conducted the premiere of The Magic Fluteon 30 September. His health deteriorated on
20 November, at which point he became bedridden, suffering from swelling, pain, and vomiting.
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Mozart was nursed in his final illness by his wife and her youngest sister, and was attended by the family doctor,
Thomas Franz Closset. He was mentally occupied with the task of finishing his Requiem, but the evidence that he
actually dictated passages to his student Franz Xaver Süssmayr is minimal.

Mozart died in his home on 5 December 1791 (aged 35) at 1:00 am. The New Grove describes his funeral:

Mozart was interred in a common grave, in accordance with contemporary Viennese custom, at the St.
Marx Cemetery outside the city on 7 December. If, as later reports say, no mourners attended, that too
is consistent with Viennese burial customs at the time; later Jahn (1856) wrote
that Salieri, Süssmayr, van Swieten and two other musicians were present. The tale of a storm and
snow is false; the day was calm and mild.

The expression “common grave” refers to neither a communal grave nor a pauper’s grave, but to an individual
grave for a member of the common people (i.e., not the aristocracy). Common graves were subject to excavation
after ten years; the graves of aristocrats were not.

The cause of Mozart’s death cannot be known with certainty. The official record has it as “hitziges Frieselfieber”
(“severe miliary fever”, referring to a rash that looks like millet seeds), more a description of the symptoms than a
diagnosis. Researchers have posited at least 118 causes of death, including acute rheumatic
fever, streptococcal infection, trichinosis, influenza, mercury poisoning, and a rare kidney ailment.

Mozart’s modest funeral did not reflect his standing with the public as a composer: memorial services and
concerts in Vienna and Prague were well-attended. Indeed, in the period immediately after his death, his
reputation rose substantially: Solomon describes an “unprecedented wave of enthusiasm” for his
work; biographies were written (first by Schlichtegroll, Niemetschek, and Nissen); and publishers vied to produce
complete editions of his works.

Appearance and character

Incompletely enlarged portrait of Mozart by his brother-in-law Joseph Lange

Mozart’s physical appearance was described by tenor Michael Kelly, in his Reminiscences: “a remarkably small
man, very thin and pale, with a profusion of fine, fair hair of which he was rather vain”. As his early biographer
Niemetschek wrote, “there was nothing special about [his] physique. […] He was small and his countenance,
except for his large intense eyes, gave no signs of his genius.” His facial complexion was pitted, a reminder of
his childhood case of smallpox. There is a photofit of Mozart, created from four contemporary portraits. He loved
elegant clothing. Kelly remembered him at a rehearsal: “[He] was on the stage with his crimsonpelisse and gold-
laced cocked hat, giving the time of the music to the orchestra.” Of his voice his wife later wrote that it “was a
tenor, rather soft in speaking and delicate in singing, but when anything excited him, or it became necessary to
exert it, it was both powerful and energetic”.

Mozart usually worked long and hard, finishing compositions at a tremendous pace as deadlines approached. He
often made sketches and drafts; unlike Beethoven’s these are mostly not preserved, as his wife sought to destroy
them after his death. He was raised a Catholic and remained a loyal member of the Church throughout his life.
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Mozart lived at the center of the Viennese musical world, and knew a great number and variety of people: fellow
musicians, theatrical performers, fellow Salzburgers, and aristocrats, including some acquaintance with the
Emperor Joseph II. Solomon considers his three closest friends to have been Gottfried von Jacquin, Count
August Hatzfeld, and Sigmund Barisani; others included his older colleague Joseph Haydn, singers Franz Xaver
Gerl and Benedikt Schack, and the horn player Joseph Leutgeb. Leutgeb and Mozart carried on a curious kind of
friendly mockery, often with Leutgeb as the butt of Mozart’s practical jokes.

He enjoyed billiards and dancing, and kept pets: a canary, a starling, a dog, and a horse for recreational
riding. He had a startling fondness for scatological humor, which is preserved in his surviving letters, notably
those written to his cousin Maria Anna Thekla Mozart around 1777–1778, and in his correspondence with his
sister and parents. Mozart also wrote scatological music, a series of canons that he sang with his friends.

Works, musical style, and innovations

Style

Mozart’s music, like Haydn’s, stands as an archetype of the Classical style. At the time he began composing,
European music was dominated by the style galant, a reaction against the highly evolved intricacy of the Baroque.
Progressively, and in large part at the hands of Mozart himself, the contrapuntal complexities of the late Baroque
emerged once more, moderated and disciplined by new forms, and adapted to a new aesthetic and social milieu.
Mozart was a versatile composer, and wrote in every major genre, including symphony, opera, the solo concerto,
chamber music including string quartet and string quintet, and the piano sonata. These forms were not new, but
Mozart advanced their technical sophistication and emotional reach. He almost single-handedly developed and
popularized the Classical piano concerto. He wrote a great deal of religious music, including large-scale masses,
as well as dances, divertimenti, serenades, and other forms of light entertainment.

Hear the MusicHear the Music

Wolfgang Amadeus Mozart – Symphony 40
https://s3-us-west-2.amazonaws.com/courses-images/wp-content/uploads/sites/248/2014/06/13161444/
Wolfgang_Amadeus_Mozart_-_Symphony_40_g-moll_-_1._Molto_allegro.ogg

Wolfgang Amadeus Mozart – Overture to Don Giovanni

https://s3-us-west-2.amazonaws.com/courses-images/wp-content/uploads/sites/248/2017/07/13161709/
Wolfgang_Amadeus_Mozart_-_Don_Giovanni_-_Overt%C3%BCre.ogg

A facsimile sheet of music from the Dies Irae movement of the Requiem Mass in D minor (K. 626) in Mozart’s
own handwriting. It is located at the Mozarthaus in Vienna.

The central traits of the Classical style are all present in Mozart’s music. Clarity, balance, and transparency
are the hallmarks of his work, but simplistic notions of its delicacy mask the exceptional power of his finest
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masterpieces, such as the Piano Concerto No. 24 in C minor, K. 491; the Symphony No. 40 in G minor,
K. 550; and the opera Don Giovanni. Charles Rosen makes the point forcefully:

It is only through recognizing the violence and sensuality at the center of Mozart’s work that we can
make a start towards a comprehension of his structures and an insight into his magnificence. In a
paradoxical way, Schumann’s superficial characterization of the G minor Symphony can help us to
see Mozart’s daemon more steadily. In all of Mozart’s supreme expressions of suffering and terror,
there is something shockingly voluptuous.

Especially during his last decade, Mozart exploited chromatic harmony to a degree rare at the time, with
remarkable assurance and to great artistic effect.

Mozart always had a gift for absorbing and adapting valuable features of others’ music. His travels helped in
the forging of a unique compositional language. In London as a child, he met J. C. Bach and heard his music.
In Paris, Mannheim, and Vienna he met with other compositional influences, as well as the avant-garde
capabilities of the Mannheim orchestra. In Italy he encountered the Italian overture and opera buffa, both of
which deeply affected the evolution of his own practice. In London and Italy, the galant style was in the
ascendent: simple, light music with a mania for cadencing; an emphasis on tonic, dominant, and subdominant
to the exclusion of other harmonies; symmetrical phrases; and clearly articulated partitions in the overall form
of movements. Some of Mozart’s early symphonies are Italian overtures, with three movements running into
each other; many are homotonal (all three movements having the same key signature, with the slow middle
movement being in the relative minor). Others mimic the works of J. C. Bach, and others show the
simplerounded binary forms turned out by Viennese composers.

As Mozart matured, he progressively incorporated more features adapted from the Baroque. For example,
the Symphony No. 29 in A major K. 201 has a contrapuntal main theme in its first movement, and
experimentation with irregular phrase lengths. Some of his quartets from 1773 have fugal finales, probably
influenced by Haydn, who had included three such finales in his recently published Opus 20 set. The influence
of the Sturm und Drang (“Storm and Stress”) period in music, with its brief foreshadowing of the Romantic era,
is evident in the music of both composers at that time. Mozart’s Symphony No. 25 in G minor K. 183 is
another excellent example.

Mozart would sometimes switch his focus between operas and instrumental music. He produced operas in
each of the prevailing styles: opera buffa, such as The Marriage of Figaro, Don Giovanni, and Così fan
tutte; opera seria, such as Idomeneo; and Singspiel, of which Die Zauberflöte is the most famous example by
any composer. In his later operas he employed subtle changes in instrumentation, orchestral texture, and tone
color, for emotional depth and to mark dramatic shifts. Here his advances in opera and instrumental
composing interacted: his increasingly sophisticated use of the orchestra in the symphonies and concertos
influenced his operatic orchestration, and his developing subtlety in using the orchestra to psychological effect
in his operas was in turn reflected in his later non-operatic compositions.

Influence

Mozart’s most famous pupil, whom the Mozarts took into their Vienna home for two years as a child, was
probably Johann Nepomuk Hummel, a transitional figure between Classical and Romantic eras. More
important is the influence Mozart had on composers of later generations. Ever since the surge in his
reputation after his death, studying his scores has been a standard part of the training of classical musicians.

Ludwig van Beethoven, Mozart’s junior by fifteen years, was deeply influenced by his work, with which he was
acquainted as a teenager. He is thought to have performed Mozart’s operas while playing in the court
orchestra at Bonn, and he traveled to Vienna in 1787 hoping to study with the older composer. Some
of Beethoven’s workshave direct models in comparable works by Mozart, and he wrote cadenzas (WoO 58) to
Mozart’s D minor piano concerto K. 466. For further details see Mozart and Beethoven.

A number of composers have paid homage to Mozart by writing sets of variations on his themes. Beethoven
wrote four such sets (Op. 66, WoO 28, WoO 40, WoO 46). Others include Fernando Sor’s Introduction and
Variations on a Theme by Mozart (1821), Mikhail Glinka’s Variations on a Theme from Mozart’s Opera Die
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Zauberflöte(1822), Frédéric Chopin’s Variations on “Là ci darem la mano” from Don Giovanni (1827), and Max
Reger’s Variations and Fugue on a Theme by Mozart (1914), based on the variation theme in the piano
sonata K. 331;

Pyotr Ilyich Tchaikovsky wrote his Orchestral Suite No. 4 in G, “Mozartiana” (1887), as a tribute to Mozart.

Köchel catalogue

For unambiguous identification of works by Mozart, a Köchel catalogue number is used. This is a unique
number assigned, in regular chronological order, to every one of his known works. A work is referenced by the
abbreviation “K.” or “KV” followed by this number. The first edition of the catalogue was completed in 1862
by Ludwig von Köchel. It has since been repeatedly updated, as scholarly research improves knowledge of
the dates and authenticity of individual works.
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MOZART: THE MAGIC FLUTE

The Magic FluteThe Magic Flute

The Magic Flute (German: Die Zauberflöte), K. 620, is an opera in two acts by Wolfgang Amadeus Mozart to
a German libretto by Emanuel Schikaneder. The work is in the form of a Singspiel, a popular form that
included both singing and spoken dialogue. The work premiered in 1791 at Schikaneder’s theatre, the
Freihaus-Theater auf der Wieden in Vienna.

Composition

Emanuel Schikaneder, librettist of Die Zauberflöte, shown performing in the role of Papageno. The object on his
back is a birdcage; see below.

The opera was the culmination of a period of increasing involvement by Mozart with Schikaneder’s theatrical
troupe, which since 1789 had been the resident company at the Theater auf der Wieden. Mozart was a close
friend of one of the singer-composers of the troupe, tenor Benedikt Schack (the first Tamino), and had contributed
to the compositions of the troupe, which were often collaboratively written. Mozart’s participation increased with
his contributions to the 1790 collaborative opera Der Stein der Weisen (The Philosopher’s Stone), including the
duet (“Nun liebes Weibchen”, K. 625/592a) among other passages. Like The Magic Flute, Der Stein der Weisen
was a fairy-tale opera and can be considered a kind of precursor; it employed much the same cast in similar roles.

The libretto for The Magic Flute, written by Schikaneder, shares much of its plot and many of its characters with
the Singspiel Oberon, written by Karl Ludwig Giesecke for the Schikaneder troupe two years earlier (and set to
music by Paul Wranitzky) as a re-adaptation of Sophie Seyler’s Singspiel Hüon und Amande.

Mozart evidently wrote keeping in mind the skills of the singers intended for the premiere, which included both
virtuosi and ordinary comic actors asked to sing for the occasion. Thus, the vocal lines for Papageno—sung by
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Schikaneder himself—and Monostatos (Johann Joseph Nouseul) are often stated first in the strings so the singer
can find his pitch, and are frequently doubled by instruments. In contrast, Mozart’s sister-in-law Josepha Hofer,
who premiered the role of the Queen of the Night, evidently needed little such help: this role is famous for its
difficulty. In ensembles, Mozart skillfully combined voices of different ability levels.

The vocal ranges of two of the original singers for whom Mozart tailored his music have posed challenges for
many singers who have since recreated their roles. The Queen of the Night’s “Der Hölle Rache kocht in meinem
Herzen” (“The vengeance of Hell boils in my heart”) reaches a high F6, rare in opera. At the low end, the part of

Sarastro, premiered by Franz Xaver Gerl, includes a conspicuous F2 in a few locations.

Premiere and reception

The opera was premiered in Vienna on 30 September 1791 at the suburban Freihaus-Theater auf der
Wieden. Mozart conducted the orchestra, Schikaneder himself played Papageno, while the role of the Queen of
the Night was sung by Mozart’s sister-in-law Josepha Hofer.

On the reception of the opera, Mozart scholar Maynard Solomon writes:

Although there were no reviews of the first performances, it was immediately evident that Mozart and
Schikaneder had achieved a great success, the opera drawing immense crowds and reaching
hundreds of performances during the 1790s.

The success of The Magic Flute lifted the spirits of its composer, who had fallen ill while in Prague a few weeks
before. Solomon continues:

Mozart’s delight is reflected in his last three letters, written to Constanze, who with her sister Sophie
was spending the second week of October in Baden. “I have this moment returned from the opera,
which was as full as ever”, he wrote on 7 October, listing the numbers that had to be encored. “But what
always gives me the most pleasure is the silent approval! You can see how this opera is becoming
more and more esteemed.” … He went to hear his opera almost every night, taking along [friends and]
relatives.

The opera celebrated its 100th performance in November 1792. Mozart did not have the pleasure of witnessing
this milestone, as he had died 5 December 1791.

Since its premiere, The Magic Flute has always been one of the most beloved works in the operatic repertoire,
and is presently the third most frequently performed opera world wide.

First publication

On 28 December 1791, three and a half weeks after Mozart’s death, his widow Constanze offered to send a
manuscript score of The Magic Flute to the electoral court in Bonn. Nikolaus Simrock published this text in the first
full-score edition (Bonn, 1814), claiming that it was “in accordance with Mozart’s own wishes” (Allgemeine
musikalische Zeitung, 13 September 1815).

The Magic Flute and Freemasonry

The Magic Flute is noted for its prominent Masonic elements. Schikaneder and Mozart were Masons and lodge
brothers, as was Ignaz Alberti, engraver and printer of the first libretto. The opera is also influenced by
Enlightenment philosophy, and can be regarded as an allegory advocating enlightened absolutism. The Queen of
the Night represents a dangerous form of obscurantism or, according to some, the anti-Masonic Roman Catholic
Empress Maria Theresa, or, according to others, the contemporary Roman Catholic Church itself, which was also
strongly anti-Masonic (see Papal ban of Freemasonry). Her antagonist Sarastro symbolises the enlightened
sovereign who rules according to principles based on reason, wisdom, and nature. The story itself portrays the
education of mankind, progressing from chaos (the serpent) through religious superstition (the Queen and Ladies)
to rationalistic enlightenment (Sarastro and Priests), by means of trial (Tamino) and error (Papageno), ultimately
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to make “the Earth a heavenly kingdom, and mortals like the gods” (“Dann ist die Erd’ ein Himmelreich, und
Sterbliche den Göttern gleich“); this couplet is sung in the finales to both acts.

Roles and instrumentation

Playbill for the premiere, 30
September 1791.

RoleRole Voice typeVoice type
Premiere cast, 30 September 1791(conductor: WolfgangPremiere cast, 30 September 1791(conductor: Wolfgang

Amadeus Mozart)Amadeus Mozart)

Tamino tenor Benedikt Schack

Papageno baritone Emanuel Schikaneder

Pamina soprano Anna Gottlieb

The Queen of the

Night[14] coloratura soprano Josepha Hofer

Sarastro bass Franz Xaver Gerl

Three ladies
2 sopranos, mezzo-
soprano Mlle Klöpfer, Mlle Hofmann, Mme Elisabeth[15] Schack

Monostatos tenor Johann Joseph Nouseul

Three child-spirits
treble, alto, mezzo-

soprano[16]
Anna Schikaneder; Anselm Handelgruber; Franz Anton
Maurer

Speaker of the
temple

bass-baritone Herr Winter
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Two priests tenor, bass Johann Michael Kistler, Urban Schikaneder

Papagena soprano Barbara Gerl

Two armoured men tenor, bass Johann Michael Kistler, Herr Moll

Three slaves 2 tenors, bass Karl Ludwig Giesecke, Herr Frasel, Herr Starke

Priests, women, people, slaves, chorus

The names of the performers at the premiere are taken from a preserved playbill for this performance (above),
which does not give full names; “Hr.” = Herr, Mr.; “Mme.” = Madame, Mrs.; “Mlle.” = Mademoiselle, Miss.
While the female roles in the opera are assigned to different voice types, the playbill for the premiere performance
referred to all of the female singers as “sopranos”. The casting of the roles relies on the actual vocal range of the
part.

These singers perform with an orchestra consisting of two flutes (one doubling on piccolo), two oboes, two
clarinets (doubling basset horns), two bassoons, two horns, two trumpets, three trombones (alto, tenor, and
bass), timpani and strings. The work also requires a four-part chorus for several numbers (notably the finales of
each act). Mozart also called for a stromento d’acciaio (instrument of steel) to perform Papageno’s magic bells; an
instrument which has since been lost to history, though modern day scholars believe it to be a keyed
glockenspiel, which is usually substituted with a celesta instead in modern day performances.

Synopsis

Act 1

Scene 1: A rough, rocky landscape

Tamino, a handsome prince lost in a distant land, is pursued by a serpent and asks the gods to save him (quartet:
“Zu Hilfe! Zu Hilfe!“). He faints, and three ladies, attendants of the Queen of the Night, appear and kill the serpent.
They find the unconscious prince extremely attractive, and each of them tries to convince the other two to leave.
After arguing, they reluctantly decide to leave together.

Tamino wakes. Papageno enters dressed as a bird. He describes his life as a bird-catcher, complaining he has no
wife or girlfriend (aria: “Der Vogelfänger bin ich ja“). Tamino introduces himself to Papageno, thinking Papageno
killed the serpent. Papageno happily takes the credit – claiming he strangled it with his bare hands. The three
ladies suddenly reappear and place a padlock over his mouth as a warning not to lie. They give Tamino a portrait
of the Queen of the Night’s daughter Pamina, with whom Tamino falls instantly in love (aria: “Dies Bildnis ist
bezaubernd schön” / This image is enchantingly lovely).

The arrival of the Queen of the Night.
Stage set by Karl Friedrich Schinkel
(1781–1841) for an 1815 production
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The ladies return and tell Tamino Pamina has been captured by Sarastro, a supposedly evil sorcerer. Tamino
vows to rescue Pamina. The Queen of the Night appears and promises Tamino that Pamina will be his wife if he
will rescue her from Sarastro (Recitative and aria: “O zittre nicht, mein lieber Sohn” / Oh, tremble not, my dear
son!). The Queen leaves and the ladies remove the padlock from Papageno’s mouth with a warning not to lie any
more. They give Tamino a magic flute which has the power to change sorrow into joy. They tell Papageno to go
with Tamino, and give him (Papageno) magic bells for protection. The ladies introduce three child-spirits, who will
guide Tamino and Papageno to Sarastro’s temple. Together Tamino and Papageno set forth (Quintet: “Hm! Hm!
Hm! Hm!”).

Scene 2: A room in Sarastro’s palace

Pamina is dragged in by Sarastro’s slaves, apparently having tried to escape. Monostatos, a blackamoor and
chief of the slaves, orders the slaves to chain her and leave him alone with her. Papageno, sent ahead by Tamino
to help find Pamina, enters (Trio: “Du feines Täubchen, nur herein!“). Monostatos and Papageno are each terrified
by the other’s strange appearance and both flee. Papageno returns and announces to Pamina that her mother
has sent Tamino to save her. Pamina rejoices to hear that Tamino is in love with her. She offers sympathy and
hope to Papageno, who longs for a wife. Together they reflect on the joys and sacred duties of marital love (duet:
“Bei Männern welche Liebe fühlen“).

Finale. Scene 3: A grove in front of a temple

The three child-spirits lead Tamino to Sarastro’s temple, promising that if he remains patient, wise and steadfast,
he will succeed in rescuing Pamina. Tamino approaches the left-hand entrance and is denied access by voices
from within. The same happens when he goes to the entrance on the right. But from the entrance in the middle,
an old priest appears and lets Tamino in. (The old priest is referred to as “The Speaker” in the libretto, but his role
is a singing role.) He tells Tamino that Sarastro is benevolent, not evil, and that he should not trust the Queen of
the Night. Tamino plays his magic flute. Animals appear and dance, enraptured, to his music. Tamino hears
Papageno’s pipes sounding offstage, and hurries off to find him.

Papageno and Pamina enter, searching for Tamino. They are recaptured by Monostatos and his slaves.
Papageno plays his magic bells, and Monostatos and his slaves begin to dance, and exit the stage, still dancing,
mesmerised by the beauty of the music (“Das klinget so herrlich“). Papageno and Pamina hear the sound of
Sarastro’s retinue approaching. Papageno is frightened and asks Pamina what they should say. She answers that
they must tell the truth. Sarastro enters, with a crowd of followers.

Pamina falls at Sarastro’s feet and confesses that she tried to escape because Monostatos had forced his
attentions on her. Sarastro receives her kindly and assures her that he wishes only for her happiness. But he
refuses to return her to her mother, whom he describes as a proud, headstrong woman, and a bad influence on
those around her. Pamina, he says, must be guided by a man.

Monostatos brings in Tamino. The two lovers see one another for the first time and embrace, causing indignation
among Sarastro’s followers. Monostatos tells Sarastro that he caught Papageno and Pamina trying to escape,
and demands a reward. Sarastro, however, punishes Monostatos for his lustful behaviour toward Pamina, and
sends him away. He announces that Tamino must undergo trials of wisdom in order to become worthy as
Pamina’s husband. The priests declare that virtue and righteousness will sanctify life and make mortals like gods
(“Wenn Tugend und Gerechtigkeit“).

Act 2

Scene 1: A grove of palms

The council of priests of Isis and Osiris, headed by Sarastro, enters to the sound of a solemn march. Sarastro
tells the priests that Tamino is ready to undergo the ordeals that will lead to enlightenment. He invokes the gods
Isis and Osiris, asking them to protect Tamino and Pamina (Aria: “O Isis und Osiris“).

Scene 2: The courtyard of the Temple of Ordeal

Tamino and Papageno are led in by two priests for the first trial. The two priests advise Tamino and Papageno of
the dangers ahead of them, warn them of women’s wiles and swear them to silence (Duet: “Bewahret euch von
Weibertücken“). The three ladies appear and tempt Tamino and Papageno to speak. (Quintet: “Wie, wie, wie“)
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Papageno cannot resist answering the ladies, but Tamino remains aloof, angrily instructing Papageno not to listen
to the ladies’ threats and to keep quiet. Seeing that Tamino will not speak to them, the ladies withdraw in
confusion.

Scene 3: A garden, Pamina asleep

Pamina is asleep. Monostatos approaches and gazes upon her with rapture. (Aria: “Alles fühlt der Liebe
Freuden“) He is about to kiss the sleeping Pamina, when the Queen of the Night appears. She gives Pamina a
dagger, ordering her to kill Sarastro with it and threatening to disown her if she does not. (Aria: “Der Hölle Rache
kocht in meinem Herzen” / Hell’s vengeance boils in my heart). She leaves. Monostatos returns and tries to force
Pamina’s love by threatening to reveal the Queen’s plot, but Sarastro enters and drives him off. Pamina begs
Sarastro to forgive her mother and he reassures her that revenge and cruelty have no place in his domain (Aria:
“In diesen heil’gen Hallen“).

Scene 4: A hall in the Temple of Ordeal

Tamino and Papageno are led in by priests, who remind them that they must remain silent. Papageno complains
of thirst. An old woman enters and offers Papageno a cup of water. He drinks and teasingly asks whether she has
a boyfriend. She replies that she does and that his name is Papageno. She disappears as Papageno asks for her
name, and the three child-spirits bring in food, the magic flute, and the bells, sent from Sarastro. Tamino begins to
play the flute, which summons Pamina. She tries to speak with him, but Tamino, bound by his vow of silence,
cannot answer her, and Pamina begins to believe that he no longer loves her. (Aria: “Ach, ich fühl’s, es ist
verschwunden“) She leaves in despair.

Scene 5: The pyramids

The priests celebrate Tamino’s successes so far, and pray that he will succeed and become worthy of their order
(Chorus: “O Isis und Osiris“). Pamina is brought in and Sarastro instructs Pamina and Tamino to bid each other
farewell before the greater trials ahead. (Trio: Sarastro, Pamina, Tamino – “Soll ich dich, Teurer, nicht mehr
sehn?” Note: In order to preserve the continuity of Pamina’s suicidal feelings, this trio is sometimes performed

earlier in Act 2, preceding or immediately following Sarastro’s aria “O Isis und Osiris“.[20][21]) They exit and
Papageno enters. The priests grant his request for a glass of wine and he expresses his desire for a wife. (Aria,
Papageno: “Ein Mädchen oder Weibchen“). The elderly woman reappears and warns him that unless he
immediately promises to marry her, he will be imprisoned forever. When Papageno promises to love her faithfully
(muttering that he will only do this until something better comes along), she is transformed into the young and
pretty Papagena. Papageno rushes to embrace her, but the priests drive him back, telling him that he is not yet
worthy of her.

Finale. Scene 6: A garden

Tamino and Pamina undergo their
final trial; watercolor by Max Slevogt
(1868–1932)

The three child-spirits hail the dawn. They observe Pamina, who is contemplating suicide because she believes
Tamino has abandoned her. The child-spirits restrain her and reassure her of Tamino’s love. (Quartet: “Bald
prangt, den Morgen zu verkünden“).
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Scene change without interrupting the music, to Scene 7: Outside the Temple of Ordeal

Two men in armor lead in Tamino. They recite one of the formal creeds of Isis and Osiris, promising
enlightenment to those who successfully overcome the fear of death (“Der, welcher wandert diese Strasse voll
Beschwerden“). This recitation takes the musical form of a Baroque chorale prelude, to the tune of Martin Luther’s
hymn “Ach Gott, vom Himmel sieh darein” (Oh God, look down from heaven). Tamino declares that he is ready to
be tested. Pamina calls to him from offstage. The men in armour assure him that the trial by silence is over and
he is free to speak with her. Pamina enters and declares her intention to undergo the remaining trials with him.
She hands him the magic flute to help them through the trials (“Tamino mein, o welch ein Glück!“). Protected by
the music of the magic flute, they pass unscathed through chambers of fire and water. Offstage, the priests hail
their triumph and invite the couple to enter the temple.

Scene change without interrupting the music, to Scene 8: A garden with a tree

Papageno despairs at having lost Papagena and decides to hang himself (Aria/Quartet: “Papagena! Papagena!
Papagena!”) The three child-spirits appear and stop him. They advise him to play his magic bells to summon
Papagena. She appears and, united, the happy couple stutter in astonishment. They plan their future and dream
of the many children they will have together (Duet: “Pa … pa … pa …”).

Scene change without interrupting the music, to Scene 9: A rocky landscape outside the temple; night

The traitorous Monostatos appears with the Queen of the Night and her three ladies. They plot to destroy the
temple (“Nur stille, stille“) and the Queen confirms that she has promised her daughter Pamina to Monostatos. But
before the conspirators can enter the temple, they are magically cast out into eternal night.

Scene change without interrupting the music, to Scene 10: The Temple of the Sun

Sarastro announces the sun’s triumph over the night. Everyone praises the courage of Tamino and Pamina, gives
thanks to Isis and Osiris and hails the dawn of a new era of wisdom and brotherhood.

Hear the MusicHear the Music

Some musical numbers

Overture to The Magic Flute

“March of the Priests” (beginning of act 2)

Queen of the Night’s second aria, “Der Hölle Rache”

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

196196

https://s3-us-west-2.amazonaws.com/candimgs/NHN5Ja/50px-Gnome-mime-audio-openclipart.svg.png
https://s3-us-west-2.amazonaws.com/candimgs/NHN5Ja/50px-Gnome-mime-audio-openclipart.svg.png
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download


“Ach, ich fühl’s”, Pamina, act 2

Problems playing these files? See media help.

Act 1

• “Der Vogelfänger bin ich ja” (The birdcatcher am I) – Papageno, scene 1
• “O zittre nicht, mein lieber Sohn” (Oh, tremble not, my beloved son) – The Queen of the Night, scene 1
• “Dies Bildnis ist bezaubernd schön” (This image is enchantingly beautiful) – Tamino, scene 1
• “Wie stark ist nicht dein Zauberton” (How strong is thy magic tone) – Tamino, finale

Act 2

• “O Isis und Osiris” (O Isis and Osiris) – Sarastro, scene 1
• “Alles fühlt der Liebe Freuden” (All feel the joys of love) – Monostatos, scene 3
• “Der Hölle Rache kocht in meinem Herzen” (Hell’s vengeance boils in my heart) – The Queen of the

Night, scene 3
• “In diesen heil’gen Hallen” (Within these sacred halls) – Sarastro, scene 3
• “Ach, ich fühl’s, es ist verschwunden” (Ah, I feel it, it is vanished) – Pamina, scene 4
• “Ein Mädchen oder Weibchen” (A girl or a woman) – Papageno, scene 5
• “Pa–, pa–, pa–” – Papageno and Papagena, scene 10

Recordings

The first recording of The Magic Flute was of a performance at the 1937 Salzburg Festival, with Arturo Toscanini
conducting the Vienna Philharmonic and Vienna State Opera. The first studio recording of the work, with Sir
Thomas Beecham conducting the Berlin Philharmonic, was completed in 1938. Both of these historic recordings
have been reissued on modern recording media. Since then there have been many recordings, in both audio and
video formats.

Works inspired by The Magic Flute

Sequels in literature and theatre

There are two sequels named The Magic Flute’s Second Part: the first a fragment by Johann Wolfgang von
Goethe, intended to set in music by Paul Wranitzky, the second is an opera: Das Labyrinth oder Der Kampf mit
den Elementen (The labyrinth or the struggle with the elements), a Singspiel in two acts composed in 1798 by
Peter von Winter to a German libretto by Emanuel Schikaneder, who wrote the libretto of The Magic Flute.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.
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Art

• Eduardo Paolozzi, a screenprint illustrating the arrival of the Queen of the Night in act 2, Magic Flute II,
1994.

• In 1986, the Metropolitan Opera of New York commissioned a poster from Graciela Rodo Boulanger for
The Magic Flute.

Films

• Papageno (1935), a silhouette animation by Lotte Reiniger, loosely based on The Magic Flute
• Trollflöjten (The Magic Flute) (1975), a Swedish-language film directed by Ingmar Bergman

• 1992 or earlier: Rens Groot’s animated film set to a complete recording in the original German
• The Magic Flute (1995), a traditional animation film directed by Valeriy Ugarov for the series Operavox,

set to a half-hour, English-language version
• The Magic Flute (2006), an English version set against a background inspired by World War I, directed

by Kenneth Branagh, screenplay by Stephen Fry

Books

• Amano, Yoshitaka, Mateki: The Magic Flute, an adaptation of the opera illustrated by himself and retold
using classic Japanese elements.

• Bradley, Marion Zimmer, Night’s Daughter, a novel based on The Magic Flute, 1985. It sets the story in
an Atlantis-like world with human-animal hybrid creatures. Bradley enthusiastically agrees with Bergman
that Sarastro is Pamina’s father.

• Dickinson, G. Lowes’s The Magic Flute: A Poetic Fantasy, 1920, reinterprets the story as a parable of
civilization after World War I.

• Dokey, Cameron, Sunlight and Shadow, (part of the Once Upon A Time series), 2004, a retelling of The
Magic Flute for teen readers; Dokey’s novel also states that Sarastro is Pamina’s father.

• Ibbotson, Eva, Magic Flutes, a teen romance period novel, centred around the Viennese opera, and the
main performance of The Magic Flute

• Russell, P. Craig’s The Magic Flute, a graphic novel published in 1990 as part of the author’s Library of
Operatic Adaptation.

• Trapido, Barbara, Temples of Delight, 1990. A novel which, though set in contemporary England, takes
its structure very loosely from The Magic Flute. Characters in the novel are analogous to Pamina,
Tamino, Papageno and Sarastro although the novel strays heavily from the original plot with the
‘Pamina’ character ultimately rejecting ‘Tamino’ in favour of a romantic relationship with ‘Sarastro’.

• Updike, John, A children’s book based on The Magic Flute, 1962.

Plays

• Thomas Bernhard’s 1972 play, Der Ignorant und der Wahnsinnige (de) (The Ignoramus and the
Madman), takes place before, during and after a performance of the opera, at which the prima donna
decides to make this, her 222nd performance of the Queen of the Night, her last.

Adaptations

• “Away with Melancholy” was a popular duet first published in London in the early 1790s, and reprinted in
America from 1797 on. The music is adapted from “Die Zauberflöte” act 1 finale.

• Beethoven wrote a sets of variations for violoncello and piano for two numbers from the opera. His
twelve variations in F major on “Ein Mädchen oder Weibchen” is catalogued as Op. 66 and his seven
variations in E-flat major on “Bei Männern” is catalogued as WoO 46.

• Guitarist and composer Fernando Sor transcribed “Six Airs from The Magic Flute“, Op. 19, for solo guitar
around 1820–1821 and wrote his Introduction and Variations on a Theme by Mozart, Op. 9, on the aria
“Das klinget so herrlich“, or as Sor called it, “O cara armonia“.

• The Canadian national anthem, “O Canada”, by Calixa Lavallée was based on the beginning of “March
of the Priests.
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• The flute-players Jean-Pierre Rampal and Claude Arimany have recorded duet arrangements from the
opera made by Gerhard Braun.

• The Brazilian group Grupo Giramundo (pt) adapted the play for the puppet theatre in 1991 (A Flauta
Mágica).

• In 1995, the pianist Joanna MacGregor made an arrangement of the opera aimed at children aged 7 and
above, premiered at the Unicorn Theatre in London. The action was condensed, the orchestral score
was rearranged for a chamber music including piano, and the plot updated; Tamino is a journalist,(aided
by the three boys), Sarastro a millionaire enviromentalist, the Queen of the Night a failed rock-star
formerly married to Sarastro (Pamina is their daughter), and Papageno the Queen’s former roadie. The
production has been frequently restaged, including at the Bath International Music Festival in 2012.

• Pamina Devi is a 2006 dance adaptation of The Magic Flute by Sophiline Cheam Shapiro, originally
directed by Peter Sellars, in the style of Cambodian classical dance . It is not entirely based on the same
plot and includes elements foreign to the original.

• Arctic Magic Flute is an English-language adaptation of the opera, set in rural Alaska at an unspecified
post-apocalyptic future date. Tamino survives a plane crash, rather than fighting a dragon. The Queen of
the Night becomes ‘the Electric Queen,’ a personification of the modern urban world and its reliance on
technology. Sarastro becomes an Alaska Native elder. The Masonic allegory of the original opera is
replaced by the traditional values of Inupiaq culture. Arctic Magic Flute is performed without the overture,
and in its place, is opened by an Inupiaq dancer and drummer singing a song of welcome, and a short
spoken scene introducing the cast of villagers and describing their world. The rest of the opera is framed
as a story being told to a young boy by his family. The production premiered on February 8, 2007, in
Juneau, Alaska.
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adjective “sternflammende” (“star-blazing”) in the original libretto.

15. ^̂ Branscombe, Peter (1991). Die Zauberflöte. Cambridge Opera Handbooks. Cambridge University
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MOZART: MAGIC FLUTE OPERA VIDEO

Watch this video online: https://youtu.be/hqBwe9BCj4A
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MOZART: PIANO CONCERTO NO. 21

Piano Concerto No. 21Piano Concerto No. 21

The Piano Concerto No. 21 in C majorPiano Concerto No. 21 in C major, K. 467, was completed on March 9, 1785 by Wolfgang Amadeus
Mozart, four weeks after the completion of the previous D minor concerto, K. 466.

Structure

The concerto has three movements:

201201

http://books.google.com/books?id=Ra6qxvtVs20C&printsec=frontcover&source=gbs_ge_summary_r&cad=0#v=onepage&q&f=false
http://dme.mozarteum.at/DME/nma/nma_cont.php?vsep=73&gen=edition&l=1&p1=1
http://dme.mozarteum.at/DME/nma/nma_cont.php?vsep=74&l=1&p1=13
http://digital-b.staatsbibliothek-berlin.de/digitale_bibliothek/zauberfloete.html
http://imslp.org/wiki/Die_Zauberfl%C3%B6te,_K.620_(Mozart,_Wolfgang_Amadeus)
http://www.opera-guide.ch/opera.php?id=254&uilang=en
http://www.kernkonzepte.ch/nutmoz.htm
http://www.aria-database.com/translations/magic_flute.txt
http://www.internetloge.de/zaujpg/zaudia58.htm
http://www.operagold.co.uk/FluteNotes.htm
http://www.uctv.tv/search-details.asp?showID=5046
http://www.kultur-fibel.de/Kultur%20Fibel%20Magazin%208%20Zauberfl%F6te.htm
http://www.classicistranieri.com/wolfgang-amadeus-mozart-il-flauto-magico-die-zauberfloete-bezdin-ensemble-adina-spire-high-definition-music.html
http://operabase.com/oplist.cgi?from=01+01+2001&is=Die+Zauberfl%C3%B6te&sort=D
http://www.surtitled.com/de/Show?search=Die%20Zauberfl%C3%B6te
http://www.surtitled.com/de/Show?search=Die%20Zauberfl%C3%B6te
https://youtu.be/hqBwe9BCj4A
https://www.youtube.com/watch?v=hqBwe9BCj4A


1. Allegro maestoso; in common time. The tempo marking is in Mozart’s catalog of his own works, but not
in the autograph manuscript.

2. Andante in F major. In both the autograph score and in his personal catalog, Mozart notated the meter
as Alla breve.

3. Allegro vivace assai

The opening movement begins quietly with a march figure, but quickly moves to a more lyrical melody
interspersed with a fanfare in the winds. The music grows abruptly in volume, with the violins taking up the
principal melody over the march theme, which is now played by the brass. This uplifting theme transitions to a
brief, quieter interlude distinguished by a sighing motif in the brass. The march returns, eventually transitioning to
the entrance of the soloist. The soloist plays a brief Eingang (a type of abbreviated Cadenza) before resolving to a
trill on the dominant G while the strings play the march in C major. The piano then introduces new material in C
major and begins transitioning to the dominant key of G major. Immediately after an orchestral cadence finally
announces the arrival of the dominant, the music abruptly shifts to G minor in a passage that is reminiscent of the
main theme of the Symphony No. 40 in that key. A series of rising and falling chromatic scales then transition the
music to the true second theme of the piece, an ebullient G major theme which Mozart had previously used in his
Third Horn Concerto. The usual development and recapitulation follow. There is a cadenza at the end of the
movement, although Mozart’s original has been lost.

The famous Andante is in three parts. The opening section is for orchestra only and features muted strings. The
first violins play with a dreamlike melody over an accompaniment consisting of second violins and violas playing
repeated-note triplets and the cellos and bass playing pizzicato arpeggios. All of the major melodic material of the
movement is contained in this orchestral introduction, in either F major or F minor. The second section introduces
the solo piano and starts off in F major. It is not a literal repeat, though, as after the first few phrases, new material
is interjected which ventures off into different keys. When familiar material returns, the music is now in the
dominant keys of C minor and C major. More new material in distant keys is added, which transitions to the third
section of the movement. The third section begins with the dreamlike melody again, but this time in A-flat major.
Over the course of this final section, the music makes it way back to the tonic keys of F minor and then F major
and a short coda concludes the movement.

The final rondo movement begins with the full orchestra espousing a joyous “jumping” theme. After a short
cadenza, the piano joins in and further elaborates. A “call and response” style is apparent, with the piano and
ensemble exchanging parts fluidly. The soloist gets scale and arpeggio figurations that enhance the themes, as
well as a short cadenza that leads right back to the main theme. The main theme appears one final time, leading
to an upward rush of scales that ends on a triumphant note.

Recordings

Hear the MusicHear the Music

W.A.Mozart Piano Concerto No. 21 in C major, K. 467 – III movement

Performed by: Giorgi Latso, piano

Problems playing this file? See media help.

This work has been recorded numerous times by many famous pianists including Géza Anda, Piotr
Anderszewski, Vladimir Ashkenazy, Daniel Barenboim, Malcolm Bilson, Alfred Brendel, Robert Casadesus, Ivan
Drenikov, Annie Fischer, Walter Gieseking, Friedrich Gulda, Stephen Hough, Keith Jarrett, Wilhelm Kempff,

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.
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Walter Klien, Alicia de Larrocha, Giorgi Latsabidze, Rosina Lhevinne, Dinu Lipatti, Radu Lupu, Murray Perahia,
Maria João Pires, Maurizio Pollini, Arthur Rubinstein, Fazil Say, András Schiff, Artur Schnabel, Rudolf Serkin,
Howard Shelley, Mitsuko Uchida, and Christian Zacharias.

Cultural references

The second movement was featured in the 1967 Swedish film Elvira Madigan. This has led to an anachronistic
nickname of Elvira Madigan for the concerto.

Neil Diamond’s 1972 song “Song Sung Blue” was based on a theme from the andante movement of the concerto.

An electronic arrangement of the concerto’s first movement was used as the main theme of the TV series Whiz
Kids.
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BEETHOVEN: BIOGRAPHY

Portrait by Joseph Karl Stieler, 1820

Ludwig van BeethovenLudwig van Beethoven

Ludwig van BeethovenLudwig van Beethoven (/ˈlʊdvɪɡ væn ˈbeɪˌtoʊvən/; German: [ˈluːtvɪç fan ˈbeːtˌhoˑfn̩]; baptised 17 December
1770 – 26 March 1827) was a German composer and pianist. A crucial figure in the transition between the
Classical and Romantic eras in Western art music, he remains one of the most famous and influential of all
composers. His best-known compositions include 9 symphonies, 5 concertos for piano, 32 piano sonatas, and
16 string quartets. He also composed other chamber music, choral works (including the celebrated Missa
solemnis), and songs.

Born in Bonn, then the capital of the Electorate of Cologne and part of the Holy Roman Empire, Beethoven
displayed his musical talents at an early age and was taught by his father Johann van Beethoven and by
Christian Gottlob Neefe. During his first 22 years in Bonn, Beethoven intended to study with Wolfgang
Amadeus Mozart and befriended Joseph Haydn. Beethoven moved to Vienna in 1792 and began studying
with Haydn, quickly gaining a reputation as a virtuoso pianist. He lived in Vienna until his death. In about 1800
his hearing began to deteriorate, and by the last decade of his life he was almost totally deaf. He gave up
conducting and performing in public but continued to compose; many of his most admired works come from
this period.
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Biography

Background and Early Life

Beethoven’s birthplace at Bonngasse 20, now the Beethoven House museum

Beethoven was the grandson of Lodewijk van Beethoven (1712–73), a musician from Mechelen in the Southern
Netherlands (now part of Belgium) who at the age of twenty moved to Bonn. Lodewijk (Ludwig is the German
cognate of Dutch Lodewijk) was employed as a bass singer at the court of the Elector of Cologne, eventually
rising to become Kapellmeister (music director). Lodewijk had one son, Johann (1740–1792), who worked as a
tenor in the same musical establishment and gave lessons on piano and violin to supplement his income. Johann
married Maria Magdalena Keverich in 1767; she was the daughter of Johann Heinrich Keverich, who had been
the head chef at the court of the Archbishopric of Trier.

Prince-Elector’s Palace (Kurfürstliches Schloss) in Bonn, where the Beethoven family had been active since the
1730s

Beethoven was born of this marriage in Bonn. There is no authentic record of the date of his birth; however, the
registry of his baptism, in a Roman Catholic service at the Parish of St. Regius on 17 December 1770,
survives. As children of that era were traditionally baptised the day after birth in the Catholic Rhine country, and it
is known that Beethoven’s family and his teacher Johann Albrechtsberger celebrated his birthday on
16 December, most scholars accept 16 December 1770 as Beethoven’s date of birth. Of the seven children born
to Johann van Beethoven, only Ludwig, the second-born, and two younger brothers survived infancy. Caspar
Anton Carl was born on 8 April 1774, and Nikolaus Johann, the youngest, was born on 2 October 1776.

Beethoven’s first music teacher was his father. Although tradition has it that Johann van Beethoven was a harsh
instructor, and that the child Beethoven, “made to stand at the keyboard, was often in tears,” the Grove Dictionary
of Music and Musicians claimed that no solid documentation supported this, and asserted that “speculation and
myth-making have both been productive.” Beethoven had other local teachers: the court organist Gilles van den
Eeden (d. 1782), Tobias Friedrich Pfeiffer (a family friend, who taught Beethoven the piano), and Franz Rovantini
(a relative, who instructed him in playing the violin and viola). Beethoven’s musical talent was obvious at a young
age. Johann, aware of Leopold Mozart’s successes in this area (with son Wolfgang and daughter Nannerl),
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attempted to exploit his son as a child prodigy, claiming that Beethoven was six (he was seven) on the posters for
Beethoven’s first public performance in March 1778.

Some time after 1779, Beethoven began his studies with his most important teacher in Bonn, Christian Gottlob
Neefe, who was appointed the Court’s Organist in that year. Neefe taught Beethoven composition, and by March
1783 had helped him write his first published composition: a set of keyboard variations (WoO 63). Beethoven
soon began working with Neefe as assistant organist, at first unpaid (1781), and then as a paid employee (1784)
of the court chapel conducted by the Kapellmeister Andrea Luchesi. His first three piano sonatas, named
“Kurfürst” (“Elector”) for their dedication to the Elector Maximilian Friedrich (1708–1784), were published in 1783.
Maximilian Frederick noticed Beethoven’s talent early, and subsidised and encouraged the young man’s musical
studies.

A portrait of the 13-year-old Beethoven by an unknown Bonn master (c. 1783)

Maximilian Frederick’s successor as the Elector of Bonn was Maximilian Franz, the youngest son of Empress
Maria Theresa of Austria, and he brought notable changes to Bonn. Echoing changes made in Vienna by his
brother Joseph, he introduced reforms based on Enlightenment philosophy, with increased support for education
and the arts. The teenage Beethoven was almost certainly influenced by these changes. He may also have been
influenced at this time by ideas prominent in freemasonry, as Neefe and others around Beethoven were members
of the local chapter of the Order of the Illuminati.

In March 1787 Beethoven traveled to Vienna (possibly at another’s expense) for the first time, apparently in the
hope of studying with Mozart. The details of their relationship are uncertain, including whether or not they actually
met. After just two months Beethoven learned that his mother was severely ill, and returned home. His mother
died shortly thereafter, and his father lapsed deeper into alcoholism. As a result, Beethoven became responsible
for the care of his two younger brothers, and he spent the next five years in Bonn.

Beethoven was introduced to several people who became important in his life in these years. Franz Wegeler, a
young medical student, introduced him to the von Breuning family (one of whose daughters Wegeler eventually
married). Beethoven often visited the von Breuning household, where he taught piano to some of the children.
Here he encountered German and classical literature. The von Breuning family environment was less stressful
than his own, which was increasingly dominated by his father’s decline. Beethoven also came to the attention of
Count Ferdinand von Waldstein, who became a lifelong friend and financial supporter.

In 1789 Beethoven obtained a legal order by which half of his father’s salary was paid directly to him for support
of the family. He also contributed further to the family’s income by playing viola in the court orchestra. This
familiarised Beethoven with a variety of operas, including three by Mozart that were performed at court in this
period. He also befriended Anton Reicha, a flautist and violinist of about his own age who was a nephew of the
court orchestra’s conductor, Josef Reicha.

Establishing His Career in Vienna

From 1790 to 1792, Beethoven composed a significant number of works (none were published at the time, and
most are now listed as works without opus) that demonstrated his growing range and maturity. Musicologists
identified a theme similar to those of his third symphony in a set of variations written in 1791. Beethoven was
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probably first introduced to Joseph Haydn in late 1790, when the latter was traveling to London and stopped in
Bonn around Christmas time. A year and a half later they met in Bonn on Haydn’s return trip from London to
Vienna in July 1792, and it is likely that arrangements were made at that time for Beethoven to study with the old
master. With the Elector’s help, Beethoven left Bonn for Vienna in November 1792, amid rumors of war spilling
out of France; he learned shortly after his arrival that his father had died. Mozart had also recently died. Count
Waldstein, in his farewell note to Beethoven, wrote: “Through uninterrupted diligence you will receive Mozart’s
spirit through Haydn’s hands.” Over the next few years, Beethoven responded to the widespread feeling that he
was a successor to the recently deceased Mozart by studying that master’s work and writing works with a
distinctly Mozartean flavor.

Portrait of Beethoven as a young man by Carl Traugott Riedel (1769–1832)

Beethoven did not immediately set out to establish himself as a composer, but rather devoted himself to study
and performance. Working under Haydn’s direction, he sought to master counterpoint. He also studied violin
under Ignaz Schuppanzigh. Early in this period, he also began receiving occasional instruction from Antonio
Salieri, primarily in Italian vocal composition style; this relationship persisted until at least 1802, and possibly
1809. With Haydn’s departure for England in 1794, Beethoven was expected by the Elector to return home. He
chose instead to remain in Vienna, continuing his instruction in counterpoint with Johann Albrechtsberger and
other teachers. Although his stipend from the Elector expired, a number of Viennese noblemen had already
recognised his ability and offered him financial support, among them Prince Joseph Franz Lobkowitz, Prince Karl
Lichnowsky, and Baron Gottfried van Swieten.

By 1793, Beethoven established a reputation as an improviser in the salons of the nobility, often playing the
preludes and fugues of J. S. Bach’s Well-Tempered Clavier. His friend Nikolaus Simrock had begun publishing his
compositions; the first are believed to be a set of variations (WoO 66). By 1793, he had established a reputation in
Vienna as a piano virtuoso, but he apparently withheld works from publication so that their publication in 1795
would have greater impact. Beethoven’s first public performance in Vienna was in March 1795, a concert in which
he first performed one of his piano concertos. It is uncertain whether this was the First or Second. Documentary
evidence is unclear, and both concertos were in a similar state of near-completion (neither was completed or
published for several years). Shortly after this performance, he arranged for the publication of the first of his
compositions to which he assigned an opus number, the three piano trios, Opus 1. These works were dedicated
to his patron Prince Lichnowsky, and were a financial success; Beethoven’s profits were nearly sufficient to cover
his living expenses for a year.

Musical Maturity

Beethoven composed his first six string quartets (Op. 18) between 1798 and 1800 (commissioned by, and
dedicated to, Prince Lobkowitz). They were published in 1801. With premieres of his First and Second
Symphonies in 1800 and 1803, Beethoven became regarded as one of the most important of a generation of
young composers following Haydn and Mozart. He also continued to write in other forms, turning out widely
known piano sonatas like the “Pathétique” sonata (Op. 13), which Cooper describes as “surpass[ing] any of his
previous compositions, in strength of character, depth of emotion, level of originality, and ingenuity of motivic and
tonal manipulation.” He also completed his Septet (Op. 20) in 1799, which was one of his most popular works
during his lifetime.
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Beethoven in 1803, painted by Christian Horneman

For the premiere of his First Symphony, Beethoven hired the Burgtheater on 2 April 1800, and staged an
extensive program of music, including works by Haydn and Mozart, as well as his Septet, the First Symphony,
and one of his piano concertos (the latter three works all then unpublished). The concert, which the Allgemeine
musikalische Zeitung described as “the most interesting concert in a long time,” was not without difficulties;
among the criticisms was that “the players did not bother to pay any attention to the soloist.”

Mozart and Haydn were undeniable influences. For example, Beethoven’s quintet for piano and winds is said to
bear a strong resemblance to Mozart’s work for the same configuration, albeit with his own distinctive
touches. But Beethoven’s melodies, musical development, use of modulation and texture, and characterization of
emotion all set him apart from his influences, and heightened the impact some of his early works made when they
were first published. By the end of 1800 Beethoven and his music were already much in demand from patrons
and publishers.

Ludwig van Beethoven: detail of an 1804–05 portrait by Joseph Willibrord Mähler. The complete painting depicts
Beethoven with a lyre-guitar

In May 1799, Beethoven taught piano to the daughters of Hungarian Countess Anna Brunsvik. During this time,
Beethoven fell in love with the younger daughter Josephine who has therefore been identified as one of the more
likely candidates for the addressee of his letter to the “Immortal Beloved” (in 1812). Shortly after these lessons,
Josephine was married to Count Josef Deym. Beethoven was a regular visitor at their house, continuing to teach
Josephine, and playing at parties and concerts. Her marriage was by all accounts happy (despite initial financial
problems), and the couple had four children. Her relationship with Beethoven intensified after Deym died suddenly
in 1804.

Beethoven had few other students. From 1801 to 1805, he tutored Ferdinand Ries, who went on to become a
composer and later wrote Beethoven remembered, a book about their encounters. The young Carl Czerny
studied with Beethoven from 1801 to 1803. Czerny went on to become a renowned music teacher himself,
instructing Franz Liszt, and gave on 11 February 1812 the Vienna premiere of Beethoven’s fifth piano concerto
(the “Emperor”).
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Beethoven’s compositions between 1800 and 1802 were dominated by two large-scale orchestral works, although
he continued to produce other important works such as the piano sonata Sonata quasi una fantasia known as the
“Moonlight Sonata”. In the spring of 1801 he completed The Creatures of Prometheus, a ballet. The work received
numerous performances in 1801 and 1802, and Beethoven rushed to publish a piano arrangement to capitalise
on its early popularity. In the spring of 1802 he completed the Second Symphony, intended for performance at a
concert that was canceled. The symphony received its premiere instead at a subscription concert in April 1803 at
the Theater an der Wien, where Beethoven had been appointed composer in residence. In addition to the Second
Symphony, the concert also featured the First Symphony, the Third Piano Concerto, and the oratorio Christ on the
Mount of Olives. Reviews were mixed, but the concert was a financial success; Beethoven was able to charge
three times the cost of a typical concert ticket.

Beethoven’s business dealings with publishers also began to improve in 1802 when his brother Carl, who had
previously assisted him casually, began to assume a larger role in the management of his affairs. In addition to
negotiating higher prices for recently composed works, Carl also began selling some of Beethoven’s earlier
unpublished works, and encouraged Beethoven (against the latter’s preference) to also make arrangements and
transcriptions of his more popular works for other instrument combinations. Beethoven acceded to these
requests, as he could not prevent publishers from hiring others to do similar arrangements of his works.

Loss of hearing

Around 1796, by the age of 26, Beethoven began to lose his hearing. He suffered from a severe form of tinnitus, a
“ringing” in his ears that made it hard for him to hear music; he also tried to avoid conversations. The cause of
Beethoven’s deafness is unknown, but it has variously been attributed to typhus, auto-immune disorders (such as
systemic lupus erythematosus), and even his habit of immersing his head in cold water to stay awake. The
explanation from Beethoven’s autopsy was that he had a “distended inner ear,” which developed lesions over
time.

Beethoven in 1815 portrait by Joseph Willibrord Mähler

As early as 1801, Beethoven wrote to friends describing his symptoms and the difficulties they caused in both
professional and social settings (although it is likely some of his close friends were already aware of the
problems). Beethoven, on the advice of his doctor, lived in the small Austrian town of Heiligenstadt, just outside
Vienna, from April to October 1802 in an attempt to come to terms with his condition. There he wrote his
Heiligenstadt Testament, a letter to his brothers which records his thoughts of suicide due to his growing deafness
and records his resolution to continue living for and through his art. Over time, his hearing loss became profound:
at the end of the premiere of his Ninth Symphony in 1824, he had to be turned around to see the tumultuous
applause of the audience because he could hear neither it nor the orchestra. Beethoven’s hearing loss did not
prevent him from composing music, but it made playing at concerts—a lucrative source of income—increasingly
difficult. After a failed attempt in 1811 to perform his own Piano Concerto No. 5 (the “Emperor”), which was
premiered by his student Carl Czerny, he never performed in public again until he conducted the Ninth Symphony
in 1824.

A large collection of Beethoven’s hearing aids, such as a special ear horn, can be viewed at the Beethoven
House Museum in Bonn, Germany. Despite his obvious distress, Czerny remarked that Beethoven could still hear
speech and music normally until 1812. By 1814 however, Beethoven was almost totally deaf, and when a group
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of visitors saw him play a loud arpeggio of thundering bass notes at his piano remarking, “Ist es nicht schön?” (Is
it not beautiful?), they felt deep sympathy considering his courage and sense of humor (he lost the ability to hear
higher frequencies first).

As a result of Beethoven’s hearing loss, his conversation books are an unusually rich written resource. Used
primarily in the last ten or so years of his life, his friends wrote in these books so that he could know what they
were saying, and he then responded either orally or in the book. The books contain discussions about music and
other matters, and give insights into Beethoven’s thinking; they are a source for investigations into how he
intended his music should be performed, and also his perception of his relationship to art. Out of a total of 400
conversation books, it has been suggested that 264 were destroyed (and others were altered) after Beethoven’s
death by Anton Schindler, who wished only an idealised biography of the composer to survive. However,
Theodore Albrecht contests the verity of Schindler’s destruction of a large number of conversation books.

Patronage

Beethoven’s patron, Archduke Rudolph

While Beethoven earned income from publication of his works and from public performances, he also depended
on the generosity of patrons for income, for whom he gave private performances and copies of works they
commissioned for an exclusive period prior to their publication. Some of his early patrons, including Prince
Lobkowitz and Prince Lichnowsky, gave him annual stipends in addition to commissioning works and purchasing
published works.

Perhaps Beethoven’s most important aristocratic patron was Archduke Rudolph, the youngest son of Emperor
Leopold II, who in 1803 or 1804 began to study piano and composition with Beethoven. The cleric (Cardinal-
Priest) and the composer became friends, and their meetings continued until 1824. Beethoven dedicated 14
compositions to Rudolph, including the Archduke Trio (1811) and his great Missa Solemnis (1823). Rudolph, in
turn, dedicated one of his own compositions to Beethoven. The letters Beethoven wrote to Rudolph are today
kept at the Gesellschaft der Musikfreunde in Vienna. Another patron was Count (later Prince) Andreas
Razumovsky, for whom the String Quartets Nos. 7–9, Op. 59, Rasumovsky were named.

In the Autumn of 1808, after having been rejected for a position at the royal theatre, Beethoven received an offer
from Napoleon’s brother Jérôme Bonaparte, then king of Westphalia, for a well-paid position as Kapellmeister at
the court in Cassel. To persuade him to stay in Vienna, the Archduke Rudolph, Prince Kinsky and Prince
Lobkowitz, after receiving representations from the composer’s friends, pledged to pay Beethoven a pension of
4000 florins a year. Only Archduke Rudolph paid his share of the pension on the agreed date. Kinsky,
immediately called to military duty, did not contribute and soon died after falling from his horse. Lobkowitz stopped
paying in September 1811. No successors came forward to continue the patronage, and Beethoven relied mostly
on selling composition rights and a small pension after 1815. The effects of these financial arrangements were
undermined to some extent by war with France, which caused significant inflation when the government printed
money to fund its war efforts.
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Symphony No. 5, Op. 67 (1st movement)

composed during Beethoven’s middle period
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The Middle Period

Beethoven Monument in Bonn, Münsterplatz

Beethoven’s return to Vienna from Heiligenstadt was marked by a change in musical style, and is now designated
as the start of his middle or “heroic” period. According to Carl Czerny, Beethoven said, “I am not satisfied with the
work I have done so far. From now on I intend to take a new way.” This “heroic” phase was characterised by a
large number of original works composed on a grand scale. The first major work employing this new style was the
Third Symphony in E flat, known as the Eroica. This work was longer and larger in scope than any previous
symphony. When it premiered in early 1805 it received a mixed reception. Some listeners objected to its length or
misunderstood its structure, while others viewed it as a masterpiece.

Hear the MusicHear the Music

The “middle period” is sometimes associated with a “heroic” manner of composing, but the use of the term
“heroic” has become increasingly controversial in Beethoven scholarship. The term is more frequently used as an
alternative name for the middle period. The appropriateness of the term “heroic” to describe the whole middle
period has been questioned as well: while some works, like the Third and Fifth Symphonies, are easy to describe
as “heroic”, many others, like his Symphony No. 6, Pastoral, are not.
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Some of the middle period works extend the musical language Beethoven had inherited from Haydn and Mozart.
The middle period work includes the Third through Eighth Symphonies, the Rasumovsky, Harp and Serioso string
quartets, the “Waldstein” and “Appassionata” piano sonatas, Christ on the Mount of Olives, the opera Fidelio, the
Violin Concerto and many other compositions. During this time Beethoven’s income came from publishing his
works, from performances of them, and from his patrons. His position at the Theater an der Wien was terminated
when the theater changed management in early 1804, and he was forced to move temporarily to the suburbs of
Vienna with his friend Stephan von Breuning. This slowed work on Fidelio, his largest work to date, for a time. It
was delayed again by the Austrian censor, and finally premiered in November 1805 to houses that were nearly
empty because of the French occupation of the city. In addition to being a financial failure, this version of Fidelio
was also a critical failure, and Beethoven began revising it.

During May 1809, when the attacking forces of Napoleon bombarded Vienna, according to Ferdinand Ries,
Beethoven, very worried that the noise would destroy what remained of his hearing, hid in the basement of his
brother’s house, covering his ears with pillows.

The work of the middle period established Beethoven as a master. In a review from 1810, he was enshrined by E.
T. A. Hoffmann as one of the three great “Romantic” composers; Hoffman called Beethoven’s Fifth Symphony
“one of the most important works of the age.”

Personal and family difficulties

Beethoven’s love life was hampered by class issues. In late 1801 he met a young countess, Julie (“Giulietta”)
Guicciardi through the Brunsvik family, at a time when he was giving regular piano lessons to Josephine Brunsvik.
Beethoven mentions his love for Julie in a November 1801 letter to his boyhood friend, Franz Wegeler, but he
could not consider marrying her, due to the class difference. Beethoven later dedicated to her his Sonata No. 14,
now commonly known as the “Moonlight” Sonata.

His relationship with Josephine Brunsvik deepened after the death in 1804 of her aristocratic first husband, the
Count Joseph Deym. Beethoven wrote Josephine 15 passionate love letters from late 1804 to around 1809/10.
Although his feelings were obviously reciprocated, Josephine was forced by her family to withdraw from him in
1807. She cited her “duty” and the fact that she would have lost the custodianship of her aristocratic children had
she married a commoner. After Josephine married Baron von Stackelberg in 1810, Beethoven may have
proposed unsuccessfully to Therese Malfatti, the supposed dedicatee of “Für Elise”; his status as a commoner
may again have interfered with those plans.

Life mask made in 1812

In the spring of 1811 Beethoven became seriously ill, suffering headaches and high fever. On the advice of his
doctor, he spent six weeks in the Bohemian spa town of Teplitz. The following winter, which was dominated by
work on the Seventh symphony, he was again ill, and his doctor ordered him to spend the summer of 1812 at the
spa Teplitz. It is certain that he was at Teplitz when he wrote a love letter to his “Immortal Beloved.” The identity
of the intended recipient has long been a subject of debate; candidates include Julie Guicciardi, Therese Malfatti,
Josephine Brunsvik, and Antonie Brentano.
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Beethoven visited his brother Johann at the end of October 1812. He wished to end Johann’s cohabitation with
Therese Obermayer, a woman who already had an illegitimate child. He was unable to convince Johann to end
the relationship and appealed to the local civic and religious authorities. Johann and Therese married on
9 November.

Beethoven in 1814. Portrait by Louis-René Létronne.

In early 1813 Beethoven apparently went through a difficult emotional period, and his compositional output
dropped. His personal appearance degraded—it had generally been neat—as did his manners in public,
especially when dining. Beethoven took care of his brother (who was suffering from tuberculosis) and his family,
an expense that he claimed left him penniless.

Beethoven was finally motivated to begin significant composition again in June 1813, when news arrived of the
defeat of one of Napoleon’s armies at Vitoria, Spain, by a coalition of forces under the Duke of Wellington. This
news stimulated him to write the battle symphony known as Wellington’s Victory. It was first performed on
8 December, along with his Seventh Symphony, at a charity concert for victims of the war. The work was a
popular hit, probably because of its programmatic style, which was entertaining and easy to understand. It
received repeat performances at concerts Beethoven staged in January and February 1814. Beethoven’s
renewed popularity led to demands for a revival of Fidelio, which, in its third revised version, was also well
received at its July opening. That summer he composed a piano sonata for the first time in five years (No. 27,
Opus 90). This work was in a markedly more Romantic style than his earlier sonatas. He was also one of many
composers who produced music in a patriotic vein to entertain the many heads of state and diplomats who came
to the Congress of Vienna that began in November 1814. His output of songs included his only song cycle, “An
die ferne Geliebte,” and the extraordinarily expressive second setting of the poem “An die Hoffnung” (Op. 94) in
1815. Compared to its first setting in 1805 (a gift for Josephine Brunsvik), it was “far more dramatic … The entire
spirit is that of an operatic scena.”

Custody Struggle and Illness

Between 1815 and 1817 Beethoven’s output dropped again. Beethoven attributed part of this to a lengthy illness
(he called it an “inflammatory fever”) that afflicted him for more than a year, starting in October 1816. Biographers
have speculated on a variety of other reasons that also contributed to the decline, including the difficulties in the
personal lives of his would-be paramours and the harsh censorship policies of the Austrian government. The
illness and death of his brother Carl from tuberculosis may also have played a role.
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Beethoven in 1818 by August Klöber

Carl had been ill for some time, and Beethoven spent a small fortune in 1815 on his care. After Carl died on
15 November 1815, Beethoven immediately became embroiled in a protracted legal dispute with Carl’s wife
Johanna over custody of their son Karl, then nine years old. Beethoven, who considered Johanna an unfit parent
because of her morals (she had an illegitimate child by a different father before marrying Carl and had been
convicted of theft) and financial management, had successfully applied to Carl to have himself named sole
guardian of the boy. A late codicil to Carl’s will gave him and Johanna joint guardianship. While Beethoven was
successful at having his nephew removed from her custody in February 1816, the case was not fully resolved until
1820, and he was frequently preoccupied by the demands of the litigation and seeing to Karl’s welfare, whom he
first placed in a private school.

The Austrian court system had one court for the nobility and members of the Landtafel, the Landrechte, and many
other courts for commoners, among them the Civil Court of the Vienna Magistrate. Beethoven disguised the fact
that the Dutch “van” in his name did not denote nobility as does the German “von” and his case was tried in the
Landrechte. Owing to his influence with the court, Beethoven felt assured of the favorable outcome of being
awarded sole guardianship. While giving evidence to the Landrechte, however, Beethoven inadvertently admitted
that he was not nobly born. On 18 December 1818 the case was transferred to the Magistracy, where he lost sole
guardianship.

Beethoven appealed and regained custody. Johanna’s appeal to the Emperor was not successful: the Emperor
“washed his hands of the matter.” During the years of custody that followed, Beethoven attempted to ensure that
Karl lived to the highest moral standards. Beethoven had an overbearing manner and frequently interfered in his
nephew’s life. Karl attempted suicide on 31 July 1826 by shooting himself in the head. He survived and was
brought to his mother’s house, where he recuperated. He and Beethoven were reconciled, but Karl insisted on
joining the army and last saw Beethoven in early 1827.

Late works

Beethoven began a renewed study of older music, including works by J. S. Bach and Handel, that were then
being published in the first attempts at complete editions. He composed the overture The Consecration of the
House, which was the first work to attempt to incorporate these influences. A new style emerged, now called his
“late period”. He returned to the keyboard to compose his first piano sonatas in almost a decade: the works of the
late period are commonly held to include the last five piano sonatas and the Diabelli Variations, the last two
sonatas for cello and piano, the late string quartets (see below), and two works for very large forces: the Missa
Solemnis and the Ninth Symphony.
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A modern medallion bearing the face of Beethoven

By early 1818 Beethoven’s health had improved, and his nephew moved in with him in January. On the downside,
his hearing had deteriorated to the point that conversation became difficult, necessitating the use of conversation
books. His household management had also improved somewhat; Nanette Streicher, who had assisted in his
care during his illness, continued to provide some support, and he finally found a skilled cook. His musical output
in 1818 was still somewhat reduced, but included song collections and the “Hammerklavier” Sonata, as well as
sketches for two symphonies that eventually coalesced into the epic Ninth. In 1819 he was again preoccupied by
the legal processes around Karl, and began work on the Diabelli Variations and the Missa Solemnis.

For the next few years he continued to work on the Missa, composing piano sonatas and bagatelles to satisfy the
demands of publishers and the need for income, and completing the Diabelli Variations. He was ill again for an
extended time in 1821, and completed the Missa in 1823, three years after its original due date. He also opened
discussions with his publishers over the possibility of producing a complete edition of his work, an idea that was
arguably not fully realised until 1971. Beethoven’s brother Johann began to take a hand in his business affairs,
much in the way Carl had earlier, locating older unpublished works to offer for publication and offering the Missa
to multiple publishers with the goal of getting a higher price for it.

Two commissions in 1822 improved Beethoven’s financial prospects. The Philharmonic Society of London offered
a commission for a symphony, and Prince Nikolas Golitsin of St. Petersburg offered to pay Beethoven’s price for
three string quartets. The first of these commissions spurred Beethoven to finish the Ninth Symphony, which was
first performed, along with the Missa Solemnis, on 7 May 1824, to great acclaim at the Kärntnertortheater. The
Allgemeine musikalische Zeitung gushed, “inexhaustible genius had shown us a new world,” and Carl Czerny
wrote that his symphony “breathes such a fresh, lively, indeed youthful spirit … so much power, innovation, and
beauty as ever [came] from the head of this original man, although he certainly sometimes led the old wigs to
shake their heads.” Unlike his more lucrative earlier concerts, this did not make Beethoven much money, as the
expenses of mounting it were significantly higher. A second concert on 24 May, in which the producer guaranteed
Beethoven a minimum fee, was poorly attended; nephew Karl noted that “many people [had] already gone into
the country.” It was Beethoven’s last public concert.

Hear the MusicHear the Music

Piano Sonata No. 32 in C minor, Op. 111 (1st movement)

written between 1821 and 1822, during Beethoven’s late period
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Beethoven in 1823 by Ferdinand Georg Waldmüller

Beethoven then turned to writing the string quartets for Golitsin. This series of quartets, known as the “Late
Quartets,” went far beyond what musicians or audiences were ready for at that time. One musician commented
that “we know there is something there, but we do not know what it is.” Composer Louis Spohr called them
“indecipherable, uncorrected horrors.” Opinion has changed considerably from the time of their first bewildered
reception: their forms and ideas inspired musicians and composers including Richard Wagner and Béla Bartók,

and continue to do so. Of the late quartets, Beethoven’s favorite was the Fourteenth Quartet, op. 131 in C♯ minor,
which he rated as his most perfect single work. The last musical wish of Schubert was to hear the Op. 131
quartet, which he did on 14 November 1828, five days before his death.

Beethoven wrote the last quartets amidst failing health. In April 1825 he was bedridden, and remained ill for about
a month. The illness—or more precisely, his recovery from it—is remembered for having given rise to the deeply
felt slow movement of the Fifteenth Quartet, which Beethoven called “Holy song of thanks (‘Heiliger Dankgesang’)
to the divinity, from one made well.” He went on to complete the quartets now numbered Thirteenth, Fourteenth,
and Sixteenth. The last work completed by Beethoven was the substitute final movement of the Thirteenth
Quartet, which replaced the difficult Große Fuge. Shortly thereafter, in December 1826, illness struck again, with
episodes of vomiting and diarrhea that nearly ended his life.

In 1825, his nine symphonies were performed in a cycle for the first time, by the Leipzig Gewandhaus Orchestra

under Johann Philipp Christian Schulz. This was repeated in 1826.
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Illness and death

Beethoven’s grave site, Vienna Zentralfriedhof

Beethoven was bedridden for most of his remaining months, and many friends came to visit. He died on 26 March
1827 at the age of 56 during a thunderstorm. His friend Anselm Hüttenbrenner, who was present at the time, said
that there was a peal of thunder at the moment of death. An autopsy revealed significant liver damage, which may
have been due to heavy alcohol consumption. It also revealed considerable dilation of the auditory and other
related nerves.

Death mask by Josef Danhauser

Beethoven’s funeral procession on 29 March 1827 was attended by an estimated 20,000 Viennese citizens. Franz
Schubert, who died the following year and was buried next to Beethoven, was one of the torchbearers. Beethoven
was buried in a dedicated grave in the Währing cemetery, north-west of Vienna, after a requiem mass at the
church of the Holy Trinity (Dreifaltigkeitskirche). His remains were exhumed for study in 1862, and moved in 1888
to Vienna’s Zentralfriedhof. In 2012, his crypt was checked to see if his teeth had been stolen during a series of
grave robberies of other famous Viennese composers.

There is dispute about the cause of Beethoven’s death: alcoholic cirrhosis, syphilis, infectious hepatitis, lead
poisoning, sarcoidosis and Whipple’s disease have all been proposed. Friends and visitors before and after his
death clipped locks of his hair, some of which have been preserved and subjected to additional analysis, as have
skull fragments removed during the 1862 exhumation. Some of these analyses have led to controversial
assertions that Beethoven was accidentally poisoned to death by excessive doses of lead-based treatments

administered under instruction from his doctor.
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Character

Beethoven’s walk in the nature, Julius Schmid

Beethoven’s personal life was troubled by his encroaching deafness and irritability brought on by chronic
abdominal pain (beginning in his twenties) which led him to contemplate suicide (documented in his Heiligenstadt
Testament). Beethoven was often irascible. It has been suggested he suffered from bipolar
disorder. Nevertheless, he had a close and devoted circle of friends all his life, thought to have been attracted by
his strength of personality. Toward the end of his life, Beethoven’s friends competed in their efforts to help him
cope with his incapacities.

Sources show Beethoven’s disdain for authority, and for social rank. He stopped performing at the piano if the
audience chatted amongst themselves, or afforded him less than their full attention. At soirées, he refused to
perform if suddenly called upon to do so. Eventually, after many confrontations, the Archduke Rudolph decreed
that the usual rules of court etiquette did not apply to Beethoven.

Beethoven was attracted to the ideals of the Enlightenment. In 1804, when Napoleon’s imperial ambitions
became clear, Beethoven took hold of the title page of his Third Symphony and scratched the name Bonaparte
out so violently that he made a hole in the paper. He later changed the work’s title to “Sinfonia Eroica, composta
per festeggiare il sovvenire d’un grand’uom” (“Heroic Symphony, composed to celebrate the memory of a great
man”), and he rededicated it to his patron, Prince Joseph Franz von Lobkowitz, at whose palace it was first
performed.

The fourth movement of his Ninth Symphony features an elaborate choral setting of Schiller’s Ode An die Freude
(“Ode to Joy”), an optimistic hymn championing the brotherhood of humanity.

Music

A bust by Hugo Hagen based upon Beethoven’s life mask
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Beethoven is acknowledged as one of the giants of classical music; he is occasionally referred to as one of the
“three Bs” (along with Bach and Brahms) who epitomise that tradition. He was also a pivotal figure in the transition
from the 18th century musical classicism to 19th century romanticism, and his influence on subsequent
generations of composers was profound. His music features twice on the Voyager Golden Record, a phonograph
record containing a broad sample of the images, common sounds, languages, and music of Earth, sent into outer
space with the two Voyager probes.

Overview

Beethoven composed in several musical genres and for a variety of instrument combinations. His works for
symphony orchestra include nine symphonies (the Ninth Symphony includes a chorus), and about a dozen pieces
of “occasional” music. He wrote seven concerti for one or more soloists and orchestra, as well as four shorter
works that include soloists accompanied by orchestra. His only opera is Fidelio; other vocal works with orchestral
accompaniment include two masses and a number of shorter works.

His large body of compositions for piano includes 32 piano sonatas and numerous shorter pieces, including
arrangements of some of his other works. Works with piano accompaniment include 10 violin sonatas, 5 cello
sonatas, and a sonata for French horn, as well as numerous lieder.

Beethoven also wrote a significant quantity of chamber music. In addition to 16 string quartets, he wrote five
works for string quintet, seven for piano trio, five for string trio, and more than a dozen works for various
combinations of wind instruments.

The Three Periods

Hear the MusicHear the Music

Für Elise
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Beethoven’s compositional career is usually divided into early, middle, and late periods. In this scheme, his early
period is taken to last until about 1802, the middle period from about 1803 to about 1814, and the late period from
about 1815.

In his early period, Beethoven’s work was strongly influenced by his predecessors Haydn and Mozart. He also
explored new directions and gradually expanded the scope and ambition of his work. Some important pieces from
the early period are the first and second symphonies, the set of six string quartets Opus 18, the first two piano
concertos, and the first dozen or so piano sonatas, including the famous Pathétique sonata, Op. 13.

His middle (heroic) period began shortly after Beethoven’s personal crisis brought on by his recognition of
encroaching deafness. It includes large-scale works that express heroism and struggle. Middle-period works
include six symphonies (Nos. 3–8), the last three piano concertos, the Triple Concerto and violin concerto, five
string quartets (Nos. 7–11), several piano sonatas (including the Moonlight, Waldstein and Appassionata
sonatas), the Kreutzer violin sonata and Beethoven’s only opera, Fidelio.
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Beethoven’s late period began around 1815. Works from this period are characterised by their intellectual depth,
their formal innovations, and their intense, highly personal expression. The String Quartet, Op. 131 has seven
linked movements, and the Ninth Symphony adds choral forces to the orchestra in the last movement. Other
compositions from this period include the Missa Solemnis, the last five string quartets (including the massive
Große Fuge) and the last five piano sonatas.

In Popular Culture

Film

Un grand amour de Beethoven was directed in 1937 by Abel Gance. It stars Harry Baur.

Eroica is a 1949 Austrian film depicting the life and works of Beethoven (Ewald Balser). It was entered into the
1949 Cannes Film Festival. The film is directed by Walter Kolm-Veltée, produced by Guido Bagier with Walter
Kolm-Veltée and written by Walter Kolm-Veltée with Franz Tassié.

Ludwig van Beethoven is a 1954 documentary directed by Max Jaap in the GDR that presents the life of
Beethoven. Original documents, letters and photos are combined with highlights of Beethoven’s musical oeuvre.

In 1962, Walt Disney produced a made-for-television, largely fictionalised, life of Beethoven titled The Magnificent
Rebel, starring Karlheinz Böhm as Beethoven. The film was given a two-part premiere on the Walt Disney
anthology television series, and was released to theatres in Europe.

Beethoven – Days in a Life is a 1976 feature film directed by Horst Seemann and produced by the former East
German DEFA Studio for Feature Film. Beethoven is portrayed by Donatas Banionis. The film covers
Beethoven’s life in Vienna between 1813 and 1819.

Neil Munro portrayed Beethoven in the 1992 Canadian television movie Beethoven Lives Upstairs; it won a
Primetime Emmy Award for Outstanding Children’s Program.

Gary Oldman portrayed Beethoven in the 1994 film Immortal Beloved, written and directed by Bernard Rose. The
story follows Beethoven’s secretary and first biographer, Anton Schindler (played by Jeroen Krabbé), as he
attempts to ascertain the true identity of the Unsterbliche Geliebte (Immortal Beloved) addressed in three letters
found in the composer’s private papers after his death.

In 2003 a made-for-television BBC/Opus Arte film Eroica dramatised the 1804 first performance of the Eroica
Symphony at the palace of Prince Lobkowitz. Ian Hart was cast as Beethoven, while Jack Davenport played
Prince Lobkowitz; the Orchestre Révolutionnaire et Romantique conducted by Sir John Eliot Gardiner perform the
Symphony in its entirety during the film.

In a 2005 three-part BBC miniseries, Beethoven was played by Paul Rhys.

A movie entitled Copying Beethoven was released in 2006, starring Ed Harris as Beethoven. This film is a
fictionalised account of Beethoven’s production of his Ninth Symphony.
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Legacy

German stamp on the occasion of the opening of the Beethovenhalle in Bonn, 1959

The Beethoven Monument, Bonn, was unveiled in August 1845, in honour of his 75th anniversary. It was the first
statue of a composer created in Germany, and the music festival that accompanied the unveiling was the impetus
for the very hasty construction of the original Beethovenhalle in Bonn (it was designed and built within less than a
month, on the urging of Franz Liszt). A statue to Mozart had been unveiled in Salzburg, Austria in 1842. Vienna
did not honour Beethoven with a statue until 1880. His is the only name inscribed on one of the plaques that trim
Symphony Hall, Boston; the others were left empty because it was felt that only Beethovens’ popularity would
endure.

There is a museum, the Beethoven House, the place of his birth, in central Bonn. The same city has hosted a
musical festival, the Beethovenfest (de), since 1845. The festival was initially irregular but has been organized
annually since 2007.

The third largest crater on Mercury is named in his honor, as is the main-belt asteroid 1815 Beethoven.
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BEETHOVEN: SYMPHONY NO. 3

Sinfonia Eroica (1804): The title page shows Beethoven’s erasure of his dedication of the work to Napoleon
Bonaparte.

Symphony No. 3Symphony No. 3

Symphony No. 3 in E-flat majorSymphony No. 3 in E-flat major, Opus 55 (also Italian Sinfonia Eroica, Heroic Symphony) is a structurally
rigorous composition of great emotional depth, which marked the beginning of the creative middle-period of
the composer Ludwig van Beethoven.

Beethoven began composing the third symphony soon after Symphony No. 2 in D major, Opus 36; he
completed the composition in early 1804, and the first public performance of Symphony No. 3 was on 7 April
1805 in Vienna.

Instrumentation

Ludwig van Beethoven in the 1803/04 period, in which he composed Symphony No. 3
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Symphony No. 3 is scored for two flutes, two oboes, two clarinets in B-flat, two bassoons, three horns (the 1st in
E-flat, C, and F; the 2nd in E-flat and C; and the 3rd in E-flat), two trumpets in E-flat and C, timpani in E-flat and
B-flat (in the 1st, 3rd, and 4th movements) and in C and G (in the 2nd movement), and strings.

Form

The work is in four movements:

1. Allegro con brio (12 – 18 min.)
2. Marcia funebre: Adagio assai in C minor (14 – 18 min.)
3. Scherzo: Allegro vivace (5 – 6 min.)
4. Finale: Allegro molto (10 – 14 min.)

Depending upon the conductor’s style, the performance time is between forty-one and fifty-six minutes.

First movement: Allegro con brio

Main theme of the first movement

The first movement, in 3/4 time, is in sonata form. The movement opens with two large E-flat major chords,
played by the whole orchestra, thus firmly establishing the tonality of the movement. The first theme is introduced

by the cellos, and, by the fifth bar of the melody, a chromatic note (C♯) is introduced, thus establishing the
harmonic tension of the composition. The melody is finished by the first violins, with a syncopated series of Gs

(which forms a tritone with C♯ of the cellos). After the first theme is played, by the various instruments, the
movement transits to a calmer, second theme that leads to the development section.

Like the rest of the movement, the development is characterized by remarkable harmonic and rhythmic tension,
from dissonant chords and long passages of syncopated rhythm. Most remarkable, Beethoven introduces a new
theme in the development section, thus breaking with the tradition of classical composition – that the development
section works only with existing material.

Thematically, the development section leads back to the recapitulation; notably, the horns appear to come in early
with the tonic melody, while the strings continue playing the dominant chord; and concludes in a long coda that
reintroduces the new theme first presented in the development section; the first movement is between 12 and 18
minutes long.

Hear the MusicHear the Music

I. Allegro con brio (15:12)

II. Marcia funebre: Adagio assai (15:29)

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
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III. Scherzo: Allegro vivace (5:49)

IV. Finale: Allegro molto (11:45)

All files courtesy of Musopen

Problems playing these files? See media help.

Second movement: Marcia Funebre – Adagio assai

The second movement is a funeral march in C minor with a trio in C major, and comprises multiple fugatos.
Musically, the thematic solemnity of the second movement lends it use as a funeral march proper; the movement
is between 14 and 18 minutes long.

Third movement: Allegro vivace

The third movement is a lively scherzo in rapid 3/4 time during which various members of the orchestra play the
theme, which ranges in dynamic from pianissimo to fortissimo. Its trio features hunting calls from the three horns;
it is between 5 and 6 minutes long.

Fourth movement: Allegro molto

The fourth movement is a set of variations on a theme, which Beethoven had used in earlier compositions; as the
finale of the ballet The Creatures of Prometheus, Op. 43 (1801); then as the theme of the Variations and Fugue

for Piano in E♭ major, Op. 35 (1802), also called the Eroica Variations.

any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
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download the clip or download a
player to play the clip in your
browser.
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The theme of the fourth movement, and its bass line

The subtitle Eroica Variations of Opus 35 derives from its thematic overlap with the fourth movement of this
symphony. In the symphony proper, the thematic variations are structured like the piano variations of Opus 35:
the bass line of the theme first appears and then is subjected to a series of strophic variations that lead to the full
appearance of the theme proper. After a fugal treatment of the main theme the orchestra pauses on the dominant
of the home key, and the theme is further developed in a new section marked Poco Andante. The symphony ends
with a Presto coda which recalls the opening of the fourth movement and ends in a flurry of sforzandos. The
fourth movement is between 10 and 14 minutes long.

Overview

Dedication and premiere performance

Ludwig van Beethoven originally dedicated the third symphony to Napoleon Bonaparte, whom he believed
embodied the democratic and anti-monarchical ideals (Liberty, Equality, Fraternity) of the French Revolution
(1789–1799). In autumn of 1804, Beethoven withdrew his dedication of the third symphony to Napoleon, lest it
cost the composer’s fee paid him by a royal patron; so, Beethoven re-dedicated his third symphony to Prince
Joseph Franz Maximilian Lobkowitz – nonetheless, despite such a bread-and-butter consideration, the politically
idealistic Beethoven titled the work “Buonaparte”. Later, about the composer’s response to Napoleon having
proclaimed himself Emperor of the French (14 May 1804), Beethoven’s secretary, Ferdinand Ries said that:

Bonaparte, First Consul, by
Jean Auguste Dominique
Ingres
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The composer Ferdinand
Ries (1784–1838) friend,
pupil, and secretary to
Ludwig van Beethoven

In writing this symphony, Beethoven had been thinking of Buonaparte, but Buonaparte while he was
First Consul. At that time Beethoven had the highest esteem for him, and compared him to the greatest
consuls of Ancient Rome. Not only I, but many of Beethoven’s closer friends, saw this symphony on his
table, beautifully copied in manuscript, with the word “Buonaparte” inscribed at the very top of the title-
page and “Ludwig van Beethoven” at the very bottom …

I was the first to tell him the news that Buonaparte had declared himself Emperor, whereupon he broke
into a rage and exclaimed, “So he is no more than a common mortal! Now, too, he will tread under foot
all the rights of Man, indulge only his ambition; now he will think himself superior to all men, become a
tyrant!” Beethoven went to the table, seized the top of the title-page, tore it in half and threw it on the
floor. The page had to be recopied, and it was only now that the symphony received the title Sinfonia
eroica.

An extant copy of the score bears two scratched-out, hand-written sub-titles; initially, the Italian phrase Intitolata
Bonaparte (“Titled Bonaparte”), secondly, the German phrase Geschriben auf Bonaparte (“Written for
Bonaparte”), four lines below the Italian sub-title. Three months after retracting his initial Napoleonic dedication of
the symphony, Beethoven informed his music publisher that “The title of the symphony is really Bonaparte“. In
1806, the score was published under the Italian title Sinfonia Eroica … composta per festeggiare il sovvenire di un
grande Uomo (“Heroic Symphony, Composed to celebrate the memory of a great man”).

When informed of the death of Napoleon (5 May 1821), Beethoven said, “I wrote the music for this sad event
seventeen years ago”, referring to the funereal second movement. Composed from the autumn of 1803 until the
spring of 1804, the premiere performance of the third symphony was private – for Beethoven’s royal patron,
Prince Lobkowitz, at the castle Eisenberg (Jezeří) in Bohemia. The first public performance was on 7 April 1805,
at the Theater an der Wien, Vienna; for which concert the announced (theoretical) key for the symphony was Dis
(D-sharp major, 9 sharps).

Horn-solo anecdote

During the initial rehearsal, in the first movement the solo horn entered with the main theme four bars before the
true recapitulation; about which, Beethoven’s secretary, Ferdinand Ries said that:

The first rehearsal of the symphony was terrible, but the hornist did, in fact, come in on cue. I was
standing next to Beethoven and, believing that he had made a wrong entrance, I said, “That damned
hornist! Can’t he count? It sounds frightfully wrong.” I believe I was in danger of getting my ears boxed.
Beethoven did not forgive me for a long time.
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Musical characteristics

The work is a milestone work of classical-style composition; it is twice as long as the symphonies of Joseph
Haydn and Wolfgang Amadeus Mozart – the first movement is almost as long as a typical Classical symphony
(with repetition of the exposition). Thematically, it covers more emotional ground than had Beethoven’s earlier
symphonies, and thus marks the beginning of the Romantic period in classical music.

The second movement especially displays a great emotional range, from the misery of the funeral march theme,
to the relative solace of happier, major-key episodes. The finale displays a similar emotional range, and is given a
thematic importance then unheard of. In earlier symphonies, the finale was a quick and breezy conclusion; here,
the finale is a lengthy set of variations and fugue on a theme from Beethoven’s music for the ballet The Creatures
of Prometheus (1801).

Compositionally, the opening theme of Sinfonia Eroica resembles that of the overture to the comic opera Bastien
und Bastienne (1768), composed by twelve-year-old W. A. Mozart. It was unlikely that Beethoven knew of that
unpublished composition. A possible explanation is that Mozart and Beethoven each coincidentally heard and
learned the theme from elsewhere.

Critical opinion

• In the Treatise on Instrumentation and Orchestration (1844, 1855), Hector Berlioz discussed
Beethoven’s orchestral use and applications of the horn and of the oboe in this symphony.

• In Metamorphosen, Study for 23 Solo Strings (1945), Richard Strauss presents themes similar to the
funeral march of the Sinfonia Eroica; near the conclusion of the Metamorphoses, the bass quotes the
funeral march proper from the Sinfonia Eroica. Academics speculate that Strauss’s sub-title “In
Memoriam” refers to Ludwig van Beethoven.

• The music critic Harold C. Schonberg said that “Musical Vienna was divided on the merits of the Eroica.
Some called it Beethoven’s masterpiece. Others said that the work merely illustrated a striving for
originality that did not come off.” Moreover, included to the same program of the concert featuring the
Sinfonia Eroica, there was the premiere performance of a Symphony in E-flat major by Anton Eberl
(1765–1807), that received better reviews than did Beethoven’s symphony.

• The critic J. W. N. Sullivan said that the first movement expresses Beethoven’s courage in confronting
deafness; the second movement, slow and dirge-like, communicates his despair; the third movement,
the scherzo, is an “indomitable uprising of creative energy”; and the fourth movement is an exuberant

outpouring of energy.[this quote needs a citation]

• In the article, “Beethoven’s Cry of Freedom” (2003), the Marxist critic Gareth Jenkins said that in the
Sinfonia Eroica “Beethoven was doing for music what Napoleon was doing for society – turning tradition
upside down”, and so embodied the “sense of human potential and freedom” that first appeared during
the French Revolution.

• In the recording Eroica (1953) and in the book The Infinite Variety of Music (1966), the conductor and
composer Leonard Bernstein said that the first and second movements are “perhaps the greatest two
movements in all symphonic music”.

Funeral music

Since the 19th century, the adagio assai second movement is a common marcia funebre played at a funeral, a
memorial service, and a commemoration.

• In 1847, the symphony’s second movement was played at the funeral of the German composer Felix
Mendelssohn.

• In 1945, Serge Koussevitzky performed the second movement to mourn the death of the US President
Franklin D. Roosevelt.

• In 1957, Bruno Walter performed the entire symphony as the memorial concert for the conductor Arturo
Toscanini.

• In 1963, the Boston Symphony Orchestra gave an impromptu performance of the second movement of
the Eroica symphony to mourn the assassinated US President John F. Kennedy.

• In 1972, the Munich Philharmonic under Rudolf Kempe played the second movement at the funeral of
the eleven Israeli athletes killed in the Munich massacre that occurred at the 1972 Summer Olympics.
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Cinema

In 2003 a Simon Cellan Jones-directed BBC/Opus Arte made-for-television film, Eroica, was released, with Ian
Hart as Beethoven. The Orchestre Révolutionnaire et Romantique, conducted by Sir John Eliot Gardiner,
performed the Eroica symphony in its entirety. The subject of the film is the private 1804 premiere of the work at
the palace of Prince Lobkowitz (Jack Davenport). The film is based in part on Ferdinand Ries’ recollections of the
event. In the film Beethoven does not learn that Napoleon has crowned himself Emperor of France until after the
performance of the symphony is over – while having dinner with Ferdinand Ries. Rather than tearing up the title
page of the symphony, he simply crumples it up.

In 1994, portions of the Eroica were used in the biographical film, Immortal Beloved, starring Gary Oldman as
Beethoven. Written and directed by Bernard Rose, the film’s score uses various works of Beethoven that were
selected by the film’s music director, Sir Georg Solti.

In the Alfred Hitchcock film Psycho, Lila Crane finds a phonograph record of the Eroica on the record player in
Norman Bates’ bedroom.

In the film Ocean’s Twelve, the Eroica is played during the attempted Amsterdam robbery.

In the 1983 Walt Disney movie Something Wicked This Way Comes (an adaptation of the Ray Bradbury novel by
the same name), the funeral march from Eroica is played during the carnival troupe’s search for Will and Jim.

At the end of the 1939 comedy Naughty but Nice, the judge in a plagiarism case proudly hums a tune he wrote at
college, which the defendant identifies as from the Eroica.
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The coversheet to Beethoven’s 5th Symphony. The dedication to Prince J. F. M. Lobkowitz and Count
Rasumovsky is visible.

Symphony No. 5 in C minorSymphony No. 5 in C minor

The Symphony No. 5 in C minorSymphony No. 5 in C minor of Ludwig van Beethoven, Op. 67, was written 1804–1808. It is one of the
best-known compositions in classical music, and one of the most frequently played symphonies. First
performed in Vienna’s Theater an der Wien in 1808, the work achieved its prodigious reputation soon
afterward. E. T. A. Hoffmann described the symphony as “one of the most important works of the time”.

It begins by stating a distinctive four-note “short-short-short-long” motif twice:

The symphony, and the four-note opening motif in particular, are known worldwide, with the motif appearing
frequently in popular culture, from disco to rock and roll, to appearances in film and television.

Since the Second World War it has sometimes been referred to as the “Victory Symphony”. “V” is the Roman
character for the number five; the phrase “V for Victory” became well known as a campaign of the Allies of
World War II. That Beethoven’s Victory Symphony happened to be his Fifth (or vice versa) is co-incidence.
Some thirty years after this piece was written, the rhythm of the opening phrase – “dit-dit-dit-dah” – was used
for the letter “V” in Morse Code, though this is probably also coincidental.

The BBC, during World War Two, prefaced its broadcasts to Europe with those four notes, played on drums.
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History

Development

Beethoven in 1804, the year he began work on the Fifth Symphony. Detail of a portrait by W. J. Mähler

The Fifth Symphony had a long gestation. The first sketches date from 1804 following the completion of the Third
Symphony. However, Beethoven repeatedly interrupted his work on the Fifth to prepare other compositions,
including the first version of Fidelio, the Appassionata piano sonata, the three Razumovsky string quartets, the
Violin Concerto, the Fourth Piano Concerto, the Fourth Symphony, and the Mass in C. The final preparation of the
Fifth Symphony, which took place in 1807–1808, was carried out in parallel with the Sixth Symphony, which
premiered at the same concert.

Beethoven was in his mid-thirties during this time; his personal life was troubled by increasing deafness. In the
world at large, the period was marked by the Napoleonic Wars, political turmoil in Austria, and the occupation of
Vienna by Napoleon’s troops in 1805.

Premiere

The Fifth Symphony was premiered on 22 December 1808 at a mammoth concert at the Theater an der Wien in
Vienna consisting entirely of Beethoven premieres, and directed by Beethoven himself. The concert lasted for
more than four hours. The two symphonies appeared on the program in reverse order: the Sixth was played first,
and the Fifth appeared in the second half. The program was as follows:

1. The Sixth Symphony
2. Aria: “Ah, perfido”, Op. 65
3. The Gloria movement of the Mass in C major
4. The Fourth Piano Concerto (played by Beethoven himself)
5. (Intermission)
6. The Fifth Symphony
7. The Sanctus and Benedictus movements of the C major Mass
8. A solo piano improvisation played by Beethoven
9. The Choral Fantasy
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The Theater an der Wien as it appeared in the early 19th century

Beethoven dedicated the Fifth Symphony to two of his patrons, Prince Franz Joseph von Lobkowitz and Count
Razumovsky. The dedication appeared in the first printed edition of April 1809.

Reception and influence

There was little critical response to the premiere performance, which took place under adverse conditions. The
orchestra did not play well—with only one rehearsal before the concert—and at one point, following a mistake by
one of the performers in the Choral Fantasy, Beethoven had to stop the music and start again. The auditorium
was extremely cold and the audience was exhausted by the length of the program. However, a year and a half
later, publication of the score resulted in a rapturous unsigned review (actually by E. T. A. Hoffmann) in the
Allgemeine musikalische Zeitung. He described the music with dramatic imagery:

Radiant beams shoot through this region’s deep night, and we become aware of gigantic shadows
which, rocking back and forth, close in on us and destroy everything within us except the pain of
endless longing—a longing in which every pleasure that rose up in jubilant tones sinks and succumbs,
and only through this pain, which, while consuming but not destroying love, hope, and joy, tries to burst
our breasts with full-voiced harmonies of all the passions, we live on and are captivated beholders of
the spirits.

Apart from the extravagant praise, Hoffmann devoted far the largest part of his review to a detailed analysis of the
symphony, in order to show his readers the devices Beethoven used to arouse particular affects in the listener. In
an essay titled “Beethoven’s Instrumental Music”, compiled from this 1810 review and another one from 1813 on
the op. 70 string trios, published in three instalments in December 1813, E.T.A. Hoffmann further praised the
“indescribably profound, magnificent symphony in C minor”:

How this wonderful composition, in a climax that climbs on and on, leads the listener imperiously
forward into the spirit world of the infinite!… No doubt the whole rushes like an ingenious rhapsody past
many a man, but the soul of each thoughtful listener is assuredly stirred, deeply and intimately, by a
feeling that is none other than that unutterable portentous longing, and until the final chord—indeed,
even in the moments that follow it—he will be powerless to step out of that wondrous spirit realm where
grief and joy embrace him in the form of sound….

The symphony soon acquired its status as a central item in the repertoire. It was played in the inaugural concerts
of the New York Philharmonic on 7 December 1842, and the [US] National Symphony Orchestra on 2 November
1931. It was first recorded by the Odeon Orchestra under Friedrich Kark in 1910. The First Movement (as
performed by the Philharmonia Orchestra) was featured on the Voyager Golden Record, a phonograph record
containing a broad sample of the images, common sounds, languages, and music of Earth, sent into outer space
with the two Voyager probes. Groundbreaking in terms of both its technical and its emotional impact, the Fifth has
had a large influence on composers and music critics, and inspired work by such composers as Brahms,
Tchaikovsky (his 4th Symphony in particular), Bruckner, Mahler, and Berlioz.
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Instrumentation

The symphony is scored for piccolo (fourth movement only), two flutes, two oboes, two clarinets in B flat and C,
two bassoons, contrabassoon or double bassoon (fourth movement only), two horns in E flat and C, two trumpets,
three trombones (alto, tenor, and bass, fourth movement only), timpani (in G-C) and strings.

Form

A typical performance usually lasts around 30–40 minutes. The work is in four movements:

First movement: Allegro con brio

Hear the MusicHear the Music

First movement

First movement: Allegro con brio

Performed by the Skidmore College Orchestra. Music courtesy of Musopen

First movement: Allegro con brio

Performed by the Fulda Symphony

Problems playing these files? See media help.

The first movement opens with the four-note motif discussed above, one of the most famous in Western music.
There is considerable debate among conductors as to the manner of playing the four opening bars. Some
conductors take it in strict allegro tempo; others take the liberty of a weighty treatment, playing the motif in a much
slower and more stately tempo; yet others take the motif molto ritardando (a pronounced slowing through each
four-note phrase), arguing that the fermata over the fourth note justifies this. Some critics and musicians consider
it crucial to convey the spirit of [pause]and-two-and one, as written, and consider the more common one-two-
three-four to be misleading. To wit:

About the “ta-ta-ta-Taaa”: Beethoven begins with eight notes. They rhyme, four plus four, and each
group of four consists of three quick notes plus one that is lower and much longer (in fact unmeasured).
The space between the two rhyming groups is minimal, about one-seventh of a second if we go by
Beethoven’s metronome mark; moreover, Beethoven clarifies the shape by lengthening the second of
the long notes. This lengthening, which was an afterthought, is tantamount to writing a stronger
punctuation mark. As the music progresses, we can hear in the melody of the second theme, for
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example (or later, in the pairs of antiphonal chords of woodwinds and strings), that the constantly
invoked connection between the two four-note units is crucial to the movement. … The source of
Beethoven’s unparalleled energy here is in his writing long sentences and broad paragraphs whose
surfaces are articulated with exciting activity. Indeed, we discover soon enough that the double “ta-ta-
ta-Taaa” is an open-ended beginning, not a closed and self-sufficient unit (Misunderstanding of this
opening was nurtured by a nineteenth-century performance tradition in which the first five measures
were read as a slow, portentous exordium, the main tempo being attacked only after the second hold.)
What makes this opening so dramatic is the violence of the contrast between the urgency in the eighth
notes and the ominous freezing of motion in the unmeasured long notes. The music starts with a wild
outburst of energy but immediately crashes into a wall. Seconds later, Beethoven jolts us with another
such sudden halt. The music draws up to a half-cadence on a G-major chord, short and crisp in the
whole orchestra, except for the first violins, who hang on to their high C for an unmeasured length of
time. Forward motion resumes with a relentless pounding of eighth notes.

The first movement is in the traditional sonata form that Beethoven inherited from his classical predecessors,
Haydn and Mozart (in which the main ideas that are introduced in the first few pages undergo elaborate
development through many keys, with a dramatic return to the opening section—the recapitulation—about three-
quarters of the way through). It starts out with two dramatic fortissimo phrases, the famous motif, commanding the
listener’s attention. Following the first four bars, Beethoven uses imitations and sequences to expand the theme,
these pithy imitations tumbling over each other with such rhythmic regularity that they appear to form a single,
flowing melody. Shortly after, a very short fortissimo bridge, played by the horns, takes place before a second
theme is introduced. This second theme is in E flat major, the relative major, and it is more lyrical, written piano
and featuring the four-note motif in the string accompaniment. The codetta is again based on the four-note motif.
The development section follows, including the bridge. During the recapitulation, there is a brief solo passage for
oboe in quasi-improvisatory style, and the movement ends with a massive coda.

Second movement: Andante con moto

Hear the MusicHear the Music

Second movement

Second movement: Andante con moto

Performed by the Skidmore College Orchestra. Music courtesy of Musopen

Second movement: Andante con moto

Performed by the Fulda Symphony

Problems playing these files? See media help.
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The second movement, in A flat major, is a lyrical work in double variation form, which means that two themes are
presented and varied in alternation. Following the variations there is a long coda.

The movement opens with an announcement of its theme, a melody in unison by violas and cellos, with
accompaniment by the double basses. A second theme soon follows, with a harmony provided by clarinets,
bassoons, and violins, with a triplet arpeggio in the violas and bass. A variation of the first theme reasserts itself.
This is followed up by a third theme, thirty-second notes in the violas and cellos with a counterphrase running in
the flute, oboe, and bassoon. Following an interlude, the whole orchestra participates in a fortissimo, leading to a
series of crescendos and a coda to close the movement.

Third movement: Scherzo. Allegro

Hear the MusicHear the Music

Third movement

Third movement: Scherzo. Allegro

Performed by the Skidmore College Orchestra. Music courtesy of Musopen

Third movement: Scherzo. Allegro

Performed by the Fulda Symphony

Problems playing these files? See media help.

The third movement is in ternary form, consisting of a scherzo and trio. It follows the traditional mold of Classical-
era symphonic third movements, containing in sequence the main scherzo, a contrasting trio section, a return of
the scherzo, and a coda. However, while the usual Classical symphonies employed a minuet and trio as their third
movement, Beethoven chose to use the newer scherzo and trio form.

The movement returns to the opening key of C minor and begins with the following theme, played by the cellos
and double basses:

The opening theme is answered by a contrasting theme played by the winds, and this sequence is repeated.
Then the horns loudly announce the main theme of the movement, and the music proceeds from there.
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The trio section is in C major and is written in a contrapuntal texture. When the scherzo returns for the final time, it
is performed by the strings pizzicato and very quietly.

“The scherzo offers contrasts that are somewhat similar to those of the slow movement in that they derive from
extreme difference in character between scherzo and trio … The Scherzo then contrasts this figure with the
famous ‘motto’ (3 + 1) from the first movement, which gradually takes command of the whole movement.”

The third movement is also notable for its transition to the fourth movement, widely considered one of the greatest
musical transitions of all time.

Fourth movement: Allegro

Hear the MusicHear the Music

Fourth movement

Fourth movement: Allegro

Performed by the Skidmore College Orchestra. Music courtesy of Musopen

Fourth movement: Allegro

Performed by the Fulda Symphony

Problems playing these files? See media help.

The fourth movement begins without pause from the transition. The music resounds in C major, an unusual
choice by the composer as a symphony that begins in C minor is expected to finish in that key. In Beethoven’s
words:

Many assert that every minor piece must end in the minor. Nego! …Joy follows sorrow, sunshine—rain.

The triumphant and exhilarating finale is written in an unusual variant of sonata form: at the end of the
development section, the music halts on a dominant cadence, played fortissimo, and the music continues after a
pause with a quiet reprise of the “horn theme” of the scherzo movement. The recapitulation is then introduced by
a crescendo coming out of the last bars of the interpolated scherzo section, just as the same music was
introduced at the opening of the movement. The interruption of the finale with material from the third “dance”
movement was pioneered by Haydn, who had done the same in his Symphony No. 46 in B, from 1772. It is not
known whether Beethoven was familiar with this work.
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The Fifth Symphony finale includes a very long coda, in which the main themes of the movement are played in
temporally compressed form. Towards the end the tempo is increased to presto. The symphony ends with 29 bars
of C major chords, played fortissimo. In The Classical Style, Charles Rosen suggests that this ending reflects
Beethoven’s sense of Classical proportions: the “unbelievably long” pure C major cadence is needed “to ground
the extreme tension of [this] immense work.”

It was shown recently that this long chord sequence was a pattern that Beethoven borrowed from the Italian
composer Luigi Cherubini, whom Beethoven “esteemed the most” among his contemporary musicians. Spending
much of his life in France, Cherubini employed this pattern consistently to close his overtures, which Beethoven
knew well. The ending of his famous symphony repeats almost note by note and pause by pause the conclusion
of Cherubini’s overture to his opera Eliza, composed in 1794 and presented in Vienna in 1803.

Influences

The 19th century musicologist Gustav Nottebohm first pointed out that the third movement’s theme has the same
sequence of intervals as the opening theme of the final movement of Mozart’s famous Symphony No. 40 in G
minor, K. 550. Here is Mozart’s theme:

While such resemblances sometimes occur by accident, this is unlikely to be so in the present case. Nottebohm
discovered the resemblance when he examined a sketchbook used by Beethoven in composing the Fifth
Symphony: here, 29 measures of Mozart’s finale appear, copied out by Beethoven.

Lore

Much has been written about the Fifth Symphony in books, scholarly articles, and program notes for live and
recorded performances. This section summarizes some themes that commonly appear in this material.

Fate motif

The initial motif of the symphony has sometimes been credited with symbolic significance as a representation of
Fate knocking at the door. This idea comes from Beethoven’s secretary and factotum Anton Schindler, who wrote,
many years after Beethoven’s death:

The composer himself provided the key to these depths when one day, in this author’s presence, he
pointed to the beginning of the first movement and expressed in these words the fundamental idea of
his work: “Thus Fate knocks at the door!”

Schindler’s testimony concerning any point of Beethoven’s life is disparaged by experts (he is believed to have
forged entries in Beethoven’s conversation books). Moreover, it is often commented that Schindler offered a
highly romanticized view of the composer.

There is another tale concerning the same motif; the version given here is from Antony Hopkins’ description of the
symphony. Carl Czerny (Beethoven’s pupil, who premiered the “Emperor” Concerto in Vienna) claimed that “the
little pattern of notes had come to [Beethoven] from a yellow-hammer’s song, heard as he walked in the Prater-
park in Vienna.” Hopkins further remarks that “given the choice between a yellow-hammer and Fate-at-the-door,
the public has preferred the more dramatic myth, though Czerny’s account is too unlikely to have been invented.”

In his Omnibus television lecture series in 1954, Leonard Bernstein has likened the Fate Motif to the four note
coda common to classical symphonies. These notes would terminate the classical symphony as a musical coda,
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but for Beethoven they become a motif repeating throughout the work for a very different and dramatic effect, he
says.

Evaluations of these interpretations tend to be skeptical. “The popular legend that Beethoven intended this grand
exordium of the symphony to suggest ‘Fate Knocking at the gate’ is apocryphal; Beethoven’s pupil, Ferdinand
Ries, was really author of this would-be poetic exegesis, which Beethoven received very sarcastically when Ries
imparted it to him.” Elizabeth Schwarm Glesner remarks that “Beethoven had been known to say nearly anything
to relieve himself of questioning pests”; this might be taken to impugn both tales.

Beethoven’s choice of key

The key of the Fifth Symphony, C minor, is commonly regarded as a special key for Beethoven, specifically a
“stormy, heroic tonality”. Beethoven wrote a number of works in C minor whose character is broadly similar to that
of the Fifth Symphony. Writer Charles Rosen says,

Beethoven in C minor has come to symbolize his artistic character. In every case, it reveals Beethoven
as Hero. C minor does not show Beethoven at his most subtle, but it does give him to us in his most
extroverted form, where he seems to be most impatient of any compromise.

Repetition of the opening motif throughout the symphony

It is commonly asserted that the opening four-note rhythmic motif (short-short-short-long; see above) is repeated
throughout the symphony, unifying it. “It is a rhythmic pattern (dit-dit-dit-dot*) that makes its appearance in each of
the other three movements and thus contributes to the overall unity of the symphony” (Doug Briscoe); “a single
motif that unifies the entire work” (Peter Gutmann); “the key motif of the entire symphony”; “the rhythm of the
famous opening figure … recurs at crucial points in later movements” (Richard Bratby). The New Grove
encyclopedia cautiously endorses this view, reporting that “[t]he famous opening motif is to be heard in almost
every bar of the first movement—and, allowing for modifications, in the other movements.”

There are several passages in the symphony that have led to this view. For instance, in the third movement the
horns play the following solo in which the short-short-short-long pattern occurs repeatedly:

In the second movement (at measure 76), an accompanying line plays a similar rhythm:

In the finale, Doug Briscoe (cited above) suggests that the motif may be heard in the piccolo part, presumably
meaning the following passage:
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Later, in the coda of the finale, the bass instruments repeatedly play the following:

On the other hand, some commentators are unimpressed with these resemblances and consider them to be
accidental. Antony Hopkins, discussing the theme in the scherzo, says “no musician with an ounce of feeling
could confuse [the two rhythms]”, explaining that the scherzo rhythm begins on a strong musical beat whereas the
first-movement theme begins on a weak one. Donald Francis Tovey pours scorn on the idea that a rhythmic motif
unifies the symphony: “This profound discovery was supposed to reveal an unsuspected unity in the work, but it
does not seem to have been carried far enough.” Applied consistently, he continues, the same approach would
lead to the conclusion that many other works by Beethoven are also “unified” with this symphony, as the motif
appears in the “Appassionata” piano sonata, the Fourth Piano Concerto, and in the String Quartet, Op. 74. Tovey
concludes, “the simple truth is that Beethoven could not do without just such purely rhythmic figures at this stage
of his art.”

To Tovey’s objection can be added the prominence of the short-short-short-long rhythmic figure in earlier works
by Beethoven’s older Classical contemporaries Haydn and Mozart. To give just two examples, it is found in
Haydn’s “Miracle” Symphony, No. 96) and in Mozart’s Piano Concerto No. 25, K. 503. Such examples show that
“short-short-short-long” rhythms were a regular part of the musical language of the composers of Beethoven’s
day.

It seems likely that whether or not Beethoven deliberately, or unconsciously, wove a single rhythmic motif through
the Fifth Symphony will (in Hopkins’s words) “remain eternally open to debate.”

Use of La Folia

Hear the MusicHear the Music
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Folia is a dance form with a distinctive rhythm and harmony, which was used by many composers from the
Renaissance well into the 19th and even 20th century, often in the context of a theme and variations. It was
used by Beethoven in his Fifth Symphony in the harmony midway through the slow movement (bar
166–177). Although some recent sources mention that the fragment of the Folia theme in Beethoven’s
symphony was detected only in the 90s of the last century, Reed J. Hoyt analyzed some Folia-aspects in the
oeuvre of Beethoven already in 1982 in his “Letter to the Editor”, in the journal College Music Symposium 21,
where he draws attention to the existence of complex archetypal patterns and their relationship.

Trombones and piccolos

While it is commonly stated that the last movement of Beethoven’s Fifth is the first time the trombone and the
piccolo were used in a concert symphony, it is not true. The Swedish composer Joachim Nicolas Eggert
specified trombones for his Symphony in E-flat major written in 1807, and examples of earlier symphonies
with a part for piccolo abound, including Michael Haydn’s Symphony No. 19 in C major, composed in August
1773.

Textual questions

Third movement repeat

In the autograph score (that is, the original version from Beethoven’s hand), the third movement contains a
repeat mark: when the scherzo and trio sections have both been played through, the performers are directed
to return to the very beginning and play these two sections again. Then comes a third rendering of the
scherzo, this time notated differently for pizzicato strings and transitioning directly to the finale (see description
above). Most modern printed editions of the score do not render this repeat mark; and indeed most
performances of the symphony render the movement as ABA’ (where A = scherzo, B = trio, and A’ = modified
scherzo), in contrast to the ABABA’ of the autograph score.

The repeat mark in the autograph is unlikely to be simply an error on the composer’s part. The ABABA’
scheme for scherzi appears elsewhere in Beethoven, in the Bagatelle for solo piano, Op. 33, No. 7 (1802),
and in the Fourth, Sixth, and Seventh Symphonies. However, it is possible that for the Fifth Symphony,
Beethoven originally preferred ABABA’, but changed his mind in the course of publication in favor of ABA’.

Since Beethoven’s day, published editions of the symphony have always printed ABA’. However, in 1978 an
edition specifying ABABA’ was prepared by Peter Gülke and published by Peters. In 1999, yet another edition
by Jonathan Del Mar was published by Bärenreiter which advocates a return to ABA’. In the accompanying
book of commentary, Del Mar defends in depth the view that ABA’ represents Beethoven’s final intention; in
other words, that conventional wisdom was right all along.

In concert performances, ABA’ prevailed until fairly recent times. However, since the appearance of the Gülke
edition conductors have felt more free to exercise their own choice. The conductor Caroline Brown, in notes to
her recorded ABABA’ performance with the Hanover Band (Nimbus Records, #5007), writes:

Re-establishing the repeat certainly alters the structural emphasis normally apparent in this
Symphony. It makes the scherzo less of a transitional make-weight, and, by allowing the listener
more time to become involved with the main thematic motif of the scherzo, the side-ways step into
the bridge passage leading to the finale seems all the more unexpected and extraordinary in its
intensity.

Performances with ABABA’ seem to be particularly favored by conductors who specialize in authentic
performance (that is, using instruments of the kind employed in Beethoven’s day). These include Brown, as

Beethoven Symphony No. 5
Movement 2, La Folia Variation
(measures 166–176)
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well as Christopher Hogwood, John Eliot Gardiner, and Nikolaus Harnoncourt. ABABA’ performances on
modern instruments have also been recorded by the New Philharmonia Orchestra under Pierre Boulez, the
Tonhalle Orchester Zurich under David Zinman, and the Berlin Philharmonic Orchestra under Claudio
Abbado.

Reassigning bassoon notes to the horns

In the first movement, the passage that introduces the second subject of the exposition is assigned by
Beethoven as a solo to the pair of horns.

At this location, the theme is played in the key of E flat major. When the same theme is repeated later on in
the recapitulation section, it is given in the key of C major. Antony Hopkins wrote, “this … presented a problem
to Beethoven, for the horns [of his day], severely limited in the notes they could actually play before the
invention of valves, were unable to play the phrase in the ‘new’ key of C major—at least not without stopping
the bell with the hand and thus muffling the tone. Beethoven therefore had to give the theme to a pair of
bassoons, who, high in their compass, were bound to seem a less than adequate substitute. In modern
performances the heroic implications of the original thought are regarded as more worthy of preservation than
the secondary matter of scoring; the phrase is invariably played by horns, to whose mechanical abilities it can
now safely be trusted.”

In fact, even before Hopkins wrote this passage (1981), some conductors had experimented with preserving
Beethoven’s original scoring for bassoons. This can be heard on many performances including those
conducted by Caroline Brown mentioned in the preceding section as well as in a recent recording by Simon
Rattle with the Vienna Philharmonic. Although horns capable of playing the passage in C major were
developed not long after the premiere of the Fifth Symphony (according to this source, 1814), it is not known
whether Beethoven would have wanted to substitute modern horns, or keep the bassoons, in the crucial
passage.

There are strong arguments in favor of keeping the original scoring even when modern valve horns are
available. The structure of the movement posits a programatic alteration of light and darkness, represented by
major and minor. Within this framework, the topically heroic transitional theme dispels the darkness of the
minor first theme group and ushers in the major second theme group. However, in the development section,
Beethoven systematically fragments and dismembers this heroic theme in bars 180–210. Thus he may have
rescored its return in the recapitulation for a weaker sound to foreshadow the essential expositional closure in
minor. Moreover, the horns used in the fourth movement are natural horns in C, which can easily play this
passage. If the instruments were on stage, Beethoven could perhaps have written “muta in c” in the first
movement, similar to his “muta in f” instruction in measure 412 of the first movement of Symphony No. 3.
However, the horns (in E flat) are playing immediately prior to this, so such a change would be rendered
difficult if not impossible due to lack of time.

Editions

• The edition by Jonathan Del Mar mentioned above was published as follows: Ludwig van Beethoven.
Symphonies 1–9. Urtext. Kassel: Bärenreiter, 1996–2000, ISMN M-006-50054-3.

• An inexpensive version of the score has been issued by Dover Publications. This is a 1989 reprint of
an old edition (Braunschweig: Henry Litolff, no date). Reference:
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Adaptations

The Fifth has been adapted many times to other genres. Examples include:

• Arranged for piano solo by Franz Liszt
• Electric Light Orchestra’s version of “Roll Over Beethoven” incorporates the motif and elements from

the first movement into a classic rock and roll song by Chuck Berry[citation needed]

• “A Fifth of Beethoven”, a 1977 disco adaptation by Walter Murphy. Murphy’s disco adaptation was
itself the basis for Robin Thicke’s first commercial success, called “When I Get You Alone” in

2002.[citation needed]

• Fantasia 2000 features a shortened version of the first movement as its first segment.
• Wolfgang’s 5th Symphony by Wolfgang Gartner, an Electro House adaptation.
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Scores

• Symphony No. 5: Free scores at the International Music Score Library Project
• Symphony No. 5 is available in PDF format created from MuseData.
• Mutopia project has a piano reduction score of Beethoven’s 5th Symphony
• Public domain sheet music both typset and scanned on Cantorion.org
• Full Score of Beethoven’s Fifth Symphony from Indiana University

BEETHOVEN: SYMPHONY NO 5 (FIRST
MOVEMENT) VIDEO

Watch this video online: https://youtu.be/kPpnK8L-G_o
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ROMANTIC PERIOD

ROMANTIC MUSIC

Romantic MusicRomantic Music

Romantic musicRomantic music is a term denoting an era of Western classical music that began in the late 18th or early 19th
century. It was related to Romanticism, the European artistic and literary movement that arose in the second
half of the 18th century, and Romantic music in particular dominated the Romantic movement in Germany.
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Background

Wanderer Above the Sea of Fog, by Caspar David Friedrich is an example of Romantic painting.

Romanticism

The Romantic movement was an artistic, literary, and intellectual movement that originated in the second half of
the 18th century in Europe and strengthened in reaction to the Industrial Revolution (Encyclopædia Britannica
n.d.). In part, it was a revolt against social and political norms of the Age of Enlightenment and a reaction against
the scientific rationalization of nature (Casey 2008). It was embodied most strongly in the visual arts, music, and

literature, but had a major impact on historiography (Levin 1959,[page needed]), education (Gutek 1995, 220–54),
and natural history (Nichols 2005).

One of the first significant applications of the term to music was in 1789, in the Mémoires by the Frenchman
André Grétry, but it was E.T.A. Hoffmann who really established the principles of musical romanticism, in a
lengthy review of Ludwig van Beethoven’s Fifth Symphony published in 1810, and in an 1813 article on
Beethoven’s instrumental music. In the first of these essays Hoffmann traced the beginnings of musical
Romanticism to the later works of Haydn and Mozart. It was Hoffmann’s fusion of ideas already associated with
the term “Romantic”, used in opposition to the restraint and formality of Classical models, that elevated music,
and especially instrumental music, to a position of pre-eminence in Romanticism as the art most suited to the
expression of emotions. It was also through the writings of Hoffmann and other German authors that brought
German music to the centre of musical Romanticism (Samson 2001).

Traits

Characteristics often attributed to Romanticism, including musical Romanticism, are (Kravitt 1992, 93–94, 107):

• a new preoccupation with and surrender to Nature
• a fascination with the past, particularly the Middle Ages and legends of medieval chivalry
• a turn towards the mystic and supernatural, both religious and merely spooky
• a longing for the infinite
• mysterious connotations of remoteness, the unusual and fabulous, the strange and surprising
• a focus on the nocturnal, the ghostly, the frightful, and terrifying
• fantastic seeing and spiritual experiences
• a new attention given to national identity
• emphasis on extreme subjectivism
• interest in the autobiographical
• discontent with musical formulas and conventions

Such lists, however, proliferated over time, resulting in a “chaos of antithetical phenomena”, criticized for their
superficiality and for signifying so many different things that there came to be no central meaning. The attributes
have also been criticized for being too vague. For example, features of the “ghostly and supernatural” could apply
equally to Mozart’s Don Giovanni from 1787 and Stravinsky’s The Rake’s Progress from 1951 (Kravitt 1992,
93–95).
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Trends of the 19th century

Non-musical influences

Events and changes that happen in society such as ideas, attitudes, discoveries, inventions, and historical events
always affect music. For example, the Industrial Revolution was in full effect by the late 18th century and early
19th century. This event had a very profound effect on music: there were major improvements in the mechanical
valves, and keys that most woodwinds and brass instruments depend on. The new and innovative instruments
could be played with more ease and they were more reliable (Schmidt-Jones & Jones 2004, 3).

Another development that had an effect on music was the rise of the middle class. Composers before this period
lived on the patronage of the aristocracy. Many times their audience was small, composed mostly of the upper
class and individuals who were knowledgeable about music (Schmidt-Jones & Jones 2004, 3). The Romantic
composers, on the other hand, often wrote for public concerts and festivals, with large audiences of paying
customers, who had not necessarily had any music lessons (Schmidt-Jones & Jones 2004, 3). Composers of the
Romantic Era, like Elgar, showed the world that there should be “no segregation of musical tastes” (Young 1967,
525) and that the “purpose was to write music that was to be heard” (Young 1967, 527).

Nationalism

During the Romantic period, music often took on a much more nationalistic purpose. For example, Jean Sibelius’
Finlandia has been interpreted to represent the rising nation of Finland, which would someday gain independence
from Russian control (Child 2006). Frédéric Chopin was one of the first composers to incorporate nationalistic
elements into his compositions . Joseph Machlis states, “Poland’s struggle for freedom from tsarist rule aroused
the national poet in Poland. … Examples of musical nationalism abound in the output of the romantic era. The folk

idiom is prominent in the Mazurkas of Chopin” (Machlis 1963, 149–50).[full citation needed] His mazurkas and
polonaises are particularly notable for their use of nationalistic rhythms. Moreover, “During World War II the Nazis
forbade the playing of … Chopin’s Polonaises in Warsaw because of the powerful symbolism residing in these

works” (Machlis 1963, 150).[full citation needed] Other composers, such as Bedřich Smetana, wrote pieces which
musically described their homelands; in particular, Smetana’s Vltava is a symphonic poem about the Moldau
River in the modern-day Czech Republic and the second in a cycle of six nationalistic symphonic poems
collectively titled Má vlast (My Homeland) (Grunfeld 1974, 112–13). Smetana also composed eight nationalist
operas, all of which remain in the repertory. They established him as the first Czech nationalist composer as well
as the most important Czech opera composer of the generation who came to prominence in the 1860s (Ottlová,
Tyrrell, and Pospíšil 2001).
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NATIONALISM

NationalismNationalism

NationalismNationalism is a belief, creed or political ideology that involves an individual identifying with, or becoming
attached to, one’s nation. Nationalism involves national identity, by contrast with the related construct of
patriotism, which involves the social conditioning and personal behaviors that support a state’s decisions and
actions.

From a political or sociological perspective, there are two main perspectives on the origins and basis of
nationalism. One is the primordialist perspective that describes nationalism as a reflection of the ancient and
perceived evolutionary tendency of humans to organize into distinct groupings based on an affinity of birth.
The other is the modernist perspective that describes nationalism as a recent phenomenon that requires the
structural conditions of modern society in order to exist.

An alternative perspective to both of these lineages comes out of Engaged theory, and argues that while the
form of nationalism is modern, the content and subjective reach of nationalism depends upon ‘primordial’
sentiments.

There are various definitions for what constitutes a nation, however, which leads to several different strands of
nationalism. It can be a belief that citizenship in a state should be limited to one ethnic, cultural, religious, or
identity group, or that multinationality in a single state should necessarily comprise the right to express and
exercise national identity even by minorities. The adoption of national identity in terms of historical
development has commonly been the result of a response by influential groups unsatisfied with traditional
identities due to inconsistency between their defined social order and the experience of that social order by its
members, resulting in a situation of anomie that nationalists seek to resolve. This anomie results in a society
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or societies reinterpreting identity, retaining elements that are deemed acceptable and removing elements
deemed unacceptable, in order to create a unified community. This development may be the result of internal
structural issues or the result of resentment by an existing group or groups towards other communities,
especially foreign powers that are or are deemed to be controlling them.

National flags, national anthems and other symbols of national identity are commonly considered highly
important symbols of the national community.

History

The growth of a national identity was expressed in a variety of symbolic ways, including the adoption of a national
flag. Pictured, a Scottish Union Flag in the 1704 edition of The Present State of the Universe.

In Europe before the development of nationalism, people were generally loyal to a religion or to a particular leader
rather than to their nations.

With the emergence of a national public sphere and an integrated, country-wide economy in 18th century
England, people began to identify with the country at large, rather than the smaller unit of their family, town or
province. The early emergence of a popular patriotic nationalism took place in the mid-18th century, and was
actively promoted by the government and by the writers and intellectuals of the time. National symbols, anthems,
myths, flags and narratives were assiduously constructed and adopted. The Union Flag was adopted as a
national one, the patriotic song Rule, Britannia! was composed by Thomas Arne in 1740, and the cartoonist John
Arbuthnot created the character of John Bull as the personification of the national spirit.

The widespread appeal of patriotic nationalism was massively augmented by the political convulsions of the late
18th century, the American and French Revolutions. Ultra-nationalist parties sprung up in France during the
French Revolution.

The term nationalism was first used by Johann Gottfried Herder the prophet of this new creed. Herder gave
Germans new pride in their origins, and proclaimed a national message within the sphere of language, which he
believed determines national thought and culture. He attached exceptional importance to the concept of
nationality and of patriotism – “he that has lost his patriotic spirit has lost himself and the whole worlds about
himself”, whilst teaching that “in a certain sense every human perfection is national”.

The political development of nationalism and the push for popular sovereignty culminated with the ethnic/national
revolutions of Europe, for instance the Greek War of Independence. Since that time, nationalism has become one
of the most significant political and social forces in history, perhaps most notably as a major influence or postulate
of World War I and especially World War II. Benedict Anderson argued that, “Print language is what invents
nationalism, not a particular language per se”.
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Causes

Two major bodies of thought address the causes of nationalism:

1. the modernist perspective describes nationalism as a recent phenomenon that requires the structural
conditions of modern society in order to exist

2. the primordialist perspective describes nationalism as a reflection of the ancient and perceived
evolutionary tendency of humans to organize into distinct groupings based on an affinity of birth

Roger Masters in The Nature of Politics (1989) says that both the primordialist and modernist conceptions of
nationalism involve an acceptance of three levels of common interest of individuals or groups in national identity

1. at an inter-group level, humans respond to competition or conflict by organizing into groups to either
attack other groups or defend their group from hostile groups

2. at the intragroup level, individuals gain advantage through cooperation with others in securing collective
goods that are not accessible through individual effort alone

3. on the individual level, self-interested concerns over personal fitness by individuals either consciously or
subconsciously motivate the creation of group formation as a means of security

The behaviour of leadership groups or élites that involves efforts to advance their own fitness when they are
involved in the mobilization of an ethnic or national group is crucial in the development of the culture of that group.

Primordialist interpretation

Beginning in 1821, the Greek War of Independence began as a rebellion by Greek nationalists against the ruling
Ottoman Empire.

The primordialist perspective is based upon evolutionary theory. The evolutionary theory of nationalism perceives
nationalism to be the result of the evolution of human beings into identifying with groups, such as ethnic groups,
or other groups that form the foundation of a nation. Roger Masters in The Nature of Politics describes the
primordial explanation of the origin of ethnic and national groups as recognizing group attachments that are
thought to be unique, emotional, intense, and durable because they are based upon kinship and promoted along
lines of common ancestry.

The primordialist evolutionary view of nationalism has its origins in the evolutionary theories of Charles Darwin
that were later substantially elaborated by John Tooby and Leda Cosmides. Central to evolutionary theory is that
all biological organisms undergo changes in their anatomical features and their characteristic behaviour
patterns. Darwin’s theory of natural selection as a mechanism of evolutionary change of organisms is utilized to
describe the development of human societies and particularly the development of mental and physical traits of
members of such societies.

In addition to evolutionary development of mental and physical traits, Darwin and other evolutionary theorists
emphasize the influence of the types of environment upon behaviour. First of all there are ancestral environments
that are typically long-term and stable forms of situations that influence mental development of individuals or

254254

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120214/Missolonghi.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120214/Missolonghi.jpg


groups gained either biologically through birth or learned from family or relatives, which cause the emphasis of
certain mental behaviours that are developed due to the requirements of the ancestral environment. In national
group settings, these ancestral environments can result in psychological triggers in the minds of individuals within
a group, such as responding positively to patriotic cues. There are immediate environments that are those
situations that confront an individual or group at a given point and activate certain mental responses. In the case
of a national group, the example of seeing the mobilization of a foreign military force on the nation’s borders may
provoke members of a national group to unify and mobilize themselves in response. There are proximate
environments where individuals identify nonimmediate real or imagined situations in combination with immediate
situations that make individuals confront a common situation of both subjective and objective components that
affect their decisions. As such proximate environments cause people to make decisions based on existing
situations and anticipated situations. In the context of the politics of nations and nationalism, a political leader
may adopt an international treaty not out of a benevolent stance but in the belief that such a treaty will either
benefit their nation or will increase the prestige of their nation. The proximate environment plays a role in the
politics of nations that are angry with their circumstances (in much the same way that an individual or group’s
anger in response to feelings that they are being exploited usually results in efforts to accommodate them, while
being passive results in them being ignored). Nations that are angry with circumstances imposed on them by
others are affected by the proximate environment that shapes the nationalism of such nations.

Nationalist and liberal pressure led to the European revolutions of 1848

Pierre van den Berghe in The Ethnic Phenomenon (1981) emphasizes the role of ethnicity and kinship involving
family biological ties to members of an ethnic group as being an important element of national identity. Van den
Berghe states the sense of family attachments among related people as creating durable, intense, emotional, and
cooperative attachments, that he claims are utilized within ethnic groups. Van den Berghe identifies genetic-
relatedness as being a basis for the durable attachments of family groups, as genetic ties cannot be removed and
they are passed on from generation to generation. Van den Berge identifies common descent as the basis for the
establishment of boundaries of ethnic groups, as most people do not join ethnic groups but are born into
them. Berghe notes that this kinship group affiliation and solidarity does not require actual relatedness but can
include imagined relatedness that may not be biologically accurate. Berghe notes that feelings of ethnic solidarity
usually arise in small and compact groups whereas there is less solidarity in large and dispersed groups.

There are functionalist interpretations of the primordialist evolutionary theory. The functionalists claim that ethnic
and national groups are founded upon individuals’ concerns over distribution of resources acquired through
individual and collective action. This is resolved by the formation of a clan group that defines who is accepted
within the group and defines the boundaries within which the resources will be distributed. This functionalist
interpretation does not require genetic-relatedness, and identifies a variety of reasons for ethnic or national group
formation. The first reason is that such groups may extend group identity and cooperation beyond the limits of
family and kinship out of reciprocal altruism, in the belief that helping other individuals will produce an
advantageous situation for both the sender and receiver of that help; this tendency has been noted in studies by
Robert Axelrod that are summarized in his book The Evolution of Cooperation (1984). The second reason is that
such groups may be formed as a means of defense to insure survival, fears by one group of a hostile group
threatening them can increase solidarity amongst that group, R. Paul Shaw and Yuwa Wong in their book The
Genetic Seeds of Warfare (1989) identify this as the foundation of xenophobia that they identify as originating in
hunter gatherer societies.
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Modernist interpretation

The modernist interpretation of nationalism and nation-building perceives that nationalism arises and flourishes in
modern societies described as being associated with having: an industrial economy capable of self-sustainability
of the society, a central supreme authority capable of maintaining authority and unity, and a centralized language
or small group of centralized languages understood by a community of people. Modernist theorists note that this
is only possible in modern societies, while traditional societies typically: lack a modern industrial self-sustainable
economy, have divided authorities, have multiple languages resulting in many people being unable to
communicate with each other.

Karl Marx wrote about the creation of nations as requiring a bourgeois revolution and an industrial
economy. Marx applied the modern versus traditional parallel to British colonial rule in India that Marx saw in
positive terms as he claimed that British colonial rule was developing India, bringing India out of the “rural idiocy”
of its “feudalism”. However Marx’s theories at the time of his writing had little impact on academic thinking on the
development of nation states.

Prominent theorists who developed the modernist interpretation of nations and nationalism include: Carlton
Joseph Huntley Hayes, Henry Maine, Ferdinand Tönnies, Émile Durkheim, Max Weber, and Talcott Parsons.

Euromaidan activists carry flags of the Ukrainian Insurgent Army, Ukraine, 2014

Henry Maine in his analysis of the historical changes and development of human societies noted the key
distinction between traditional societies defined as “status” societies based on family association and functionally
diffuse roles for individuals; and modern societies defined as “contract” societies where social relations are
determined by rational contracts pursued by individuals to advance their interests. Maine saw the development of
societies as moving away from traditional status societies to modern contract societies.

Ferdinand Tönnies in his book Gemeinschaft und Gesellschaft (1887) defined a gemeinschaft (community) as
being based on emotional attachments as attributed with traditional societies, while defining a Gesellschaft
(society) as an impersonal society that is modern. While he recognized the advantages of modern societies he
also criticized them for their cold and impersonal nature that caused alienation while praising the intimacy of
traditional communities.

Émile Durkheim expanded upon Tönnies’ recognition of alienation, and defined the differences between
traditional and modern societies as being between societies based upon “mechanical solidarity” versus societies
based on “organic solidarity”. Durkheim identified mechanical solidarity as involving custom, habit, and
repression that was necessary to maintain shared views. Durkheim identified organic solidarity-based societies
as modern societies where there exists a division of labour based on social differentiation that causes
alienation. Durkheim claimed that social integration in traditional society required authoritarian culture involving
acceptance of a social order. Durkheim claimed that modern society bases integration on the mutual benefits of
the division of labour, but noted that the impersonal character of modern urban life caused alienation and feelings
of anomie.

Max Weber claimed the change that developed modern society and nations is the result of the rise of a
charismatic leader to power in a society who creates a new tradition or a rational-legal system that establishes the
supreme authority of the state. Weber’s conception of charismatic authority has been noted as the basis of many
nationalist governments.
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Varieties

Civic nationalism

Liberty Leading the People (Eugène Delacroix, 1830) is a famous example of nationalist art.

Civic nationalism (also known as liberal nationalism) defines the nation as an association of people who identify
themselves as belonging to the nation, who have equal and shared political rights, and allegiance to similar
political procedures.According to the principles of civic nationalism, the nation is not based on common ethnic
ancestry, but is a political entity whose core identity is not ethnicity. This civic concept of nationalism is
exemplified by Ernest Renan in his lecture in 1882 “What is a Nation?”, where he defined the nation as a “daily
referendum” (frequently translated ‘daily plebiscite”) dependent on the will of its people to continue living
together”.

Civic nationalism is a kind of non-xenophobic nationalism that is claimed to be compatible with liberal values of
freedom, tolerance, equality, and individual rights.Ernest Renan and John Stuart Mill are often thought to be early
liberal nationalists. Liberal nationalists often defend the value of national identity by saying that individuals need a
national identity in order to lead meaningful, autonomous lives, and that liberal democratic polities need national
identity in order to function properly.

Civic nationalism lies within the traditions of rationalism and liberalism, but as a form of nationalism it is contrasted
with ethnic nationalism. Membership of the civic nation is considered voluntary, as in Ernest Renan’s “daily
referendum” formulation in What is a Nation?. Civic-national ideals influenced the development of representative
democracy in countries such as the United States and France (see the United States Declaration of
Independence of 1776, and the Declaration of the Rights of Man and of the Citizen of 1789).

Ethnic nationalism

Whereas nationalism in and of itself does not necessarily imply a belief in the superiority of one ethnicity or
country over others, some nationalists support ethnocentric supremacy and/or ethnocentric protectionism.

National purity

Some nationalists exclude certain groups. Some nationalists, defining the national community in ethnic, linguistic,
cultural, historic, or religious terms (or a combination of these), may then seek to deem certain minorities as not
truly being a part of the ‘national community’ as they define it. Sometimes a mythic homeland is more important
for the national identity than the actual territory occupied by the nation.

Poland

In the late 19th and early 20th century, many Polish nationalist leaders were in thrall to the Piast Concept. It held
there was a Polish utopia during the Piast Dynasty a thousand years before, and modern Polish nationalists
should restore its central values of Poland for the Poles. Jan Poplawski had developed the “Piast Concept” in the
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1890s, and it formed the centerpiece of Polish nationalist ideology, especially as presented by the National
Democracy Party, known as the “Endecja,” which was led by Roman Dmowski. There was no place in the Piast
Concept for a multicultural Poland.

The Piast concept stood in opposition to the “Jagellon Concept,” which allowed for multiculturalism and Polish rule
over numerous minorities. The Jagellon Concept was the official policy of the government in the 1920s and
1930s. Stalin at Tehran rejected the Jagellon Concept because it involved Polish rule over Ukrainians and
Belorussians. He instead endorsed the Piast Concept, which justified a massive shift of Poland’s frontiers to the
west. After 1945 the Communist regime wholeheartedly adopted the Piast Concept, making it the centerpiece of
their claim to be the true inheritors of Polish nationalism. After all the killings and population transfers during and
after the war the nation was 99% “Polish.”

Left-wing nationalism

Parts of Caracas slums friendly to former Venezuelan president Hugo Chávez often feature political murals with
anti-American and anti-imperialist messages.

Left-wing nationalism (occasionally known as socialist nationalism, not to be confused with national
socialism) refers to any political movement that combines left-wing politics with nationalism.

Many nationalist movements are dedicated to national liberation, in the view that their nations are being
persecuted by other nations and thus need to exercise self-determination by liberating themselves from the
accused persecutors. Anti-revisionist Marxist-Leninism is closely tied with this ideology, and practical examples
include Stalin’s early work Marxism and the National Question and his Socialism in One Country edict, which
declares that nationalism can be used in an internationalist context, fighting for national liberation without racial or
religious divisions. Other examples of left-wing nationalism include Fidel Castro’s 26th of July Movement that
launched the Cuban Revolution ousting the American-backed Fulgencio Batista in 1959, Cornwalls Mebyon
Kernow, Ireland’s Sinn Féin, Wales’s Plaid Cymru, Scotland’s SNP, the Awami League in Bangladesh and the
African National Congress in South Africa.

Territorial nationalism

Main article: Territorial nationalism

Nationalist slogan “Brazil, love it or leave it“, often used during the Brazilian military dictatorship.

Territorial nationalists assume that all inhabitants of a particular nation owe allegiance to their country of birth or
adoption. A sacred quality is sought in the nation and in the popular memories it evokes. Citizenship is idealised
by territorial nationalists. A criterion of a territorial nationalism is the establishment of a mass, public culture based
on common values, codes and traditions of the population.
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Pan-nationalism

Pan-nationalism is unique in that it covers a large area span. Pan-nationalism focuses more on “clusters” of ethnic
groups. Pan-Slavism is one example of Pan-nationalism. The goal was to unite all Slavic people into one country.
They did succeed by uniting several south Slavic people into Yugoslavia 1918.

Ultranationalism

Ultranationalism is a zealous nationalism that expresses extremist support for one’s nationalist ideals. It is often
characterized by authoritarianism, efforts toward reduction or stoppage of immigration, expulsion and or
oppression of non-native populations within the nation or its territories, demagoguery of leadership, emotionalism,
fomenting talk of presumed, real, or imagined enemies, predicating the existence of threats to the survival of the
native, dominant or otherwise idealized national ethnicity or population group, instigation or extremist reaction to
crack-down policies in law enforcement, efforts to limit international trade through tariffs, tight control over
businesses and production, militarism, populism and propaganda. Prevalent ultranationalism typically leads to or
is the result of conflict within a state, and or between states, and is identified as a condition of pre-war in national
politics. In its extremist forms ultranationalism is characterized as a call to war against enemies of the nation/
state, secession or, in the case of ethnocentrist ultranationalism, genocide.

Fascism is a form of palingenetic ultranationalism that promotes “class collaboration” (as opposed to class
struggle), a totalitarian state, and irredentism or expansionism to unify and allow the growth of a nation. Fascists
sometimes promote ethnic or cultural nationalism. Fascism stresses the subservience of the individual to the
state, and the need for absolute and unquestioned loyalty to a strong ruler.

Anti-colonial nationalism

This form of nationalism came about during the decolonization of the post war periods. It was a reaction mainly in
Africa and Asia against being subdued by foreign powers. It also appeared in the non-Russian territories of the
Tsarist empire and later, the USSR, where Ukrainianists and Islamic Marxists condemned Russian Bolshevik rule
in their territories as a renewed Russian imperialism. This form of nationalism took many guises, including the
peaceful passive resistance movement led by Mahatma Gandhi in the Indian subcontinent.

Benedict Anderson argued that anti-colonial nationalism is grounded in the experience of literate and bilingual
indigenous intellectuals fluent in the language of the imperial power, schooled in its “national” history, and staffing
the colonial administrative cadres up to but not including its highest levels. Post-colonial national governments
have been essentially indigenous forms of the previous imperial administration.

Criticisms

Critics of nationalism have argued that it is often unclear what constitutes a “nation”, or why a nation should be
the only legitimate unit of political rule. A nation is a cultural entity, and not necessarily a political association, nor
is it necessarily linked to a particular territorial area—although nationalists argue that the boundaries of a nation
and a state should, as far as possible, coincide.Philosopher A.C. Grayling describes nations as artificial
constructs, “their boundaries drawn in the blood of past wars”. He argues that “there is no country on earth which
is not home to more than one different but usually coexisting culture. Cultural heritage is not the same thing as
national identity”.

A snack bar sign advertising “American” fries at Knott’s Berry Farm. The sign formerly read “French”.
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Nationalism is inherently divisive because it highlights perceived differences between people, emphasizing an
individual’s identification with their own nation. The idea is also potentially oppressive because it submerges
individual identity within a national whole, and gives elites or political leaders potential opportunities to manipulate
or control the masses. Much of the early opposition to nationalism was related to its geopolitical ideal of a
separate state for every nation. The classic nationalist movements of the 19th century rejected the very existence
of the multi-ethnic empires in Europe. Even in that early stage, however, there was an ideological critique of
nationalism. That has developed into several forms of anti-nationalism in the western world. The Islamic revival of
the 20th century also produced an Islamic critique of the nation-state.

At the end of the 19th century, Marxists and other socialists (such as Rosa Luxemburg) produced political
analysis that were critical of the nationalist movements then active in central and eastern Europe (though a variety
of other contemporary socialists and communists, from Lenin (a communist) to Józef Piłsudski (a socialist), were
more sympathetic to national self-determination).

In his classic essay on the topic George Orwell distinguishes nationalism from patriotism, which he defines as
devotion to a particular place. Nationalism, more abstractly, is “power-hunger tempered by self-deception.”

For Orwell, the nationalist is more likely than not dominated by irrational negative impulses:

There are, for example, Trotskyists who have become simply enemies of the U.S.S.R. without
developing a corresponding loyalty to any other unit. When one grasps the implications of this, the
nature of what I mean by nationalism becomes a good deal clearer. A nationalist is one who thinks
solely, or mainly, in terms of competitive prestige. He may be a positive or a negative nationalist—that
is, he may use his mental energy either in boosting or in denigrating—but at any rate his thoughts
always turn on victories, defeats, triumphs and humiliations. He sees history, especially contemporary
history, as the endless rise and decline of great power units, and every event that happens seems to
him a demonstration that his own side is on the upgrade and some hated rival is on the downgrade. But
finally, it is important not to confuse nationalism with mere worship of success. The nationalist does not
go on the principle of simply ganging up with the strongest side. On the contrary, having picked his
side, he persuades himself that it is the strongest, and is able to stick to his belief even when the facts
are overwhelmingly against him.

In the liberal political tradition there is widespread criticism of ‘nationalism’ as a dangerous force and a cause of
conflict and war between nation-states. Nationalism has often been exploited to encourage citizens to partake in
the nations’ conflicts. Such examples include the two World Wars, where nationalism was a key component of
propaganda material. Liberals do not generally dispute the existence of the nation-states. The liberal critique also
emphasizes individual freedom as opposed to national identity, which is by definition collective.

The pacifist critique of nationalism also concentrates on the violence of nationalist movements, the associated
militarism, and on conflicts between nations inspired by jingoism or chauvinism. National symbols and patriotic
assertiveness are in some countries discredited by their historical link with past wars, especially in Germany.
Famous pacifist Bertrand Russell criticizes nationalism for diminishing the individual’s capacity to judge his or her
fatherland’s foreign policy. Albert Einstein stated that “Nationalism is an infantile disease. … It is the measles of
mankind.”

The Encyclopedia of Religion states that “Nationalism has become a dominant form of religion in the modern
world.”
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MUSICAL NATIONALISM

Musical NationalismMusical Nationalism

Musical nationalismMusical nationalism refers to the use of musical ideas or motifs that are identified with a specific country,
region, or ethnicity, such as folk tunes and melodies, rhythms, and harmonies inspired by them.

History

As a musical movement, nationalism emerged early in the 19th century in connection with political independence
movements, and was characterized by an emphasis on national musical elements such as the use of folk songs,
folk dances or rhythms, or on the adoption of nationalist subjects for operas, symphonic poems, or other forms of
music (Kennedy 2006). As new nations were formed in Europe, nationalism in music was a reaction against the
dominance of the mainstream European classical tradition as composers started to separate themselves from the
standards set by Italian, French, and especially German traditionalists.

More precise considerations of the point of origin are a matter of some dispute. One view holds that it began with
the war of liberation against Napoleon, leading to a receptive atmosphere in Germany for Weber’s opera Der
Freischütz (1821) and, later, Richard Wagner’s epic dramas based on Teutonic legends. At around the same
time, Poland’s struggle for freedom from Czarist Russia produced a nationalist spirit in the piano works of Frédéric
Chopin, and slightly later Italy’s aspiration to independence from Austria resonated in many of the operas of
Giuseppe Verdi (Machlis 1979, 125–26). Countries or regions most commonly linked to musical nationalism
include Russia, Czechoslovakia, Poland, Romania, Scandinavia, Spain, UK, Latin America and the United States.

Poland

Frédéric Chopin (1810–1849)

Frédéric Chopin was one of the first composers to incorporate nationalistic elements into his compositions.
Joseph Machlis states, “Poland’s struggle for freedom from tsarist rule aroused the national poet in Poland. …
Examples of musical nationalism abound in the output of the romantic era. The folk idiom is prominent in the
Mazurkas of Chopin” (Machlis 1963, 149–50). His mazurkas and polonaises are particularly notable for their use
of nationalistic rhythms. Moreover, “During World War II the Nazis forbade the playing of … Chopin’s Polonaises
in Warsaw because of the powerful symbolism residing in these works” (Machlis 1963, 150).

Stanisław Moniuszko (1819–1872)

Stanisław Moniuszko has become associated above all with the concept of a national style in opera. Moniuszko’s
opera and music as a whole is representative of 19th-century romanticism, given the extensive use by the
composer of arias, recitatives and ensembles that feature strongly in his operas. The source of Moniuszko’s
melodies and rhythmic patterns often lies in Polish musical folklore. One of the most visibly “Polish” aspects of his
music is in the forms he uses, including dances popular among upper classes such as polonaise and mazurka,
and folk tunes and dances such as kujawiak and krakowiak.

Henryk Wieniawski (1835–1880)

Henryk Wieniawski was another important composer using Polish folk melodies—he wrote two popular mazurkas
for solo violin and piano accompaniment (the second one, Obertas, in G major).
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Finland

Jean Sibelius (1865–1957)

Jean Sibelius had strong patriotic feelings for Finland. Composed Finlandia.

Sweden

Hugo Alfvén (1872–1960)

Studied at the music conservatory in his hometown, Stockholm. In addition to being a violinist, conductor, and
composer, he was also a painter. He is perhaps best known for his 5 symphonies and 3 Swedish Rhapsodies.

Spain

Enrique Granados (1867–1916)

Granados composed his work Goyescas (1911) based on the etchings of the Spanish painter, Goya. Also of a
national style are his Danzas españolas and his first opera María del Carmen.

Mexico

A nationalistic renascence in the arts was produced by the Mexican Revolution of 1910–1920. Álvaro Obregón’s
regime, inaugurated in 1921, provided a large budget for the Secretariat of Public Education, under the direction
of José Vasconcelos, who commissioned paintings for public buildings from artists such as José Clemente
Orozco, Diego Rivera, and David Alfaro Siquieros. As part of this ambitious programme, Vasconcelos also
commissioned musical compositions on nationalistic themes. One of the first such works was the Aztec-themed
ballet El fuego nuevo (The New Fire) by Carlos Chávez, composed in 1921 but not performed until 1928 (Parker
1983, 3–4).

Manuel M. Ponce (1882–1948)

Manuel M. Ponce was a composer, educator and scholar of Mexican music. Among his works are the lullaby La
Rancherita (1907), Scherzerino Mexicana (1909) composed in the style of sones and huapangos, Rapsodía
Mexicana, No 1 (1911) based on the jarabe tapatío, and the romantic ballad Estrellita (1912).

Carlos Chávez (1899–1978)

Carlos Chávez was a Mexican composer, conductor, educator, journalist, and founder and director of the Mexican
Symphonic Orchestra and the National Institute of Fine Arts (INBA). Some of his music was influenced by
indigenous Mexican cultures. A period of nationalistic leanings initiated in 1921 with the Aztec-themed ballet El
fuego nuevo (The New Fire), followed by a second ballet, Los cuatro soles (The Four Suns), in 1925.
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United Kingdom

Joseph Parry (1841–1903)

Parry was born in Wales, but moved to the United States as a child. In his adulthood, he traveled between Wales
and America, and performed Welsh songs and glees with Welsh texts in recitals. He composed the first Welsh
opera, Blodwen, in 1878 (Rhys 1998).

Edward Elgar (1857–1934)

Best known for the Pomp and Circumstance Marches[clarification needed] (Moore 1984).

Charles Villiers Stanford (1852–1924)

Stanford wrote five Irish Rhapsodies (1901–1914). He published volumes of Irish folk song arrangements, and his
third symphony is titled the Irish symphony. In addition to being heavily influenced by Irish culture and folk music,
he was particularly influenced by Johannes Brahms (White n.d., 205).

Alexander Mackenzie (1847–1935)

Mackenzie wrote a Highland Ballad for violin and orchestra (1893), and the Scottish Concerto for piano and
orchestra (1897). He also composed the Canadian Rhapsody.

In his life, MacKenzie witnessed both the survivals of Jacobite culture, and the Red Clydeside Era. His music is
heavily influenced by Jacobite art (White and Murphy 2001, 224, 225).

Ralph Vaughan Williams (1872–1958)

Vaughan Williams collected, published, and arranged many folksongs from across the country, and wrote many
pieces, large and small scale, based on folk melodies, such as the Fantasia on Greensleeves and the Five
Variants on “Dives and Lazarus. Vaughan Williams helped define musical nationalism, writing that “The art of
music above all the other arts is the expression of the soul of a nation” (Vaughan Williams 1934, 123).

United States

Aaron Copland (1900–1990)

Ironically, Copland composed “Mexican” music such as El Salón México in addition to his American nationalist
works (Piston 1961, 25).

Edward MacDowell (1860–1908)

MacDowell’s Woodland Sketches, op. 51 (1896) consists of ten short piano pieces bearing titles referring to the
American landscape. In this way, they make a claim to MacDowell’s identity as an American composer (Crawford
1996, 542).

Ukraine

In Ukraine the term “Music nationalism” (Ukrainian: музичний націоналізм) was coined by Stanyslav Lyudkevych

in 1905 (Hrabovsky 2009,[page needed]). The article under this title is devoted to Mykola Lysenko who is
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considered to be the father of Ukrainian classical music. Ludkevych concludes that Lysenko’s nationalism was
inspired by those of Glinka in Russian music, though western tradition, particularly German, is still significant in
his music, especially instrumental.

V. Hrabovsky assumes that Stanyslav Lyudkevych himself could be considered as significant nationalistic
composer and musicologist thanks to his numerous composition under Ukraine-devoted titles as well as
numerous paper devoted to use of Ukrainian folk songs and poetry in Ukrainian classical music (Lyudkevych
1905).

Inspiration by Ukrainian folklore could be observed even earlier, particularly in compositions by Maksym
Berezovsky (1745–1777) (Kornii 1998, 188), Dmytro Bortnyansky (1751–1825) (Kornii 1998, 296), and Artem
Vedel (1767–1808) (Kornii 1998, 311). Semen Hulak-Artemovsky (1813–1873) is considered to be the author of
the first Ukrainian opera (Zaporozhets za Dunayem, premièred in 1863). Lysenko’s traditions were continued by,
among others, Kyrylo Stetsenko (1882–1922), Mykola Leontovych (1877–1921), Yakiv Stepovy (1883–1921),
Alexander Koshetz (1877–1944), and later, Levko Revutsky (1889–1977).

At the same time the term “nationalism” is not used in Ukrainian musicology (see for example Yutsevych 2009,
where such term is missing). Moreover, the article “Music Nationalism” by Ludkevych was prohibited in the USSR

(Hrabovsky 2009,[page needed]) and was not widely known until its publication in 1999 (Lyudkevych 1999).
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SCHUBERT: BIOGRAPHY

Oil painting of Franz Schubert by Wilhelm August Rieder (1875)

Franz Peter SchubertFranz Peter Schubert

Franz Peter SchubertFranz Peter Schubert (German pronunciation: [ˈfʁant͡s ˈʃuːbɐt]; 31 January 1797 – 19 November 1828) was an
Austrian composer. Despite dying at age thirty-one, Schubert was extremely prolific. His output consists of
over six hundred secular vocal works (mainly Lieder), seven complete symphonies, sacred music, operas,
incidental music and a large body of chamber and piano music. Appreciation of his music while he was alive
was limited to a relatively small circle of admirers in Vienna, but interest in his work increased significantly in
the decades following his death. Felix Mendelssohn, Robert Schumann, Franz Liszt, Johannes Brahms and
other 19th-century composers discovered and championed his works. Today, Schubert is ranked among the
greatest composers of the early Romantic era and, as such, is one of the most frequently performed
composers of the early nineteenth century.

Biography

Early life and education

Schubert was born in Himmelpfortgrund (now a part of Alsergrund), Vienna, on 31 January 1797. His father,
Franz Theodor Schubert, the son of a Moravian peasant, was a parish schoolmaster; his mother, Elisabeth
(Vietz), was the daughter of a Silesian master locksmith and had been a housemaid for a Viennese family before
her marriage. Of Franz Theodor’s fourteen children (one of them illegitimate, born in 1783), nine died in infancy
and only five survived.

Their father was a well-known teacher, and his school in Lichtental (in Vienna’s ninth district) had numerous
students in attendance. He was not recognized or even formally trained as a musician, but was able to pass on
certain musical basics to his gifted son.
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The house in which Schubert was born, today Nussdorfer Strasse 54

At the age of six, Franz began to receive regular instruction from his father and a year later was enrolled at his
father’s school. His formal musical education also started around the same time. His father taught him basic violin
technique, and his brother Ignaz gave him piano lessons. At the age of seven, he was given his first lessons
outside the family by Michael Holzer, organist and choirmaster of the local parish church in Lichtental, lessons
which may have largely consisted of conversations and expressions of admiration. The boy seemed to gain more
from his acquaintance with a friendly joiner’s apprentice who used to take him to a neighboring pianoforte
warehouse where he could practice on better instruments. He also played viola in the family string quartet, with
brothers Ferdinand and Ignaz on first and second violin and his father on the violoncello. He wrote his earliest
string quartets for this ensemble.

Young Schubert first came to the attention of Antonio Salieri, then Vienna’s leading musical authority, in 1804,
when his vocal talent was recognized. In October 1808, he became a pupil at the Stadtkonvikt (Imperial
Seminary) through a choir scholarship. At the Stadtkonvikt, he was introduced to the overtures and symphonies of
Mozart and the symphonies of Joseph and Michael Haydn. His exposure to these and lesser works, combined
with occasional visits to the opera, laid the foundation for a broader musical education. One important musical
influence came from the songs of Johann Rudolf Zumsteeg, who was an important Lieder composer of the time,
which, his friend Joseph von Spaun reported, the precocious young student “wanted to modernize”. Schubert’s
friendship with Spaun began at the Stadtkonvikt and lasted throughout his short life. In those early days, the
financially well-off Spaun furnished the impoverished Schubert with much of his manuscript paper.

In the meantime, his genius began to show in his compositions. Schubert was occasionally permitted to lead the
Stadtkonvikt’s orchestra, and Salieri decided to start training him privately in music theory and even in
composition. It was the first orchestra he wrote for, and he devoted much of the rest of his time at the
Stadtkonvikt to composing chamber music, several songs, piano pieces and, more ambitiously, liturgical choral
works in the form of a “Salve Regina” (D 27), a “Kyrie” (D 31), in addition to an unfinished Wind Octet (D 72, said
to commemorate the 1812 death of his mother), the cantata “Wer ist groß?” for male voices and orchestra (D 110,
for his father’s birthday in 1813), and his first symphony (D 82).
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Teacher at his father’s school

At the end of 1813, he left the Stadtkonvikt and returned home for teacher training at the Normalhauptschule. In
1814, he entered his father’s school as teacher of the youngest pupils. For over two years young Schubert
endured such drudgery, dragging himself through it with resounding indifference. There were, however,
compensatory interests even then. He continued to take private lessons in composition from Salieri, who gave
Schubert more actual technical training than any of his other teachers before they parted ways in 1817.

In 1814, Schubert met a young soprano named Therese Grob, daughter of a local silk manufacturer and wrote
several of his liturgical works (including a “Salve Regina” and a “Tantum Ergo”) for her; she also was a soloist in
the premiere of his first Mass (D 105) in September 1814. Schubert wanted to marry her, but was hindered by the
harsh marriage-consent law of 1815 requiring an aspiring bridegroom to show he had the means to support a
family. In November 1816, after failing to gain a musical post in Laibach, Schubert sent Grob’s brother Heinrich a
collection of songs retained by the family into the twentieth century.

One of Schubert’s most prolific years was 1815. He composed over 20,000 bars of music, more than half of which
was for orchestra, including nine church works (despite being agnostic), a symphony, and about 140 Lieder. In
that year, he was also introduced to Anselm Hüttenbrenner and Franz von Schober, who would become his
lifelong friends. Another friend, Johann Mayrhofer, was introduced to him by Spaun in 1814. Maynard Solomon
suggested that Schubert was erotically attracted to men, a thesis that has, at times, been heatedly
debated. Musicologist and Schubert expert Rita Steblin claimed that he was “chasing women”.

Supported by friends

Significant changes happened in 1816. Schober, a student of good family and some means, invited Schubert to
room with him at his mother’s house. The proposal was particularly opportune, for Schubert had just made the
unsuccessful application for the post of Kapellmeister at Laibach, and he had also decided not to resume teaching
duties at his father’s school. By the end of the year, he became a guest in Schober’s lodgings. For a time, he
attempted to increase the household resources by giving music lessons, but they were soon abandoned, and he
devoted himself to composition. “I compose every morning, and when one piece is done, I begin another.” During
this year, he focused on orchestral and choral works, although he also continued to write Lieder (songs). Much of
this work was unpublished, but manuscripts and copies circulated among friends and admirers.

Caricature of Johann Michael Vogl and Franz Schubert by Moritz von Schwind (1825)

In early 1817, Schober introduced Schubert to Johann Michael Vogl, a prominent baritone twenty years
Schubert’s senior. Vogl, for whom Schubert went on to write a great many songs, became one of Schubert’s main
proponents in Viennese musical circles. He also met Joseph Hüttenbrenner (brother to Anselm), who also played
a role in promoting Schubert’s music. These, and an increasing circle of friends and musicians, became
responsible for promoting, collecting, and, after his death, preserving his work.

In late 1817, Schubert’s father gained a new position at a school in Rossau (not far from Lichtental). Schubert
rejoined his father and reluctantly took up teaching duties there. In early 1818, he was rejected for membership in
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the prestigious Gesellschaft der Musikfreunde, something that might have furthered his musical career. However,
he began to gain more notice in the press, and the first public performance of a secular work, an overture
performed in February 1818, received praise from the press in Vienna and abroad.

Schubert spent the summer of 1818 as music teacher to the family of Count Johann Karl Esterházy at their
château in Zseliz (then in Austria, now in Slovakia). His duties were relatively light (teaching piano and singing to
the two daughters, Marie and Karoline), and the pay was relatively good. As a result, he happily continued to
compose during this time. It may have been at this time that he wrote one of his now world-famous compositions,
the Marche Militaire in D major (D 733 no. 1). Marie and Karoline both being his piano students, and the original
score of “Marche Militaire” being a piano duet, lend credence to this view. On his return from Zseliz, he took up
residence with his friend Mayrhofer. The respite at Zseliz led to a succession of compositions for piano duet.

During the early 1820s, Schubert was part of a close-knit circle of artists and students who had social gatherings
together that became known as “Schubertiaden”. The tight circle of friends with which Schubert surrounded
himself was dealt a blow in early 1820. Schubert and four of his friends were arrested by the Austrian police, who
(in the aftermath of the French Revolution and Napoleonic Wars) were on their guard against revolutionary
activities and suspicious of any gathering of youth or students. One of Schubert’s friends, Johann Senn, was put
on trial, imprisoned for over a year, and then permanently forbidden to enter Vienna. The other four, including
Schubert, were “severely reprimanded”, in part for “inveighing against [officials] with insulting and opprobrious
language”. While Schubert never saw Senn again, he did set some of his poems, “Selige Welt” (D 743) and
“Schwanengesang” (D 744), to music. The incident may have played a role in a falling-out with Mayrhofer, with
whom he was living at the time.

He was nicknamed “Schwämmerl” by his friends, which Gibbs describes as translating to “Tubby” or “Little
Mushroom”. Schubert, at 1.52 m height, was not quite five feet tall. “Schwammerl” is Austrian (and other) dialect
for mushroom; the umlaut makes it a diminutive.
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Musical maturity

The compositions of 1819 and 1820 show a marked advance in development and maturity of style. The
unfinished oratorio “Lazarus” (D 689) was begun in February; later followed, amid a number of smaller works, by
the Hymn “Der 23. Psalm” (D 706), the Octet “Gesang der Geister über den Wassern” (D 714), the Quartettsatz in
C minor (D 703), and the Fantasy in C major for piano Wanderer Fantasy (D 760). Of most notable interest is the
staging in 1820 of two of Schubert’s operas: “Die Zwillingsbrüder” (D 647) appeared at the Theater am
Kärntnertor on 14 June, and “Die Zauberharfe” (D 644) appeared at the Theater an der Wien on 21
August. Hitherto, his larger compositions (apart from his masses) had been restricted to the amateur orchestra at
the Gundelhof, a society which grew out of the quartet-parties at his home. Now he began to assume a more
prominent position, addressing a wider public. Publishers, however, remained distant, with Anton Diabelli
hesitantly agreeing to print some of his works on commission. The first seven opus numbers (all songs) appeared
on these terms; then the commission ceased, and he began to receive the meager pittances which were all that
the great publishing houses ever paid him. The situation improved somewhat in March 1821 when Vogl
performed the song “Der Erlkönig” (D 328) at a concert that was extremely well received. That month, Schubert
composed a Variation on a Waltz by Diabelli (D 718), being one of the fifty composers who contributed to the
“Vaterländischer Künstlerverein”.
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The production of the two operas turned Schubert’s attention more firmly than ever in the direction of the stage,
where, for a variety of reasons, he was almost completely unsuccessful. All in all, he embarked on twenty stage
projects, each of them failures which were quickly forgotten. In 1822, “Alfonso und Estrella” was refused, partly
owing to its libretto. “Fierabras” (D 796) was rejected in the fall of 1823, but this was largely due to the popularity
of Rossini and the Italian operatic style, and the failure of Carl Maria von Weber’s “Euryanthe”. “Die
Verschworenen” (“The Conspirators”, D 787) was prohibited by the censor (apparently on the grounds of its
title), and “Rosamunde, Fürstin von Zypern” (D 797) was withdrawn after two nights, owing to the poor quality of
the play for which Schubert had written incidental music. Of these works, the two former ones are written on a
scale which would make their performances exceedingly difficult (“Fierabras”, for instance, contains over 1,000
pages of manuscript score), but “Die Verschworenen” is a bright attractive comedy, and “Rosamunde” contains
some of the most charming music that Schubert ever composed. In 1822, he made the acquaintance of both
Weber and Beethoven, but little came of it in either case. Beethoven is said to have acknowledged the younger
man’s gifts on a few occasions, but some of this is likely legend and in any case he could not have known the real
scope of Schubert’s music – especially not the instrumental works – as so little of it was printed or performed in
the composer’s lifetime. On his deathbed, Beethoven is said to have looked into some of the younger man’s
works and exclaimed, “Truly, the spark of divine genius resides in this Schubert!” but what would have come of it
if he had recovered we can never know.

Watercolor of Franz Schubert by Wilhelm August Rieder (1825)

Last years and masterworks

Despite his preoccupation with the stage, and later with his official duties, Schubert found time during these years
for a significant amount of composition. He completed the Mass in A-flat major (D 678) and, in 1822, embarked
suddenly on a work which more decisively than almost any other in those years showed his maturing personal
vision, the Symphony in B minor Unfinished (D 759). The reason he left it unfinished after two movements and
sketches some way into a third remains an enigma, and it is also remarkable that he did not mention it to any of
his friends even though, as Brian Newbould notes, he must have felt thrilled by what he was achieving. The event
has been debated endlessly without resolution.

In 1823 Schubert, in addition to “Fierabras”, also wrote his first large-scale song cycle, “Die schöne Müllerin” (D
795), setting poems by Wilhelm Müller. This series, together with the later cycle “Winterreise” (D 911, also setting
texts of Müller in 1827) is widely considered one of the pinnacles of Lieder. He also composed the song “Du bist
die Ruh” (“You are stillness/peace”, D 776) during this year. Also in that year, symptoms of syphilis first appeared.

In 1824, he wrote the Variations in E minor for flute and piano Trockne Blumen, a song from the cycle Die schöne
Müllerin, and several string quartets. He also wrote the Sonata in A minor for arpeggione and piano (D 821), at a
time when there was a minor craze over that instrument. In the spring of that year he wrote the Octet in F major
(D 803), a sketch for a ‘Grand Symphony’; and in the summer went back to Zseliz. There he became attracted to
Hungarian musical idiom, and wrote the “Divertissement à la hongroise” in G minor for piano duet (D 818) and the
String Quartet in A minor Rosamunde (D 804). It has been said that he held a hopeless passion for his pupil, the
Countess Karoline Eszterházy, but the only work he dedicated to her was his Fantasy in F minor for piano duet (D
940). His friend Eduard von Bauernfeld penned the following verse, which appears to reference Schubert’s
unrequited sentiments:

In love with a Countess of youthful grace,
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—A pupil of Galt’s; in desperate case

Young Schubert surrenders himself to another,

And fain would avoid such affectionate pother
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The setbacks of previous years were compensated by the prosperity and happiness of 1825. Publication had
been moving more rapidly; the stress of poverty was for a time lightened; and in the summer he had a pleasant
holiday in Upper Austria, where he was welcomed with enthusiasm. It was during this tour that he produced his
Sieben Gesänge aus Walter Scotts ‘Fräulein am See’ (Seven Songs from Walter Scott’s Lady of the Lake). This
cycle contains the song “Ellens Gesang III (Hymne an die Jungfrau)” (D 839), a setting of Adam Storck’s German
translation of Scott’s hymn, which is widely, though mistakenly, referred to as Schubert’s “Ave Maria”. It opens
with the greeting “Ave Maria”, which recurs in the refrain; the entire Scott/Storck text in Schubert’s song is
frequently substituted with the complete Latin text of the traditional “Ave Maria” prayer. In 1825, Schubert also
wrote the Piano Sonata in A minor (D 845, first published as op. 45), and began the Symphony in C major Great
C major D 944), which was completed the following year.

Portrait of Franz Schubert by Franz Eybl (1827)

From 1826 to 1828, Schubert resided continuously in Vienna, except for a brief visit to Graz in 1827. The history
of his life during these three years was comparatively uninteresting, and is little more than a record of his
compositions. In 1826, he dedicated a symphony (D 944, that later came to be known as the Great C major) to
the Gesellschaft der Musikfreunde and received an honorarium in return. In the spring of 1828, he gave, for the
only time in his career, a public concert of his own works, which was very well received. The compositions
themselves are a sufficient biography. The String Quartet in D minor (D 810), with the variations on “Death and
the Maiden”, was written during the winter of 1825–1826, and first played on 25 January 1826. Later in the year
came the String Quartet in G major, (D 887, first published as op. 161), the Rondo in B minor for violin and piano
Rondeau brillant, and the Piano Sonata in G major (D 894, first published as op. 78 under the title “Fantasie in
G”). To these should be added the three Shakespearian songs, of which “Ständchen” (D 889) and “An Sylvia” (D
891) were allegedly written on the same day, the former at a tavern where he broke his afternoon’s walk, the latter
on his return to his lodging in the evening.

In 1827, Schubert wrote the song cycle “Winterreise” (D 911), a colossal peak in art song (“remarkable” was the
way it was described at the Schubertiades), the Fantasy in C major for violin and piano (D 934, first published as
op. post. 159), the Impromptus for piano, and the two piano trios (the first in B-flat major (D 898), and the second
in E-flat major, (D 929); in 1828 the cantata “Mirjams Siegesgesang” (“Song of Miriam”, D 942) on a text by Franz
Grillparzer, the Mass in E-flat major (D 950), the “Tantum Ergo” (D 962) in the same key, the String Quintet in C
major (D 956), the second “Benedictus” to the Mass in C major (D 452), the three final piano sonatas (D 958, D
959 and D 960), and the song cycle “13 Lieder nach Gedichten von Rellstab und Heine” for voice and piano, also
known as “Schwanengesang” (“Swan-song”, D 957). This collection, while not a true song cycle, retains a unity of
style amongst the individual songs, touching depths of tragedy and of the morbidly supernatural which had rarely
been plumbed by any composer in the century preceding it. Six of these are set to words by Heinrich Heine,
whose Buch der Lieder appeared in the autumn.
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The Symphony in C major (D 944) is dated 1828, but Schubert scholars believe that this symphony was largely
written in 1825–1826 (being referred to while he was on holiday at Gastein in 1825 – that work, once considered
lost, is now generally seen as an early stage of his C major symphony) and was revised for prospective
performance in 1828. This huge, Beethovenian work was declared “unplayable” by a Viennese orchestra. This
was a fairly unusual practice for Schubert, for whom publication, let alone performance, was rarely contemplated
for most of his larger-scale works during his lifetime. In the last weeks of his life, he began to sketch three
movements for a new Symphony in D major (D 936 A).

Schubert’s glasses
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The works of his last two years reveal a composer increasingly meditating on the darker side of the human
psyche and human relationships, and with a deeper sense of spiritual awareness and conception of the ‘beyond’.
He reaches extraordinary depths in several chillingly dark songs of this period, especially in the larger cycles. For
example, the song “Der Doppelgänger” (D 957 no. 13, “The double”) reaching an extraordinary climax, conveying
madness at the realization of rejection and imminent death – a stark and visionary picture in sound and words that
had been prefigured a year before by “Der Leiermann” (D 911 no. 24, “The Hurdy-Gurdy Man”) at the end of
“Winterreise” – and yet the composer is able to touch repose and communion with the infinite in the almost
timeless ebb and flow of the String Quintet and his last three piano sonatas, moving between joyful, vibrant poetry
and remote introspection. Even in large-scale works he was sometimes using increasingly sparse textures;
Newbould compares his writing in the fragmentary Symphony in D major (D 936 A), probably the work of his very
last two months. In this work, he antecedes Mahler’s use of folksong-like harmonics and bare
soundscapes. Schubert expressed the wish, were he to survive his final illness, to further develop his knowledge
of harmony and counterpoint, and had actually made appointments for lessons with the counterpoint master
Simon Sechter.
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Final illness and death

The site of Schubert’s first tomb at Währing

In the midst of this creative activity, his health deteriorated. The cause of his death was officially diagnosed as
typhoid fever, though other theories have been proposed, including the tertiary stage of syphilis. By the late
1820s, Schubert’s health was failing and he confided to some friends that he feared that he was near death. In
the late summer of 1828, the composer saw court physician Ernst Rinna, who may have confirmed Schubert’s
suspicions that he was ill beyond cure and likely to die soon. Some of his symptoms matched those of mercury
poisoning (mercury was then a common treatment for syphilis, again suggesting that Schubert suffered from
it). At the beginning of November, he again fell ill, experiencing headaches, fever, swollen joints, and vomiting.
He was generally unable to retain solid food and his condition worsened. Schubert died in Vienna, at age 31, on
19 November 1828, at the apartment of his brother Ferdinand. The last musical work he had wished to hear was
Beethoven’s String Quartet No. 14 in C-sharp minor, Op. 131; his friend, violinist Karl Holz, who was present at
the gathering, 5 days before Schubert’s death, commented: “The King of Harmony has sent the King of Song a
friendly bidding to the crossing”. It was next to Beethoven, whom he had admired all his life, that Schubert was
buried by his own request, in the village cemetery of Währing.

In 1872, a memorial to Franz Schubert was erected in Vienna’s Stadtpark. In 1888, both Schubert’s and
Beethoven’s graves were moved to the Zentralfriedhof, where they can now be found next to those of Johann
Strauss II and Johannes Brahms. The cemetery in Währing was converted into a park in 1925, called the
Schubert Park, and his former grave site was marked by a bust.

Music

Franz Schubert Memorial by Carl Kundmann in Vienna’s Stadtpark

Schubert wrote over 1,500 works in a remarkably short career. The largest number of these are songs for solo
voice and piano (over 600). He also composed a considerable number of secular works for two or more voices,
namely part songs, choruses and cantatas. He completed eight orchestral overtures and seven complete
symphonies, in addition to fragments of six others. While he composed no concertos, he did write three
concertante works for violin and orchestra. There is a large body of music for solo piano, including fourteen
complete sonatas, numerous miscellaneous works and many short dances. There is also a relatively large set of
works for piano duet. There are over fifty chamber works, including some fragmentary works. His sacred output
includes seven masses, one oratorio and one requiem, among other mass movements and numerous smaller
compositions. He completed only eleven of his twenty stage works.
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Style and reception

In July 1947 the 20th-century composer Ernst Krenek discussed Schubert’s style, abashedly admitting that he
had at first “shared the wide-spread opinion that Schubert was a lucky inventor of pleasing tunes … lacking the
dramatic power and searching intelligence which distinguished such ‘real’ masters as J.S. Bach or Beethoven”.
Krenek wrote that he reached a completely different assessment after close study of Schubert’s songs at the
urging of friend and fellow composer Eduard Erdmann. Krenek pointed to the piano sonatas as giving “ample
evidence that [Schubert] was much more than an easy-going tune-smith who did not know, and did not care,
about the craft of composition.” Each sonata then in print, according to Krenek, exhibited “a great wealth of
technical finesse” and revealed Schubert as “far from satisfied with pouring his charming ideas into conventional
molds; on the contrary he was a thinking artist with a keen appetite for experimentation.”

That “appetite for experimentation” manifests itself repeatedly in Schubert’s output in a wide variety of forms and
genres, including opera, liturgical music, chamber and solo piano music, and symphonic works. Perhaps most
familiarly, his adventurousness manifests itself as a notably original sense of modulation, as in the second
movement of the String Quintet (D 956), where he modulates from E major, through F minor, to reach the tonic
key of E major. It also appears in unusual choices of instrumentation, as in the Sonata in A minor for arpeggione
and piano (D 821), or the unconventional scoring of the Trout Quintet (D 667).
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While he was clearly influenced by the Classical sonata forms of Beethoven and Mozart (his early works, among
them notably the 5th Symphony, are particularly Mozartean), his formal structures and his developments tend to
give the impression more of melodic development than of harmonic drama. This combination of Classical form
and long-breathed Romantic melody sometimes lends them a discursive style: his Great C major Symphony was
described by Robert Schumann as running to “heavenly lengths”. His harmonic innovations include movements
in which the first section ends in the key of the subdominant rather than the dominant (as in the last movement of
the Trout Quintet). Schubert’s practice here was a forerunner of the common Romantic technique of relaxing,
rather than raising, tension in the middle of a movement, with final resolution postponed to the very end.

It was in the genre of the Lied, however, that Schubert made his most indelible mark. Leon Plantinga remarks, “In
his more than six hundred Lieder he explored and expanded the potentialities of the genre as no composer before
him.” Prior to Schubert’s influence, Lieder tended toward a strophic, syllabic treatment of text, evoking the
folksong qualities engendered by the stirrings of Romantic nationalism.Among Schubert’s treatments of the poetry
of Goethe, his settings of “Gretchen am Spinnrade” (D 118) and “Der Erlkönig” (D 328) are particularly striking for
their dramatic content, forward-looking uses of harmony, and their use of eloquent pictorial keyboard figurations,
such as the depiction of the spinning wheel and treadle in the piano in “Gretchen” and the furious and ceaseless
gallop in “Erlkönig”. He composed music using the poems of a myriad of poets, with Goethe, Mayrhofer and
Schiller being the top three most frequent, and others like Heinrich Heine, Friedrich Rückert and Joseph Freiherr
von Eichendorff among many others. Also of particular note are his two song cycles on the poems of Wilhelm
Müller, “Die schöne Müllerin” and “Winterreise”, which helped to establish the genre and its potential for musical,
poetic, and almost operatic dramatic narrative. His last song cycle published in 1828 after his death,
“Schwanengesang”, is also an innovative contribution to German lieder literature, as it features poems by different
poets, namely Ludwig Rellstab, Heine, and Johann Gabriel Seidl. The Wiener Theaterzeitung, writing about
“Winterreise” at the time, commented that it was a work that “none can sing or hear without being deeply
moved”. Antonín Dvořák wrote in 1894 that Schubert, whom he considered one of the truly great composers, was
clearly influential on shorter works, especially Lieder and shorter piano works: “The tendency of the romantic
school has been toward short forms, and although Weber helped to show the way, to Schubert belongs the chief
credit of originating the short models of piano forte pieces which the romantic school has preferably cultivated.
[…] Schubert created a new epoch with the Lied. […] All other songwriters have followed in his footsteps.”

Schubert’s compositional style progressed rapidly throughout his short life. A feeling of regret for the loss of
potential masterpieces caused by his early death at age 31 was expressed in the epitaph on his large tombstone
written by his friend the poet Franz Grillparzer: “Here music has buried a treasure, but even fairer hopes.” Some
have disagreed with this early view, arguing that Schubert in his lifetime did produce enough masterpieces not to



be limited to the image of an unfulfilled promise. This is in particular the opinion of pianists, including Alfred
Brendel, who dryly billed the Grillparzer epitaph as “inappropriate”.

Schubert’s chamber music continues to be popular. In a poll, the results of which were announced in October
2008, the ABC in Australia found that Schubert’s chamber works dominated the field, with the Trout Quintet
coming first, followed by two of his other works.

The New York Times music critic, Anthony Tommasini, who ranked Schubert as the fourth greatest composer,
wrote of him:

You have to love the guy, who died at 31, ill, impoverished and neglected except by a circle of friends
who were in awe of his genius. For his hundreds of songs alone – including the haunting cycle
“Winterreise”, which will never release its tenacious hold on singers and audiences – Schubert is
central to our concert life…. Schubert’s first few symphonies may be works in progress. But the
Unfinished and especially the Great C major Symphony are astonishing. The latter one paves the way
for Bruckner and prefigures Mahler.

Posthumous history of Schubert’s music

Interior of museum at Schubert’s birthplace, Vienna, 1914

Some of his smaller pieces were printed shortly after his death, but the manuscripts of many of the longer works,
whose existence was not widely known, remained hidden in cabinets and file boxes of Schubert’s family, friends,

and publishers.[Even some of Schubert’s friends were unaware of the full scope of what he wrote, and for many
years he was primarily recognized as the “prince of song”, although there was recognition of some of his larger-
scale efforts. In 1838 Robert Schumann, on a visit to Vienna, found the dusty manuscript of the C major
Symphony (D 944) and took it back to Leipzig, where it was performed by Felix Mendelssohn and celebrated in
the Neue Zeitschrift. The most important step towards the recovery of the neglected works was the journey to
Vienna which Sir George Grove (widely known for the Grove Dictionary of Music and Musicians) and Arthur
Sullivan made in the autumn of 1867. The travellers rescued from oblivion seven symphonies, the “Rosamunde”
incidental music, some of the masses and operas, several chamber works, and a vast quantity of miscellaneous
pieces and songs. This led to more widespread public interest in Schubert’s work.

Lithograph of Franz Schubert by Josef Kriehuber (1846)

From the 1830s through the 1870s, Franz Liszt transcribed and arranged a number of Schubert’s works,
particularly the songs. Liszt, who was a significant force in spreading Schubert’s work after his death, said
Schubert was “the most poetic musician who ever lived.” Schubert’s symphonies were of particular interest to
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Antonín Dvořák, with Hector Berlioz and Anton Bruckner acknowledging the influence of the Great C major
Symphony.

In 1897, the publisher Breitkopf & Härtel released a critical edition of Schubert’s works, under the general editing
of Johannes Brahms, enabling a wider dissemination of his music. In the 20th century, composers such as
Benjamin Britten, Richard Strauss, and George Crumb either championed or paid homage to Schubert in their
work. Britten, an accomplished pianist, accompanied many of Schubert’s Lieder and performed many piano solo
and duet works.

Numbering of symphonies

Confusion arose quite early over the numbering of Schubert’s symphonies, in particular the Great C major
Symphony. George Grove, who rediscovered many of Schubert’s symphonies, assigned the following numbering
after his 1867 visit to Vienna:

• No. 7: E major, D 729 (completely sketched but not entirely scored by Schubert, with multiple historic
and modern completions)

• No. 8: B minor, D 759 Unfinished
• No. 9: C major, D 944 Great C major

Breitkopf & Härtel, when preparing the 1897 complete works publication, originally planned to publish only
complete works (which would have given the Great C major No. 7), with “fragments”, including the Unfinished and
the D 729 sketch, receiving no number at all. When Johannes Brahms became general editor of that project, he
assigned the following numbers:

• no number: E major, D 729
• No. 7: C major, D 944 Great C major
• No. 8: B minor, D 759 Unfinished
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Some of the disagreement continued into the 20th century. George Grove in his 1908 Dictionary of Music and
Musicians, assigned the Great C major as No. 10, and the Unfinished as No. 9. (It is unclear from his article which
symphonies, fragmentary or otherwise, are Nos. 7 and 8.) The 1978 revision to the Deutsch catalogue leaves the
order as follows:

• no number: E major, D 729
• No. 7: B minor, D 759 Unfinished
• No. 8: C major, D 944 Great C major

As a consequence, generally available scores for the later symphonies may be published using conflicting
numbers.

Grove and Sullivan also suggested that there may have been a “lost” symphony. Immediately before Schubert’s
death, his friend Eduard von Bauernfeld recorded the existence of an additional symphony, dated 1828 (although
this does not necessarily indicate the year of composition) named the “Letzte” or “Last” symphony. Brian
Newbould believes that the “Last” symphony refers to a sketch in D major (D 936 A), identified by Ernst Hilmar in
1977, and which was realised by Newbould as the Tenth Symphony. The fragment was bound with other
symphony fragments (D 615 and D 708 A).

In conclusion, the resulting and most current order followed by the English-speaking world is:

• No. 7: E major, D 729
• No. 8: B minor, D 759 Unfinished
• No. 9: C major, D 944 Great C major
• No. 10 D major, D 936 A



Commemorations

In 1897, the 100th anniversary of Schubert’s birth was marked in the musical world by festivals and performances
dedicated to his music. In Vienna, there were ten days of concerts, and the Emperor Franz Joseph gave a speech
recognizing Schubert as the creator of the art song, and one of Austria’s favorite sons. Karlsruhe saw the first
production of his opera “Fierabras”.

In 1928, Schubert week was held in Europe and the United States to mark the centenary of the composer’s death.
Works by Schubert were performed in churches, in concert halls, and on radio stations. A competition, with top
prize money of $10,000 and sponsorship by the Columbia Phonograph Company, was held for “original
symphonic works presented as an apotheosis of the lyrical genius of Schubert, and dedicated to his
memory”. The winning entry was Kurt Atterberg’s sixth symphony.

In 1977, the German electronic band Kraftwerk recorded a tribute song called “Franz Schubert” on their album
Trans-Europe Express.

Austrian 50 Schilling Silver Coin 1978: 150th Anniversary of his death

Films

Schubert has featured as a character in a number of films including Schubert’s Dream of Spring (1931), Serenade
(1940), The Great Awakening (1941), It’s Only Love (1947), Franz Schubert (1953) and Das Dreimäderlhaus
(1958). A reference to Franz Schubert (nicknamed “Franz the Hands”) was made in the Doctor Who episode
“Dinosaurs on a Spaceship” in which the Fantasy in F minor, D 940 for piano duet was played, with The Doctor
responding when asked if he knew the piece, “say hello to hands three and four!”.

Catalogue

Since relatively few of Schubert’s works were published in his lifetime, only a small number of them have opus
numbers assigned, and even in those cases, the sequence of the numbers does not give a good indication of the
order of composition. Austrian musicologist Otto Erich Deutsch (5 September 1883 – 23 November 1967) is
known for compiling the first comprehensive catalogue of Schubert’s works: “Franz Schubert, thematisches
Verzeichnis seiner Werke in chronologischer Folge” (Franz Schubert: Thematic Catalogue of all his Works in
Chronological Order). This was first published in English in 1951, and subsequently revised for a new edition in
German, in 1978.

• Catalogue by Deutsch number: D 1 to 500 – D 501 to 998
• List of compositions by Franz Schubert by genre
• Wikipedia articles about Schubert’s compositions

Further reading

Otto Erich Deutsch, working in the first half of the 20th century, was probably the preeminent scholar of
Schubert’s life and music. In addition to the catalogue of Schubert’s works, he collected and organized a great
deal of material about Schubert, some of which is still in print.
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External links

• The Lied and Arts Song Texts Page
• Franz Schubert Museum in Hohenems/Austria
• Franz Schubert discography at MusicBrainz
• Franz Schubert at the Internet Broadway Database
• Franz Schubert at the Internet Movie Database
• Digital reproductions of score manuscripts and letters by Franz Schubert
• Notes on Franz Schubert by pianist Bart Berman
• The Schubert Society of the USA
• The Franz Schubert Society of Victoria
• Franz-Schubert-Institut in Baden bei Wien
• Works by or about Franz Schubert in libraries (WorldCat catalog)

RecordingsRecordings

• Schubertlied.de – Free Recordings of many Lieder by Schubert (mp3)
• Schubert cylinder recordings, from the Cylinder Preservation and Digitization Project at the University of
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The Erlking by Albert Sterner, ca.
1910

ErlkönigErlkönig

“ErlkönigErlkönig” (also called “Der ErlkönigDer Erlkönig“) is a poem by Johann Wolfgang von Goethe. It depicts the death of a
child assailed by a supernatural being, the Erlking or “Erlkönig” (suggesting the literal translation “alder king”).
It was originally composed by Goethe as part of a 1782 Singspiel entitled Die Fischerin.

The poem has been used as the text for Lieder (art songs for voice and piano) by many classical composers.

Summary

An anxious young boy is being carried home at night by his father on horseback. To what sort of home is not
spelled out; German Hof has a rather broad meaning of “yard,” “courtyard,” “farm,” or (royal) “court.” The lack of
specificity of the father’s social position allows the reader to imagine the details.

As the poem unfolds, the son seems to see and hear beings his father does not; the father asserts reassuringly
naturalistic explanations for what the child sees – a wisp of fog, rustling leaves, shimmering willows. Finally the
child shrieks that he has been attacked. The father makes faster for the Hof. There he recognizes that the boy is
dead.
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Text

The Legend

The story of the Erlkönig derives from the traditional Danish ballad Elveskud: Goethe’s poem was inspired by
Johann Gottfried Herder’s translation of a variant of the ballad (Danmarks gamle Folkeviser 47B, from Peter Syv’s
1695 edition) into German as “Erlkönigs Tochter” (“The Erl-king’s Daughter”) in his collection of folk songs,
Stimmen der Völker in Liedern (published 1778). Goethe’s poem then took on a life of its own, inspiring the
Romantic concept of the Erlking. Niels Gade’s cantata Elverskud opus 30 (1854, text by Chr. K. F. Molbech) was
published in translation as Erlkönigs Tochter.

The Erlkönig‘s nature has been the subject of some debate. The name translates literally from the German as
“Alder King” rather than its common English translation, “Elf King” (which would be rendered as Elfenkönig in
German). It has often been suggested that Erlkönig is a mistranslation from the original Danish elverkonge, which
does mean “king of the elves.”
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In the original Scandinavian version of the tale, the antagonist was the Erlkönig‘s daughter rather than the
Erlkönig himself; the female elves or elvermøer sought to ensnare human beings to satisfy their desire, jealousy
and lust for revenge.

Settings to music

The poem has often been set to music with Franz Schubert’s rendition, his Opus 1 (D. 328), being the best
known. Other notable settings are by members of Goethe’s circle, including the actress Corona Schröter (1782),
Andreas Romberg (1793), Johann Friedrich Reichardt (1794) and Carl Friedrich Zelter (1797). Beethoven
attempted to set it to music but abandoned the effort; his sketch however was complete enough to be published in
a completion by Reinhold Becker (1897). A few other nineteenth-century versions are those by Václav Tomášek
(1815), Carl Loewe (1818) and Ludwig Spohr (1856, with obbligato violin) and Heinrich Wilhelm Ernst (Polyphonic
Studies for Solo Violin). A 21st century example is pianist Marc-André Hamelin’s “Etude No. 8 (after Goethe)” for
solo piano, based on “Erlkönig”.

The Franz Schubert Composition

Hear the MusicHear the Music

“Erlkönig”

Ernestine Schumann-Heink

Problems playing this file? See media help.

Schubert’s autograph of a simplified accompaniment to his “Erlkönig“, one of several revisions

Franz Schubert composed his Lied, “Erlkönig“, for solo voice and piano in 1815, setting text from the Goethe
poem. Schubert revised the song three times before publishing his fourth version in 1821 as his Opus 1; it was
cataloged by Otto Erich Deutsch as D. 328 in his 1951 catalog of Schubert’s works. The song was first performed
in concert on December 1, 1820, at a private gathering in Vienna, and received its public premiere on March 7,
1821, at Vienna’s Theater am Kärntnertor.
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The four characters in the song – narrator, father, son, and the Erlking – are usually all sung by a single vocalist;
occasionally, however, the work is performed by four individual vocalists (or three, with one taking the parts of

both the narrator and the Erlking).[citation needed] Schubert placed each character largely in a different vocal range,
and each has his own rhythmic nuances; in addition, most singers endeavor to use a different vocal coloration for
each part.

1. The Narrator lies in the middle range and is in minor.
2. The Father lies in the low range and sings both in minor mode and major.
3. The Son lies in a high range, also in minor.
4. The Erlking’s vocal line, in major, undulates up and down to arpeggiated accompaniment: providing the

only break from the ostinato bass triplets in the accompaniment until the boy’s death. The Erlking lines

are typically sung in a softer dynamic.[citation needed]

A fifth character, the horse, is implied in rapid triplet figures played by the pianist throughout the work, mimicking
hoof beats.

“Erlkönig” starts with the piano rapidly playing triplets to create a sense of urgency and simulate the horse’s
galloping. Meanwhile the bass adds a horror theme to the piece. These motifs continue throughout. Each of the
son’s pleas become louder and higher-pitched than the previous ones. Near the very end of the piece the music
quickens, as the father desperately tries to spur his horse to go faster, and then slows down, as he arrives. The
piano stops before the final line, “In seinen Armen das Kind war tot” before ending with a perfect authentic
cadence.

The piece is regarded as extremely challenging to perform due to the vocal characterization required of the
vocalist as well as its difficult accompaniment, involving the playing of rapidly repeated chords and octaves to

create the drama and urgency in the poetry.[citation needed]

The song was transcribed for solo piano by Franz Liszt, and the piano accompaniment was orchestrated by
Hector Berlioz. Hans Werner Henze created an Orchesterfantasie über Goethes Gedicht und Schuberts Opus 1
aus dem Ballett “Le fils de l’air”. There is also a transcription for solo violin by the violin virtuoso Heinrich Wilhelm

Ernst, considered one of the most technically difficult pieces to play for the instrument.[citation needed]

The Carl Loewe composition

Carl Loewe’s setting was published as Op. 1, No. 3 and composed in 1817–18, in the lifetime of the poem’s
author and also of Schubert, whose version Loewe did not then know. Collected with it were Op. 1, No. 1, Edward
(1818; a translation of the Scottish ballad), and No. 2, Der Wirthin Töchterlein (1823; The Innkeeper’s Daughter),
a poem of Ludwig Uhland. Inspired by a German translation of Scottish border ballads, Loewe set several poems
with an elvish theme; but although all three of Op. 1 are concerned with untimely death, in this set only the
“Erlkönig” has the supernatural element.

Loewe’s accompaniment is in semiquaver groups of six in nine-eight time and marked Geschwind (fast). The
vocal line evokes the galloping effect by repeated figures of crotchet and quaver, or sometimes three quavers,
overlying the binary tremolo of the semiquavers in the piano. In addition to an unusual sense of motion this
creates a very flexible template for the stresses in the words to fall correctly within the rhythmic structure.

Loewe’s version is less melodic than Schubert’s, with an insistent, repetitive harmonic structure between the
opening minor key, and answering phrases in the major key of the dominant, which have a stark quality owing to
their unusual relationship to the home key. The narrator’s phrases are echoed by the voices of father and son, the
father taking up the deeper, rising phrase, and the son a lightly undulating, answering theme around the dominant

fifth. These two themes also evoke the rising and moaning of the wind.[citation needed] The Elf king, who is always
heard pianissimo, does not sing melodies, but instead delivers insubstantial rising arpeggios that outline a single
major chord (that of the home key) which sounds simultaneously on the piano in una corda tremolo. Only with his
final threatening word, “Gewalt,” does he depart from this chord. Loewe’s implication is that the Erlking has no
substance, but merely exists in the child’s fevered imagination. As the piece progresses, the first in the groups of
three quavers are dotted to create a breathless pace, which then forms a bass figure in the piano driving through
to the final crisis. The last words, war tot, leap from the lower dominant to the sharpened third of the home key,
this time not to the major but to a diminished chord, which settles chromatically through the home key in the major
and then to the minor.
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Crop of a carte de visite photo of Hector Berlioz by Franck, Paris, c. 1855

Hector BerliozHector Berlioz

Hector BerliozHector Berlioz (French: [ɛktɔʁ bɛʁljoːz]; 11 December 1803 – 8 March 1869) was a French Romantic
composer, best known for his compositions Symphonie fantastique and Grande messe des morts (Requiem).
Berlioz made significant contributions to the modern orchestra with his Treatise on Instrumentation. He
specified huge orchestral forces for some of his works, and conducted several concerts with more than 1,000
musicians. He also composed around 50 songs. His influence was critical for the further development of
Romanticism, especially in composers like Richard Wagner, Nikolai Rimsky-Korsakov, Franz Liszt, Richard
Strauss, Gustav Mahler and many others.

Biography

Early years

Hector Berlioz was born in France at La Côte-Saint-André in the département of Isère, near Grenoble. His father,
Louis Berlioz, a respected provincial physician and scholar who is widely credited for first experimenting and
recording the use of acupuncture in Europe, was responsible for much of the young Berlioz’s education. Louis
was an agnostic, with a liberal outlook; his mother, Marie-Antoinette, was a devout Roman Catholic. He had five
siblings in all, three of whom did not survive to adulthood. The other two, Nanci and Adèle, remained close to
Berlioz throughout his life.

Berlioz was not a child prodigy, unlike some other famous composers of the time; he began studying music at age
12, writing small compositions and arrangements. As a result of his father’s discouragement, he never learned to
play the piano, a peculiarity he later described as both beneficial and detrimental. He became proficient at guitar,
flageolet and flute. He learned harmony by textbooks alone—he was not formally trained. The majority of his
early compositions were romances and chamber pieces.

While yet at age 12, as recalled in his Mémoires, he experienced his first passion for a woman, an 18-year-old
next door neighbour named Estelle Fornier (née Dubœuf). Berlioz appears to have been innately Romantic, this
characteristic manifesting itself in his love affairs, adoration of great romantic literature, as well as Shakespeare
and Beethoven, and his weeping at passages by Virgil (by age twelve he had learned to read Virgil in Latin and
translate it into French under his father’s tutelage).
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Student life

Paris

Drawing of Harriet Smithson as Ophelia in Shakespeare’s Hamlet

In March 1821, Berlioz left high school in Grenoble, and in October, at age 18, he was sent to Paris to study
medicine, a field for which he had no interest and, later, outright disgust after viewing a human corpse being
dissected. (He gives a colorful account in his Mémoires.) He began to take advantage of the institutions he now
had access to in the city, including his first visit to the Paris Opéra, where he saw Iphigénie en Tauride by
Christoph Willibald Gluck, a composer whom he came to admire above all, alongside Ludwig van Beethoven.

He also began to visit the Paris Conservatoire library, seeking out scores of Gluck’s operas and making personal
copies of parts of them. He recalled in his Mémoires his first encounter with Luigi Cherubini, the Conservatoire’s
then music director. Cherubini attempted to throw the impetuous Berlioz out of the library since he was not a
formal music student at that time. Berlioz also heard two operas by Gaspare Spontini, a composer who
influenced him through their friendship, and whom he later championed when working as a critic. From then on,
he devoted himself to composition. He was encouraged in his endeavors by Jean-François Le Sueur, director of
the Royal Chapel and professor at the Conservatoire. In 1823, he wrote his first article—a letter to the journal Le
corsaire defending Spontini’s La vestale. By now he had composed several works including Estelle et Némorin
and Le passage de la mer Rouge (The Crossing of the Red Sea) – both now lost – the latter of which convinced
Lesueur to take Berlioz on as one of his private pupils.

Despite his parents’ disapproval, in 1824 he formally abandoned his medical studies to pursue a career in music.
He composed the Messe solennelle. This work was rehearsed and revised after the rehearsal but not performed
until the following year. Berlioz later claimed to have burnt the score, but it was re-discovered in 1991. Later that
year or in 1825, he began to compose the opera Les francs-juges, which was completed the following year but
went unperformed. The work survives only in fragments; the overture has been much recorded and is sometimes
played in concert.

Berlioz by Pierre Petit

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23115953/Harrietsmithson.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23115953/Harrietsmithson.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23115954/Berlioz_Petit_BNF_Gallica.png
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23115954/Berlioz_Petit_BNF_Gallica.png


In 1826 he began attending the Conservatoire to study composition under Jean-François Le Sueur and Anton
Reicha. He also submitted a fugue to the Prix de Rome, but was eliminated in the primary round. Winning the
prize would become an obsession until he finally won it in 1830, submitting a new cantata every year until he
succeeded at his fourth attempt. The reason for this interest in the prize was not just academic recognition. The
prize included a five-year pension – much needed income for the struggling composer. In 1827 he composed the
Waverley overture after Walter Scott’s Waverley novels. He also began working as a chorus singer at a vaudeville
theatre to contribute towards an income. On September 11 of that year, he attended a production by a traveling
English theatre company at the Odéon theatre with the Irish-born actress Harriet Smithson playing Ophelia and
Juliet in the Shakespeare plays Hamlet and Romeo and Juliet. He immediately became infatuated with both
actress and playwright. Prone to violent impulses, Berlioz began flooding Smithson’s hotel room with love letters
which both confused and terrified her. His advances led nowhere.

In 1828 Berlioz heard Beethoven’s third and fifth symphonies performed at the Paris Conservatoire – an
experience that he found overwhelming. He also read Johann Wolfgang von Goethe’s Faust for the first time (in
French translation), which would become the inspiration for Huit scènes de Faust (his Opus 1), much later re-
developed as La damnation de Faust. He also came into contact with Beethoven’s string quartets and piano
sonatas, and recognised the importance of these immediately. He began to study English so that he could read
Shakespeare. Around the same time, he also started writing musical criticism.

He began and finished composition of the Symphonie fantastique in 1830, a work which would bring Berlioz much
fame and notoriety. He entered into a relationship with – and subsequently became engaged to – Marie Moke,
despite the symphony being inspired by Berlioz’s obsession with Harriet Smithson. As his fourth cantata for
submittal to the Prix de Rome neared completion, the July Revolution began. “I was finishing my cantata when the
revolution broke out”, he recorded in his Mémoires, “I dashed off the final pages of my orchestral score to the
sound of stray bullets coming over the roofs and pattering on the wall outside my window. On the 29th I had
finished, and was free to go out and roam about Paris till morning, pistol in hand”. He finally won the prize with
the cantata Sardanapale. He also arranged the French national anthem La Marseillaise and composed an
overture to Shakespeare’s The Tempest, which was the first of his pieces to play at the Paris Opéra. An hour
before the performance, a sudden storm created the worst rain in Paris for 50 years, meaning the performance
was almost deserted. Berlioz met Franz Liszt who was also attending the concert. This proved to be the
beginning of a long friendship. Liszt would later transcribe the entire Symphonie fantastique for piano to enable
more people to hear it.

Italy

Lithograph of Berlioz by August Prinzhofer, Vienna, 1845. Berlioz considered this to be a good likeness.

On 30 December 1831, Berlioz left France for Rome, prompted by a clause in the Prix de Rome which required
winners to spend two years studying there. Although none of his major works were actually written in Italy, his
travels and experiences there would later influence and inspire much of his music. This is most evident in the
thematic aspects of his music, particularly Harold en Italie (1834), a work inspired by Lord Byron’s Childe Harold.
Berlioz later recalled that his “intention was to write a series of orchestral scenes, in which the solo viola would be
involved as a more or less active participant [with the orchestra] while retaining its own character. By placing it
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among the poetic memories formed from my wanderings in Abruzzi, I wanted to make the viola a kind of
melancholy dreamer in the manner of Byron’s Childe-Harold.”

While in Rome, he stayed at the French Academy in the Villa Medici. He found the city distasteful, writing, “Rome
is the most stupid and prosaic city I know; it is no place for anyone with head or heart.” He therefore made an
effort to leave the city as often as possible, making frequent trips into the surrounding country. During one of
these trips, while Berlioz enjoyed an afternoon of sailing, he encountered a group of Carbonari. These were
members of a secret society of Italian patriots based in France with the aim of creating a unified Italy.

During his stay in Italy, he received a letter from the mother of his fiancée informing him that she had called off
their engagement. Instead her daughter was to marry Camille Pleyel (son of Ignaz Pleyel), a rich piano
manufacturer. Enraged, Berlioz decided to return to Paris and take revenge on Pleyel, his fiancée, and her mother
by killing all three of them. He created an elaborate plan, going so far as to purchase a dress, wig and hat with a
veil (with which he was to disguise himself as a woman in order to gain entry to their home). He even stole a pair
of double-barrelled pistols from the Academy to kill them with, saving a single shot for himself. Planning out his
action with great care, Berlioz purchased phials of strychnine and laudanum to use as poisons in the event of a
pistol jamming.

Despite this careful planning, Berlioz failed to carry the plot through. By the time he had reached Genoa, he “left
his disguise in the side pocket of the carriage”. After arriving in Nice (at that time, part of Italy), he reconsidered
the entire plan, deciding it to be inappropriate and foolish. He sent a letter to the Academy in Rome, requesting
that he be allowed to return. This request was accepted, and he prepared for his trip back.

Before returning to Rome, Berlioz composed his overtures to King Lear in Nice and Rob Roy, and began work on
a sequel to the Symphonie fantastique, Le retour à la vie (The Return to Life), renamed Lélio in 1855.

Upon his return to Rome, Berlioz posed for a portrait painting by Émile Signol (completed in April 1832), which
Berlioz did not consider to be a good likeness of himself.

Berlioz continued to travel throughout his stay in Italy. He visited Pompeii, Naples, Milan, Tivoli, Florence, Turin
and Genoa. Italy was important in providing Berlioz with experiences that would be impossible in France. At
times, it was as if he himself was actually experiencing the Romantic tales of Byron in person; consorting with
brigands, corsairs, and peasants. He returned to Paris in November 1832.

Decade of productivity

Between 1830 and 1847, Berlioz wrote many of his most popular and enduring works. The foremost of these are
the Symphonie fantastique (1830), Harold en Italie (1834), the Grande messe des morts (Requiem) (1837) and
Roméo et Juliette (1839).

Painting of a young Berlioz by Émile Signol, 1832.

On Berlioz’s return to Paris, a concert including Symphonie fantastique (which had been extensively revised in
Italy) and Le retour à la vie was performed, with Victor Hugo, Alexandre Dumas, Heinrich Heine, Niccolò
Paganini, Franz Liszt, Frédéric Chopin, George Sand, Alfred de Vigny, Théophile Gautier, Jules Janin, Harriet
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Smithson and others in the audience. At this time, Berlioz also met playwright Ernest Legouvé who became a
lifelong friend. A few days after the performance, Berlioz and Harriet were finally introduced and entered into a
relationship. Despite Berlioz not understanding spoken English and Harriet not knowing any French, on 3 October
1833, they got married in a civil ceremony at the British Embassy with Liszt as one of the witnesses. The
following year their only child, Louis Berlioz, was born – a source of initial disappointment, anxiety and eventual
pride to his father. Unfortunately for Berlioz, he was soon to discover that living under the same roof as the
Beloved was far less appealing than worship from afar. Their marriage turned out a disaster as both were prone
to violent personality clashes and outbursts of temper.

In 1834, virtuoso violinist and composer Niccolò Paganini commissioned Berlioz to compose a viola
concerto, intending to premiere it as soloist. This became the symphony for viola and orchestra, Harold en Italie.
Paganini changed his mind about playing the piece himself when he saw the first sketches for the work; he
expressed misgivings over its outward lack of complexity. The premiere of the piece was held later that year. After
initially rejecting the piece, Paganini, as Berlioz’s Mémoires recount, knelt before Berlioz in front of the orchestra
after hearing it for the first time and proclaimed him a genius and heir to Beethoven. The next day he sent Berlioz
a gift of 20,000 francs, the generosity of which left Berlioz uncharacteristically lost for words. Around this time,
Berlioz decided to conduct most of his own concerts, tired as he was of conductors who did not understand his
music. This decision launched what was to become a lucrative and creatively fruitful career in conducting music
both by himself and other leading composers.

Berlioz composed the opera Benvenuto Cellini in 1836. He was to spend much effort and money in the following
decades trying to have it performed successfully. Benvenuto Cellini was premiered at the Paris Opéra on
September 10, but was a failure due to a hostile audience. One of his most enduring pieces followed Benvenuto
Cellini—the Grande messe des morts, first performed at Les Invalides in December of that year. Its gestation was
difficult; because it was a state-commissioned work much bureaucracy had to be endured. There was also
opposition from Luigi Cherubini, who was at the time the music director of the Paris Conservatoire. Cherubini felt
that a government-sponsored commission should naturally be offered to himself rather than the young Berlioz,
who was considered an eccentric. Regardless of the animosity between the two composers, Berlioz learned from
and admired Cherubini’s music, such as his requiem.

Thanks to the money Paganini had given him after hearing Harold, Berlioz was able to pay off Harriet’s and his
own debts and suspend his work as a critic. This allowed him to focus on writing the “dramatic symphony” Roméo
et Juliette for voices, chorus and orchestra. Berlioz later identified the “love scene” from this choral symphony, as
he called it, as his favourite composition. (He considered his Requiem his best work, however: “If I were
threatened with the destruction of the whole of my works save one, I should crave mercy for the Messe des
morts“.) It was a success both at home and abroad, unlike later great vocal works such as La damnation de
Faust and Les Troyens, which were commercial failures. Roméo et Juliette was premiered in a series of three
concerts later in 1839 to distinguished audiences, one including Richard Wagner.

The same year Roméo premiered, Berlioz was appointed Conservateur Adjoint (Deputy Librarian) Paris
Conservatoire Library. Berlioz supported himself and his family by writing musical criticism for Paris publications,
primarily Journal des débats for over thirty years, and also Gazette musicale and Le rénovateur. While his career
as a critic and writer provided him with a comfortable income, and he had an obvious talent for writing, he came to
detest the amount of time spent attending performances to review, as it severely limited his free time to promote
his own works and produce more compositions. Despite his prominent position in musical criticism, he did not use
his articles to promote his own works.



Mid-life

Painting of Berlioz by Gustave Courbet, 1850.

After the 1830s, Berlioz found it increasingly difficult to achieve recognition for his music in France. As a result, he
began to travel to other countries more often. Between 1842 and 1863 he traveled to Germany, England, Austria,
Russia and elsewhere, where he conducted operas and orchestral music – both his own and others’. During his
lifetime, Berlioz was as famous a conductor as he was as a composer. He was made a Chevalier de la Légion
d’honneur in 1839.

In 1840, the Grande symphonie funèbre et triomphale was commissioned to celebrate the tenth anniversary of the
July Revolution of 1830. Owing to a strict deadline, it was performed only days after it was completed. The
performance was held in the open air on July 28, conducted by Berlioz himself, at the Place de la Bastille. The
piece was difficult to hear owing to the crowds and timpani of the drum corps. This was later remedied by a
concert performance a month later, and Wagner voiced his approval of the work. The following year he began but
later abandoned the composition of a new opera, La nonne sanglante; some fragments survive.

In 1841, Berlioz wrote recitatives for a production of Weber’s Der Freischütz at the Paris Opéra and also
orchestrated Weber’s Invitation to the Dance to add ballet music to it (he titled the ballet L’Invitation à la
valse, and the original piano piece has often been mistitled as a result). Later that year Berlioz finished composing
the song cycle Les nuits d’été for piano and voices (later to be orchestrated). He also entered into an intimate
relationship with singer Marie Recio who would become his second wife.

In 1842, Berlioz embarked on a concert tour of Brussels, Belgium from September to October. In December he
began a tour in Germany which continued until the middle of next year. Towns visited included Berlin, Hanover,
Leipzig, Stuttgart, Weimar, Hechingen, Darmstadt, Dresden, Brunswick, Hamburg, Frankfurt and Mannheim. In
Leipzig he met Felix Mendelssohn and Robert Schumann, the latter of whom had written an enthusiastic article on
the Symphonie fantastique. He also met Heinrich Marschner in Hanover, Wagner in Dresden and Giacomo
Meyerbeer in Berlin. Back in Paris, Berlioz began to compose the concert overture Le carnaval romain, based
on music from Benvenuto Cellini. The work was finished the following year and was premiered shortly after.
Nowadays it is among the most popular of his overtures.

In early 1844, Berlioz’s highly influential Treatise on Instrumentation was published for the first time. At this time
Berlioz was producing several serialisations for music journals which would eventually be collected into his
Mémoires and Les soirées de l’orchestre (Evenings with the Orchestra). He took a recuperation trip to Nice late
that year, during which he composed the concert overture La tour de Nice (The Tower of Nice), later to be revised
and renamed Le Corsaire. With their marriage a failure, Berlioz and Harriet Smithson separated, the latter having
become an alcoholic due to the collapse of her acting career. Berlioz moved in with a mistress Marie Recio. He
continued to provide for Harriet for the rest of her life. He also met Mikhail Glinka (whom he had initially met in
Italy and who remained a close friend), who was in Paris between 1844 and 1845 and persuaded Berlioz to
embark on one of two tours of Russia. Berlioz’s joke “If the Emperor of Russia wants me, then I am up for sale”
was taken seriously. The two tours of Russia (the second in 1867) proved so financially successful that they
secured Berlioz’s finances despite the large amounts of money he was losing in writing unsuccessful
compositions. In 1845 he embarked on his first large-scale concert tour of France. He also attended and wrote a
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report on the inauguration of a statue to Beethoven in Bonn, and began composing La damnation de Faust,
incorporating the earlier Huit scènes de Faust. On his return to Paris, the recently completed La damnation de
Faust was premiered at the Opéra-Comique, but after two performances, the run was discontinued and the work
was a popular failure (perhaps owing to its halfway status between opera and cantata), despite receiving
generally favourable critical reviews. This left Berlioz heavily in debt to the tune of 5000 to 6000 francs. Becoming
ever more disenchanted with his prospects in France, he wrote:

Great success, great profit, great performances, etc. etc. … France is becoming more and more
philistine towards music, and the more I see of foreign lands the less I love my own. Art, in France, is
dead; so I must go where it is still to be found. In England apparently there has been a real revolution in
the musical consciousness of the nation in the last ten years. We shall see.

In 1847, during a seven-month visit to England, he was appointed conductor at the London Drury Lane Theatre by
its then-musical director, the popular French musician Louis Antoine Jullien. He was impressed with its quality
when he first heard the orchestra perform at a promenade concert. In London he also learnt that he knew far
more English than he had supposed, although still did not understand half of what was said in conversation. He
began writing his Mémoires. During his stay in England, the February Revolution broke out in France. Berlioz
arrived back in France in 1848, only to be informed that his father had died shortly after his return. He went back
to his birthplace to mourn his father along with his sisters. Meanwhile, Harriet’s health was declining due to
alcohol abuse and she suffered a series of strokes that left her an invalid. Berlioz paid for four servants to look
after her on a permanent basis and visited her almost daily. He began composition of his Te Deum.

In 1850 he became head librarian at the Paris Conservatoire, the only official post he would ever hold, and a
valuable source of income. During this year Berlioz also conducted an experiment on his many vocal critics. He
composed a work entitled the Shepherd’s Farewell and performed it in two concerts under the guise of it being by
a composer named Pierre Ducré. This composer was of course a fictional construct by Berlioz. The trick worked,
and the critics praised the work by ‘Ducré’ and claimed it was an example that Berlioz would do well to follow.
“Berlioz could never do that!”, he recounts in his Mémoires, was one of the comments. Berlioz later incorporated
the piece into La fuite en Egypte from L’enfance du Christ. In 1852, Liszt revived Benvenuto Cellini in what was to
become the “Weimar version” of the opera, containing modifications made with the approval of Berlioz. The
performances were the first since the disastrous premiere of 1838. Berlioz travelled to London in the following
year to stage it at Theatre Royal, Covent Garden but withdrew it after one performance owing to the hostile
reception. It was during this visit that he witnessed a charity performance involving six thousand five hundred
children singing in St Paul’s Cathedral. Harriet Smithson died in 1854. L’enfance du Christ was completed later
that year and was well-received upon its premiere. Unusually for a late Berlioz work, it appears to have remained
popular long after his death. In October, Berlioz married Marie Recio. In a letter written to his son, he said that
having lived with her for so long, it was his duty to do so. In early 1855 Le retour à la vie was revised and
renamed Lélio. Shortly afterwards, the Te Deum received its premiere with Berlioz conducting. During a short visit
to London, Berlioz had a long conversation with Wagner over dinner. A second edition of Treatise on
Instrumentation was also published, with a new chapter detailing aspects of conducting.

Photograph of Berlioz by Nadar, January 1857
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Les Troyens

In 1856 Berlioz visited Weimar where he attended a performance of Benvenuto Cellini, conducted by Liszt. His
time with Liszt also highlighted Berlioz’s increasing lack of appreciation for Wagner’s music, much to Liszt’s
annoyance.

Berlioz was convinced by Princess Sayn-Wittgenstein – with whom he had corresponded for some time – that he
should begin to compose a new opera. This work would eventually become Les Troyens, a monumental grand
opera with a libretto (which he wrote himself) based on Books Two and Four of Virgil’s Aeneid. The idea of
creating an opera based on the Aeneid had already been in his mind several years, by the time Sayn-Wittgenstein
had approached him, and despite a long disillusionment, his creative flame seems to have remained lit. Les
Troyens proved to be a very personal work for Berlioz, as it paid homage to his first literary love, whom he still
cherished – even after his discoveries of Shakespeare and Goethe. The opera was planned around five acts,
similar in size to the grand opera of Meyerbeer. It was composed with the Paris Opéra in mind, a most prestigious
venue. Berlioz’s chances of securing a production in which his work would receive attention equal to its merits
were negligible from the start – a fact he must have been aware of. Despite these grim prospects, Berlioz saw the
work through to its completion in 1858.

The onset of an intestinal illness which would plague Berlioz for the rest of his life had now become apparent to
him. During a visit to Baden-Baden, Edouard Bénazet commissioned a new opera from Berlioz, but due to the
illness that opera was never written. Two years later, however, Berlioz instead began work on Béatrice et
Bénédict, which Bénazet accepted; it was completed on 25 February 1862. As for Les Troyens, in 1860 the
Théâtre Lyrique in Paris had agreed to stage it, only to reject it the following year. It was soon picked up again by
the Paris Opéra.

Marie Recio, Berlioz’s wife, died unexpectedly of a stroke at the age of 48, on 13 June 1862. Berlioz soon met a
young woman named Amélie at Montmartre Cemetery, and though she was only 24, they developed a close
relationship despite a 35-year age difference.

The first performances of Béatrice et Bénédict were held at Baden-Baden on 9th and August 11. The work had
had extensive rehearsals for many months, and despite problems Berlioz found in making the musicians play as
delicately as he would like, and even discovering that the orchestra pit was too small before the premiere, the
work was a success. Berlioz later remarked that his conducting was much improved owing to the considerable
pain he was in on the day, allowing him to be “emotionally detached” and “less excitable”. Béatrice was sung by
Madame Charton-Demeur. Both she and her husband were staunch supporters of Berlioz’s music, and she was
present at Berlioz’s deathbed.

Les Troyens was dropped by the Paris Opéra with the excuse that it was too expensive to stage; it was replaced
by Wagner’s Tannhäuser. The work was attacked by his opponents for its length and demands, and with
memories of the failure of Benvenuto Cellini at the Opéra were still fresh. It was then accepted by the new
director of the recently re-built Théâtre-Lyrique. In 1863 Berlioz published his last signed article for the Journal
des débats. After resigning, an act which should have raised his spirits given how much he detested his job, his
disillusionment became even stronger. He also busied himself judging entrants for the Prix de Rome – arguing
successfully for the eventual winner, the 21-year old Jules Massenet. Amélie requested that they end their
relationship, which Berlioz did, to his despair. The staging of Les Troyens was fraught with difficulties when
performed in a truncated form at the Théâtre-Lyrique. It was eventually premiered on November 4 and ran for 21
performances until December 20. Madame Charton-Demeur sang the role of Didon. It was first performed in Paris
without cuts as recently as 2003 at the Théâtre du Châtelet, conducted by John Eliot Gardiner.

Later years

In 1864 Berlioz was made Officier de la Légion d’honneur. On August 22, Berlioz heard from a friend that Amélie,
who had been suffering from poor health, had died at the age of 26. A week later, while walking in the Montmartre
Cemetery, he discovered Amélie’s grave: she had been dead for six months. By now, Berlioz was a lonely man.
Most of his family and friends had died, including his two surviving sisters. Events like these became all too
common in his later life, as his continued isolation from the musical scene increased as the focus shifted to
Germany. He wrote:



Last photograph of Berlioz,
1868

I am in my 61st year; past hopes, past illusions, past high thoughts and lofty conceptions. My son is
almost always far away from me. I am alone. My contempt for the folly and baseness of mankind, my
hatred of its atrocious cruelty, have never been so intense. And I say hourly to Death: ‘When you will’.
Why does he delay?

Berlioz met Estelle Fornier – the object of his childhood affections – in Lyon for the first time in 40 years, and
began a regular correspondence with her. Berlioz soon realised that he still longed for her, and eventually she
had to inform him that as a married woman there was no possibility that they could become closer than
friends. By 1865, an initial printing of 1200 copies of his Mémoires was completed. A few copies were distributed
amongst his friends, but the bulk were, slightly morbidly, stored in his office at the Paris Conservatoire, to be sold
upon his death. He travelled to Vienna in December 1866 to conduct the first complete performance there of La
damnation de Faust. In 1867 Berlioz’s son Louis, a merchant shipping captain, died of yellow fever in
Havana. After learning this, Berlioz burnt a large number of documents and other mementos which he had
accumulated during his life, keeping only a conducting baton given to him by Mendelssohn and a guitar given to
him by Paganini. He then wrote his will. The intestinal pains had been gradually increasing, and had now spread
to his stomach, and whole days were passed in agony. At times he experienced spasms in the street so intense
that he could barely move. Later that year he embarked on his second concert tour of Russia, which would also
be his last of any kind. The tour was extremely lucrative for him, so much so that Berlioz turned down an offer of
100,000 francs from American Steinway to perform in New York. In Saint Petersburg, Berlioz experienced a
special pleasure at performing with the “first-rate” orchestra of the Saint Petersburg Conservatory. He returned to
Paris in 1868, exhausted, with his health damaged due to the Russian winter. He immediately traveled to Nice to
recuperate in the Mediterranean climate, but slipped on some rocks by the sea shore, possibly due to a stroke,
and had to return to Paris, where he lived as an invalid. In August 1868, he made his last trip to Grenoble where
lived his sister and her family. Invited by Mayor Jean Vendre during three days of festivities for the inauguration of
a statue of Napoleon, he presided at a music festival.

On 8 March 1869, Berlioz died at his Paris home, No.4 rue de Calais, at 30 minutes past midday. He was
surrounded by friends at the time. His funeral was held at the recently completed Église de la Trinité on March 11,
and he was buried in Montmartre Cemetery with his two wives, who were exhumed and re-buried next to him. His
last words were reputed to be “Enfin, on va jouer ma musique” (“At last, they are going to play my music”).

Religious views

Berlioz often stated in his letters that he was an agnostic. In a letter which was written shortly before his death, he
wrote in regard to religion, “I believe nothing.” The Catholic Encyclopedia, for its part, claims Berlioz as a Catholic,
but appears to concede that he did not remain faithful to Catholicism.
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Berlioz as a conductor

Drawing of Berlioz conducting a choir by Gustave Doré, published in Journal pour rire, 27 June 1850

Berlioz’s work as a conductor was highly influential and brought him fame across Europe. He was considered by
Charles Hallé, Hans von Bülow and others to be the greatest conductor of his era. Berlioz initially began
conducting due to frustrations over the inability of other conductors – more used to performing older and simpler
music – to master his advanced and progressive works, with their extended melodies and rhythmic
complexity. He began with more enthusiasm than mastery, and was not formally trained, but through
perseverance his skills improved. He was also willing to take advice from others, as evidenced by Spontini
criticising his early use of large gestures while conducting. One year later, according to Hallé, his movements
were much more economical, enabling him to control more nuance in the music. His expert understanding of the
way the sound of each instrument interacts with each other (demonstrated in his Treatise on Instrumentation) was
attested to by the critic Louis Engel, who mentions how Berlioz once noticed, amidst an orchestral tutti, a minute
pitch difference between two clarinets. Engel offers an explanation of Berlioz’s ability to detect such things as in
part due to the sheer nervous energy he was experiencing during conducting.

Despite this talent, Berlioz never held an employed position of conductor during his lifetime, forced to be content
with only guest conducting. This was almost not the case. In late 1835, he was approached by the management
of a new concert hall in Paris, the Gymnase Musical, and offered a position as their musical director. To Berlioz
this was an ideal opportunity. Not only would it give him a large annual salary (between 6000 to 12,000
francs), but it would also give him a platform from which to perform his own music, and the music of fellow
progressives. Berlioz accepted the offer, and signed the contract for the position. However, a new decree issued
by the revolutionary government forced him to change his mind. The obstacle was one of the many restrictions
that the revolutionary government had placed on the running of musical establishments, forbidding the
performance of vocal music, so they did not compete with the influential Paris Opéra (among other organisations).
There were passionate arguments and attempts to circumvent this restriction, but they fell on deaf ears, and the
Gymnase Musical became a dance hall instead. This left Berlioz dejected, and would prove to have been a
crucial cross-roads in his life, forcing him to work long hours as a critic, which severely impaired his free time
available for composition.

From then on, he conducted at many different occasions, but mainly during grand tours of various countries
where he was paid handsomely for visiting. In particular, towards the end of his life, he made a lot of money by
touring Russia twice, the final visit proving extremely lucrative and also being the final conducting tour before his
death. This enabled him not only to perform his music to a wider audience, but also to increase his influence
across Europe – for example, his orchestration was studied by many Russian composers. Not just fellow hyper-
Romantic Tchaikovsky, but also members of The Five are indebted to these techniques, including Nikolai Rimsky-
Korsakov, but even Modest Mussorgsky – often portrayed as uninterested in refined orchestration – revered
Berlioz and died with a copy of Berlioz’s Treatise on Instrumentation on his bed. Similarly, his conducting
technique as described by contemporary sources appears to set the groundwork for the clarity and precision
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favoured in the French School of conducting right up to the present, exemplified by such figures as Pierre
Monteux, Désiré-Émile Inghelbrecht, Paul Paray, Charles Munch, André Cluytens, Pierre Boulez and Charles
Dutoit.

Legacy

Pencil drawing of Berlioz, by Alphonse Legros, c.1860

Although neglected in France for much of the 19th century, the music of Berlioz has often been cited as extremely
influential in the development of the symphonic form, instrumentation, and the depiction in music of programmatic
and literary ideas, features central to musical Romanticism. He was considered extremely progressive for his day,
and he, Wagner, and Liszt have been called the “Great Trinity of Progress” of 19th-century Romanticism. Richard
Pohl, the German critic in Schumann’s musical journal, the Neue Zeitschrift für Musik, called Berlioz “the true
pathbreaker”. Liszt was an enthusiastic performer and supporter, and Wagner himself, after first expressing great
reservations about Berlioz, wrote to Liszt saying: “we, Liszt, Berlioz and Wagner, are three equals, but we must
take care not to say so to him.” As Wagner here implies, Berlioz himself was indifferent to the idea of what was
called “la musique du passé” (music of the past), and clearly influenced both Liszt and Wagner (and other
forward-looking composers) although he increasingly began to dislike many of their works. Wagner’s remark also
suggests the strong ethnocentrism characteristic of European composers of the time on both sides of the Rhine.
Berlioz not only influenced Wagner through his orchestration and breaking of conventional forms, but also in his
use of the idée fixe in the Symphonie fantastique which foreshadows the leitmotif. Liszt came to see Berlioz not
only as a composer to support, but also to learn from, considering Berlioz an ally in his aim for “A renewal of
music through its closer union with poetry”.

During his centenary in 1903, while receiving attention from all leading musical reference books, he was still not
generally accepted as being one of the great composers. Some of his music was still in neglect and his following
was smaller than other, mainly German, composers. Even half a century did not change much, and it took until
the 1960s for the right questions to be asked about his work, and for it to be viewed in a more balanced and
sympathetic light. One of the pivotal events in this fresh ignition of interest in the composer was a performance of
Les Troyens by Rafael Kubelík in 1957 at Covent Garden. The music of Berlioz enjoyed a revival during the
1960s and 1970s, due in large part to the efforts of French conductor Charles Munch and of British conductor Sir
Colin Davis, who recorded his entire oeuvre, bringing to light a number of Berlioz’s lesser-known works. An
unusual (but telling) example of the increase of Berlioz’s fame in the 60s was an explosion of forged autographs,
manuscripts, and letters, evidently created to cater for a much greater interest in the composer. Davis’s recording
of Les Troyens was the first near-complete recording of that work. The work, which Berlioz never saw staged in its
entirety during his life, is now a part of the international repertoire, if still something of a rarity. Les Troyens was
the first opera performed at the newly built Opéra Bastille in Paris on 17 March 1990 in a production claimed to be
complete, but lacking the ballets.
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In 2003, the bicentenary of Berlioz’s birth, his achievements and status were much more widely recognized, and
his music is now viewed as both serious and original, rather than an eccentric novelty. Newspaper articles
reported his colourful life with zeal, very many festivals dedicated to the composer were held, readings of his
books and a one-hour French television dramatised biography all helped to create a lot of exposure to the
composer’s life and music – far more than the previous centenary anniversary. Numerous recording projects were
begun or reissued, and broadcasts of his music increased. Prominent Berlioz conductor Colin Davis had already
been in the process of recording much of Berlioz’s music on the LSO Live label, and has continued this project to
this date with a L’enfance du Christ recording issued in 2007. The internet was also a factor in the celebrations,
with the comprehensive hberlioz.com site (which has been online since 1997) being an easily available source of
information to anyone interested in the composer. The ‘Berlioz 2003’ celebrations, organised by French academic
institutions, also had a prominent website, listing events, publications and gatherings the domain of which has
now lapsed. There was also a site maintained by the Association nationale Hector Berlioz. A proposal was made
to remove his remains to the Panthéon, and while initially encouraged by French President Jacques Chirac, it was
postponed by him, claimed to be because it was too shortly after Alexandre Dumas was moved there. He may
have also been influenced by a political dispute over Berlioz’s worthiness as a republican, since Berlioz, who
regularly met kings and princes, had severely criticized the 1848 Revolution, speaking of the “odious and stupid

republic”.[citation needed] There were also objections from supporters of Berlioz, some of whom claimed that Berlioz
was an anti-establishment figure and would have no interest in such a ceremony, and that he was happy to be
buried next to his two wives in the location he has been in for almost 150 years. Since Chirac retired as
President, the future of Berlioz’s resting place is still unclear.

Peter Cornelius counted Berlioz as one of the Three Bs at the heights of classical music alongside Bach and
Beethoven. Commemorations of Berlioz include the 2000-seat Opera Berlioz at the Corum arts centre in
Montpellier, Berlioz Point in Antarctica and asteroid 69288 Berlioz.

Influences

Hector Berlioz

Literature

Berlioz had a keen affection for literature, and many of his best compositions are inspired by literary works. For
Symphonie fantastique, Berlioz was inspired in part by Thomas De Quincey’s Confessions of an English Opium-
Eater. For La damnation de Faust, Berlioz drew on Goethe’s Faust; for Harold en Italie, he drew on Byron’s
Childe Harold; for Benvenuto Cellini, he drew on Cellini’s own autobiography. For Roméo et Juliette, Berlioz
turned, of course, to Shakespeare’s Romeo and Juliet. For his magnum opus, the monumental opera Les
Troyens, Berlioz turned to Virgil’s epic poem The Aeneid. In his last opera, the comic opera Béatrice et Bénédict,
Berlioz prepared a libretto based loosely on Shakespeare’s Much Ado About Nothing. His composition “Tristia”
(for orchestra and chorus) drew its inspiration from Shakespeare’s Hamlet.

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120006/Berlioz_engraving.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120006/Berlioz_engraving.jpg


Shakespeare

In 1827, Berlioz watched Irish actress Harriet Smithson at the Odéon theatre playing Ophelia and Juliet in Hamlet
and Romeo and Juliet by William Shakespeare. This led to two intense infatuations. One was to Smithson, which
would result in a disastrous marriage. The other was to Shakespeare, which would become a lifelong love. He
followed the rest of the 1827 season closely, until the company moved to the Salle Favart, and began learning the
plays from pocket translations on sale. Though the performances were in English, of which Berlioz knew virtually
none, he was still able to grasp the grandeur and sublimnity of Shakespeare’s language along with the richness of
the plays’ dramatic design.

The timing for these performances, not just for Berlioz’ career but also for French Romanticism in general, could
not have been more apt. Berlioz was on the verge of producing his most Romantic works—as were the writers
Vigny, Dumas, Gautier and several others in attendance that night. Shakespeare served as a model for French
Romanticism, with Hugo extolling Shakespeare as a challenge to French classicism and the model for the new
Romantic theater.

Shakespeare for Berlioz represented the summit of poetic utterance, with the bard’s veracity of dramatic
expression and freedom from formal constraints resounding in the composer’s spirit. More profoundly,
Shakespeare became a source, by way of its dramatic truth, for Berlioz’ fundamental notion of expressive
truth; this was how he could call Romeo and Juliet “the supreme drama of my life.” He read from the plays
constantly, often aloud for anyone who would listen. He quoted from them for the rest of his life and would
associate any personal upheaval with its Shakespearian counterpart.

Berlioz was especially taken with Shakespeare’s ability to pinpoint the heart of a dramatic conflict and penetrating
the secrets of intense love. These secrets, Berlioz suggested in the text of Roméo et Juliette the playwright took
with him to heaven. Time and again through the years, Berlioz would distill the favorite image of a play and distill it
into musical terms. Roméo et Juliette may have been the first. Later came The Tempest, King Lear, a funeral
march for the final scene in Hamlet, the love scene for Les Troyens (which, some claim, Berlioz took from The
Merchant of Venice), and Béatrice and Benedict.

Faust

Berlioz discovered Goethe’s Faust through Gérard de Nerval’s translation, published in December 1827. Its
impact on Berlioz was, again, profound and immediate, with the Faustian concept of man striking several chords
with the composer. He described Shakespeare and Goethe in an 1828 letter as “the silent confidants of my
suffering; they hold the key to my life.” In any event, Shakespearian tragedy and Faustian mystique became of
one type in his mind.

The Romantics

Simultaneous with Berlioz’s discovery of Shakespeare was his immersion in the texts of true Romanticism. These
included the works of Thomas Moore, Sir Walter Scott and Lord Byron. All three inspired Berlioz to compose
works based on theirs. He also immersed himself in Chateaubriand, E. T. A. Hoffmann, James Fenimore Cooper
and his compatriots Victor Hugo, Alfred de Vigny, Alfred de Musset and Gérard de Nerval. He later added Honoré
de Balzac, Gustave Flaubert and Théophile Gautier to his list of favorites; he also used Gautier’s poems as texts
for his song cycle Les nuits d’été.

Perhaps as a result of this reading and seeing himself as an archetypical tragic hero, Berlioz began to weave
personal references into his music. It may in fact have been his love for Shakespeare, shared with the other
young artist-heroes of 19th-century France, that drew Berlioz firmly into the brotherhood of Romanticism.

Music

Beethoven

Berlioz writes in his Memoirs,



In an artist’s life one thunderclap sometimes follows swiftly on another … I had just had the successive
revelations of Shakespeare and Weber. Now at another point on the horizon I saw the giant form of
Beethoven rear up. The shock was almost as great as that of Shakespeare had been. Beethoven
opened before me a new world of music, as Shakespeare had revealed a new universe of poetry.

He was able to hear Beethoven’s works through the performances of the Société des Concerts du Conservatoire,
an orchestra founded by François Antoine Habeneck and his colleagues to promote modern orchestral music.
The inaugural concert, on 9 March 1828, featured the French premiere of the Eroica Symphony. Despite protests
from French and Italian composers, by the end of the first season Habeneck and the orchestra had also
performed the Fifth Symphony, the Third Piano Concerto, the Violin Concerto as well as other works.

For Berlioz the experience of hearing the Eroica brought the last and greatest revelation of the power of
instrumental music as an expressive language, along with the freedom of action with which it could be
expressive. He understood at once that the symphony was a dramatic form to an extent that he had not
previously realized, and that in Beethoven he saw a way to the dramatic manner in which he desired to compose.

Most tellingly, hearing the Eroica inspired Berlioz to widen his horizons for the first time past opera and other
vocal works and consider the expressive power of purely instrumental music. Prior to this, he had defaulted to the
dominant view of the Parisian music establishment, as typified by Le Sueur: that the symphony was a lesser form
of composition that Mozart and Haydn had already taken as far as possible. Berlioz would go on to find
instrumental music to be far more penetrating in expression and articulation than vocal setting. “Now that I have
heard that terrifying giant Beethoven”, he wrote, “I know exactly where my musical art stands; the question is to
take it from there and push it further.”

Other composers

Next to those of Beethoven, Berlioz showed deep reverence for the works of Gluck, Mozart, Méhul, Weber and
Spontini, as well as respect for some of those of Rossini, Meyerbeer and Verdi.

The innovative use of chromaticism by his contemporaries and associates Chopin and Wagner had little effect on
Berlioz’s style.

During his second visit to Russia in 1867, Berlioz met composer and pianist Anton Rubinstein, the director and
founder of the Saint Petersburg Conservatory (he left his position that August to live in Germany). Other Russian
composers he knew or at least had met include Mussorgsky, Rimsky-Korsakov, Vladimir Stasov, and
Tchaikovsky.

First page of original Symphonie
fantastique (1830) manuscript
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Works

Musical works

The five movement Symphonie fantastique, partly due to its fame, is considered by most to be Berlioz’s most
outstanding work, and the work had a considerable impact when first performed in 1830, 3 years after the death
of Beethoven and 2 years after that of Schubert. It is famous for its innovations in the form of the programmatic
symphony. The story behind this work relates to Berlioz himself and can be considered somewhat
autobiographical.

In addition to the Symphonie fantastique, some other orchestral works of Berlioz currently in the standard
orchestral repertoire include his “légende dramatique” La damnation de Faust and “symphonie dramatique”
Roméo et Juliette (both large-scale works for mixed voices and orchestra), and his concertante symphony (for
viola and orchestra) Harold en Italie, several concert overtures also remain enduringly popular, such as Le
Corsaire and Le Carnaval romain. Amongst his more vocally oriented works, the song cycle Les nuits d’été and
the oratorio L’enfance du Christ have retained enduring appeal, as have the quasi-liturgical Te Deum and Grande
messe des morts.

The unconventional music of Berlioz irritated the established concert and opera scene. Berlioz often had to
arrange for his own performances as well as pay for them himself. This took a heavy toll on him financially and
emotionally. The nature of his large works – sometimes involving hundreds of performers – made financial
success difficult. His journalistic abilities became essential for him to make a living and he survived as a witty
critic, emphasizing the importance of drama and expressiveness in musical entertainment. It was perhaps this
expense which prevented Berlioz from composing more opera than he did. His talent in the genre is obvious, but
opera is the most expensive of all classical forms, and Berlioz in particular struggled to arrange stagings of his
operas, due in part to the unwillingness of conservative Paris opera companies to perform his work.

Literary works

While Berlioz is best known as a composer, he was also a prolific writer, and supported himself for many years by
writing musical criticism, utilising a bold, vigorous style, at times imperious and sarcastic. He wrote for many
journals, including the Rénovateur, Journal des débats and Gazette musicale. He was active in the Débats for
over thirty years until submitting his last signed article in 1863. Almost from the founding, Berlioz was a key
member of the editorial board of the Gazette as well as a contributor, and acted as editor on several
occasions while the owner was otherwise engaged. Berlioz took full advantage of his times as editor, allowing
himself to increase his articles written on music history rather than current events, evidenced by him publishing
seven articles on Gluck in the Gazette between June 1834 and January 1835. An example of the amount of work
he produced is indicated in his producing over one-hundred articles for the Gazette between 1833 and 1837. This
is a conservative estimate, as not all of his submissions were signed. In 1835 alone, due to one of his many times
of financial difficulty, he wrote four articles for the Monde dramatique, twelve for the Gazette, nineteen for the
Débats and thirty-seven for the Rénovateur. These were not mere scribbles, but in-depth articles and reviews
with little duplication, which took considerable time to write.

Another noteworthy indicator of the importance Berlioz placed on journalistic integrity and even-handedness were
the journals which he both did and did not write for. During the middle of the 1830s the Gazette was considered
an intellectual journal, strongly supporting the progressive arts and Romanticism in general, and opposing
anything which it considers as debasing this. Exemplified in its long-standing criticism of Henri Herz, and his
seemingly endless stream of variations on opera themes, but to its credit, it also positively reviewed his music on
occasion. Its writers included Alexandre Dumas, Honoré de Balzac and George Sand. The Gazette wasn’t even
unanimous in its praise of Berlioz’s music, although it always recognised him as an important and serious
composer to be respected. An example of another journal of the same time is the Revue musicale, which thrived
on personal attacks, many against Berlioz himself from the pen of critic François-Joseph Fétis. At one point,



Robert Schumann was motivated to publish a detailed rebuttal of one of Fétis’ attacks on Berlioz’s Symphonie
fantastique in his own Neue Zeitschrift für Musik journal. Fétis would later contribute to the debasement of the
reputation of the Gazette when his journal failed and was absorbed by the Gazette, he found himself on the
editorial board.

The books which Berlioz has become acclaimed for were compiled from his journal articles. Les soirées de
l’orchestre (Evenings with the Orchestra) (1852), a scathing satire of provincial musical life in 19th century
France, and the Treatise on Instrumentation, a pedagogic work, were both serialised originally in the Gazette
musicale. Many parts of the Mémoires (1870) were originally published in the Journal des débats, as well as Le
monde illustré. The Mémoires paint a magisterial (if biased) portrait of the Romantic era through the eyes of one
of its chief protagonists. Evenings with the Orchestra is more overtly fictional than his other two major books, but
its basis in reality is its strength, making the stories it recounts all the funnier due to the ring of truth. W. H. Auden
praises it, saying “To succeed in [writing these tales], as Berlioz most brilliantly does, requires a combination of
qualities which is very rare, the many-faceted curiosity of the dramatist with the aggressively personal vision of
the lyric poet.” The Treatise established his reputation as a master of orchestration. The work was closely studied
by Gustav Mahler and Richard Strauss and served as the foundation for a subsequent textbook by Nikolai
Rimsky-Korsakov, who, as a music student, attended the concerts Berlioz conducted in Moscow and Saint
Petersburg.

External links

• The Lied and Art Song Texts Page, list of the musical settings for most of Berlioz’s major works, with
translations into various languages, as maintained by Emily Ezust

• Works by Hector Berlioz at Project Gutenberg
• The Hector Berlioz Website, comprehensive Berlioz reference site, including scores, analysis and libretti
• Association Nationale Hector Berlioz, French National Berlioz Society
• U.K. Berlioz Society website
• Festival Berlioz
• Free scores by Berlioz at the International Music Score Library Project
• Grande ouverture de Benvenuto Cellini / par Hector Berlioz; for piano four hands
• Le carnaval romain, for piano four hands
• Free scores by Hector Berlioz in the Choral Public Domain Library (ChoralWiki)
• Memorial page at FindaGrave
• Berlioz cylinder recordings, Cylinder Preservation and Digitization Project at the University of California,

Santa Barbara library

WorksWorks

• The Complete Berlioz, list of works by Berlioz, University of California, Davis. The list is abstracted from
D. Kern Holoman, Catalogue of the Works of Hector Berlioz, New Berlioz Edition vol. 25 (Bärenreiter,
1987).

• The Berlioz Song Site, scores and texts of Berlioz songs for voice and piano

WritingsWritings

• The Orchestral Conductor by Hector Berlioz
• A treatise upon modern instrumentation and orchestration by Hector Berlioz
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BERLIOZ: SYMPHONIE FANTASTIQUE

Symphonie fantastiqueSymphonie fantastique

Symphonie fantastique: Épisode de la vie d’un artiste … en cinq parties (Fantastical Symphony: An
Episode in the Life of an Artist, in Five Parts) Op. 14 is a program symphony written by the French composer
Hector Berlioz in 1830. It is an important piece of the early Romantic period, and is popular with concert
audiences worldwide. The first performance was at the Paris Conservatoire in December 1830. The work was
repeatedly revived after 1831 and subsequently became a favourite in Paris.

Instrumentation

The score calls for a total of over 90 instrumentalists, the most of any symphony written to that time. specifically:

• 2 flutes (one doubling piccolo), 2 oboes (one doubling cor anglais), 2 soprano clarinets (one doubling E♭
clarinet), 4 bassoons

• 4 horns, 2 cornets, 2 trumpets, 3 trombones (alto, tenor, and bass), 2 tubas/ophicleides
• 2 pairs of timpani, cymbals, suspended cymbal, tenor drum, bass drum, bells (sounding C and G)
• 2 harps
• strings (Berlioz specified at least 15 1st violins, 15 2nd violins, 10 violas, 11 celli and 9 basses on the

score)

Outline

The symphony is a piece of program music that tells the story of “an artist gifted with a lively imagination” who has
“poisoned himself with opium” in the “depths of despair” because of “hopeless love.” Berlioz provided his own
program notes for each movement of the work (see below). He prefaces his notes with the following instructions:

The composer’s intention has been to develop various episodes in the life of an artist, in so far as they
lend themselves to musical treatment. As the work cannot rely on the assistance of speech, the plan of
the instrumental drama needs to be set out in advance. The following programme must therefore be
considered as the spoken text of an opera, which serves to introduce musical movements and to
motivate their character and expression.

There are five movements, instead of the four movements that were conventional for symphonies at the time:

• Rêveries – Passions (Reveries– Passions)
• Un bal (A Ball)
• Scène aux champs (Scene in the Fields)
• Marche au supplice (March to the Scaffold)
• Songe d’une nuit du sabbat (Dream of the Night of the Sabbath)

First movement: “Rêveries – Passions” (Reveries – Passions)

In Berlioz’s own program notes from 1845, he writes:

The author imagines that a young vibrant musician, afflicted by the sickness of spirit which a famous
writer has called the wave<http://www.hberlioz.com/Scores/fantas.htm> of passions [le vague des
passions], sees for the first time a woman who unites all the charms of the ideal person his imagination
was dreaming of, and falls desperately in love with her. By a strange anomaly, the beloved image never
presents itself to the artist’s mind without being associated with a musical idea, in which he recognises

http://www.hberlioz.com/Scores/fantas.htm


a certain quality of passion, but endowed with the nobility and shyness which he credits to the object of
his love.

This melodic image and its model keep haunting him ceaselessly like a double idée fixe. This explains
the constant recurrence in all the movements of the symphony of the melody which launches the first
allegro. The transitions from this state of dreamy melancholy, interrupted by occasional upsurges of
aimless joy, to delirious passion, with its outbursts of fury and jealousy, its returns of tenderness, its
tears, its religious consolations – all this forms the subject of the first movement.

idée fixe melody

Most of the rest of this article is copied directly from the book “Hector Berlioz: The Complete Guide”.: “The first
movement is radical in its harmonic outline, building a vast arch back to the home key; while similar to the sonata
form of the classical period, Parisian critics regarded this as unconventional. It is here that the listener is
introduced to the theme of the artist’s beloved, or the idée fixe. Throughout the movement there is a simplicity in
the way melodies and themes are presented, which Robert Schumann likened to ‘Beethoven’s epigrams’ ideas
that could be extended had the composer chosen to. In part, it is because Berlioz rejected writing the more
symmetrical melodies then in academic fashion, and instead looked for melodies that were ‘so intense in every
note as to defy normal harmonization’, as Schumann put it.

The theme itself was taken from Berlioz’s scène lyrique “Herminie”, composed in 1828.

Second movement: “Un bal” (A Ball)

Again, quoting from Berlioz’s program notes:

The artist finds himself in the most diverse situations in life, in the tumult of a festive party, in the
peaceful contemplation of the beautiful sights of nature, yet everywhere, whether in town or in the
countryside, the beloved image keeps haunting him and throws his spirit into confusion.

The second movement has a mysterious-sounding introduction that creates an atmosphere of impending
excitement, followed by a passage dominated by two harps; then the flowing waltz theme appears, derived from
the idée fixe at first, then transforming it. More formal statements of the idée fixe twice interrupt the waltz.

The movement is the only one to feature the two harps, providing the glamour and sensual richness of the ball,
and may also symbolise the object of the young man’s affection. Berlioz wrote extensively in his memoirs of his
trials and tribulations in having this symphony performed, due to a lack of capable harpists and harps, especially
in Germany.
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Another feature of this movement is that Berlioz added a part for solo cornet to his autograph score, although it
was not included in the score published in his lifetime. The work has most often been played and recorded without
the solo cornet part. Conductors Jean Martinon, Sir Colin Davis, Otto Klemperer, Gustavo Dudamel, and Leonard
Slatkin have employed this part for cornet in performances of the symphony.

Third movement: “Scène aux champs” (Scene in the Fields)

From Berlioz’s program notes:

One evening in the countryside he hears two shepherds in the distance dialoguing with their ‘ranz des
vaches’; this pastoral duet, the setting, the gentle rustling of the trees in the wind, some causes for
hope that he has recently conceived, all conspire to restore to his heart an unaccustomed feeling of
calm and to give to his thoughts a happier colouring. He broods on his loneliness, and hopes that soon
he will no longer be on his own … But what if she betrayed him! … This mingled hope and fear, these
ideas of happiness, disturbed by dark premonitions, form the subject of the adagio. At the end one of
the shepherds resumes his ‘ranz des vaches’; the other one no longer answers. Distant sound of
thunder … solitude … silence …

The two “shepherds” Berlioz mentions in the notes are depicted with a cor anglais and offstage oboe tossing an
evocative melody back and forth. After the cor anglais–oboe conversation, the principal theme of the movement
appears on solo flute and violins. Berlioz salvaged this theme from his abandoned Messe solennelle. The idée
fixe returns in the middle of the movement, played by oboe and flute. The sound of distant thunder at the end of
the movement is a striking passage for four timpani.

Fourth movement: “Marche au supplice” (March to the Scaffold)

From Berlioz’s program notes:

Convinced that his love is unappreciated, the artist poisons himself with opium. The dose of narcotic,
while too weak to cause his death, plunges him into a heavy sleep accompanied by the strangest of
visions. He dreams that he has killed his beloved, that he is condemned, led to the scaffold and is
witnessing his own execution. As he cries for forgiveness the effects of the narcotic set in. He wants to
hide but he cannot so he watches as an onlooker as he dies. The procession advances to the sound of
a march that is sometimes sombre and wild, and sometimes brilliant and solemn, in which a dull sound
of heavy footsteps follows without transition the loudest outbursts. At the end of the march, the first four
bars of the idée fixe reappear like a final thought of love interrupted by the fatal blow when his head
bounced down the steps.

Berlioz claimed to have written the fourth movement in a single night, reconstructing music from an unfinished
project – the opera Les francs-juges. The movement begins with timpani sextuplets in thirds, for which he directs:
“The first quaver of each half-bar is to be played with two drumsticks, and the other five with the right hand
drumsticks”.The movement proceeds as a march filled with blaring horns and rushing passages, and scurrying
figures that later show up in the last movement. Before the musical depiction of his execution, there is a brief,
nostalgic recollection of the idée fixe in a solo clarinet, as though representing the last conscious thought of the
soon-to-be-executed man. Immediately following this is a single, short fortissimo G minor chord – the fatal blow of
the guillotine blade, followed by a series of pizzicato notes representing the rolling of the severed head into the

basket.[citation needed] After his death, the final nine bars of the movement contain a victorious series of G major
brass chords, along with rolls of the snare drums within the entire orchestra, seemingly intended to convey the
cheering of the onlooking throng.

Fifth movement: “Songe d’une nuit du sabbat” (Dream of the Night of the
Sabbath)

From Berlioz’s program notes:



He sees himself at a witches’ sabbath, in the midst of a hideous gathering of shades, sorcerers and
monsters of every kind who have come together for his funeral. Strange sounds, groans, outbursts of
laughter; distant shouts which seem to be answered by more shouts. The beloved melody appears
once more, but has now lost its noble and shy character; it is now no more than a vulgar dance tune,
trivial and grotesque: it is she who is coming to the sabbath … Roar of delight at her arrival … She joins
the diabolical orgy … The funeral knell tolls, burlesque parody of the Dies irae, the dance of the
witches. The dance of the witches combined with the Dies irae.

This movement can be divided into sections according to tempo changes:

• The introduction is Largo, in common time, creating an ominous quality through dynamic variations and
instrumental effects, particularly in the strings (tremolos, pizz, sf).

• At bar 21 the tempo changes to Allegro and the metre to 6/8. The return of the idée fixe as a “vulgar
dance tune” is depicted by the C clarinet. This is interrupted by an Allegro Assai section in cut common
at bar 29.

• The idée fixe then returns as a prominent E-flat clarinet solo at bar 40, in 6/8 and Allegro. The E-flat
clarinet contributes a sharper, more shrill timbre than the C clarinet.

• At bar 80, there is one bar of alla breve, with descending crotchets in unison through the entire
orchestra. Again in 6/8, this section sees the introduction of tubular bells and fragments of the “witches’
round dance”.

• The “Dies irae” begins at bar 127, the motif derived from the 13th-century Latin sequence. It is initially
stated in unison between the unusual combination of four bassoons and two tubas.

• At bar 222, the “witches’ round dance” motif is repeatedly stated in the strings, to be interrupted by three
syncopated notes in the brass. This leads into the Ronde du Sabbat (Sabbath Round) at bar 241, where
the motif is finally expressed in full.

• The Dies irae et Ronde du Sabbat Ensemble section is at bar 414.

There are a host of effects, including eerie col legno in the strings – the bubbling of the witches’ cauldron to the
blasts of wind. (Berlioz’s use of the word “orgy” pertains to a cultic gathering and not the more modernized
meaning.) The climactic finale combines the somber Dies Irae melody with the wild fugue of the Ronde du
Sabbat.

The aim of the second kind of imitation, as we have said before, is to reproduce the intonations of the
passions and the emotions, and even to trace a musical image, or metaphor, of objects that can only be

seen.[citation needed] The continual interruption of the Dies irae motif by the strings symbolizes this continual
fight of death until the movement and piece eventually, as we all do given in to the Dies irae theme and our
eventual but necessary deaths.

He later adds:
…Emotional (imitation) is designed to arouse in us by means of sound the notion of the several passions of
the heart, and to awaken solely through the sense of hearing the impressions that human beings experience
only through the other senses. Such is the goal of expression, depiction or musical metaphors.

As part of this he uses an example of cyclical structure – an idea drawn from Beethoven’s use of similar rhythmic
structures in his Fifth Symphony, and the idea of musical “cycles”, such as a “song cycle”. Berlioz did not know of

Mendelssohn’s Octet, which also uses this device.[citation needed]

Leonard Bernstein described the symphony as the first musical expedition into psychedelia because of its
hallucinatory and dream-like nature, and because history suggests Berlioz composed at least a portion of it under
the influence of opium. According to Bernstein, ‘Berlioz tells it like it is. You take a trip, you wind up screaming at
your own funeral.’

In 1831, Berlioz wrote a lesser known sequel to the work, Lélio, for actor, orchestra and chorus. Franz Liszt made
a piano transcription of the symphony in 1833 (S.470).

Though the Symphonie fantastique calls for only a fairly large orchestra, such conductors as Zubin Mehta and
Gustavo Dudamel have conducted performances of the work with orchestras of over 200 players.



Harriet Smithson

After attending a performance of Shakespeare’s Hamlet on 11 September 1827 Berlioz fell in love with the Irish
actress Harriet Smithson who had played the role of Ophelia. He sent her numerous love letters, all of which went
unanswered. When she left Paris they had still not met. He then wrote the symphony as a way to express his
unrequited love. It premiered in Paris on 5 December 1830; Harriet was not present. She eventually heard the
work in 1832 and realized his genius. The two finally met, and they were married on 3 October 1833. Their
marriage became increasingly bitter, and eventually they separated after several years of unhappiness.

Use in popular culture

Symphonie fantastique was featured in the films “The Shining,” “Sleeping with the Enemy,” and was the basis for
the short film Last Night’s Symphonie (2014), a dark comedy that re-imagines the story of the symphony. Set in
Brooklyn and Manhattan, the film tells the story of a young man who enjoys a wild night out on the town with an
adventurous young woman, only to face the consequences once the fantasy ends and reality kicks in. The film is
part of the Filmelodic film series, an ongoing series of stories drawn from classical music and screened with live
musicians.

Media

• European Archive. A copyright-free LP recording of the Symphonie fantastique by Willem van Otterloo
(conductor) and the Berlin Philharmonic Orchestra (for non-American viewers only) at the European
Archive.
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BERLIOZ: "SYMPHONIE FANTASTIQUE" VIDEO

Watch this video online: https://youtu.be/roX70PAu3oA
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MENDELSSOHN: BIOGRAPHY

Portrait of Mendelssohn by the English miniaturist James Warren Childe (1778–1862), 1839

Jakob Ludwig Felix Mendelssohn BartholdyJakob Ludwig Felix Mendelssohn Bartholdy

Jakob Ludwig Felix Mendelssohn BartholdyJakob Ludwig Felix Mendelssohn Bartholdy (German: [ˈjaːkɔp ˈluːtvɪç ˈfeːlɪks ˈmɛndl̩szoːn baʁˈtɔldi]; 3 February
1809 – 4 November 1847), born and widely known as Felix MendelssohnFelix Mendelssohn, was a German composer, pianist,
organist and conductor of the early Romantic period.

A grandson of the philosopher Moses Mendelssohn, Felix Mendelssohn was born into a prominent Jewish
family. Although initially he was raised without religion, he was later baptised as a Reformed Christian.
Mendelssohn was recognised early as a musical prodigy, but his parents were cautious and did not seek to
capitalise on his talent.

Mendelssohn enjoyed early success in Germany, where he also revived interest in the music of Johann
Sebastian Bach, and in his travels throughout Europe. He was particularly well received in Britain as a
composer, conductor and soloist, and his ten visits there – during which many of his major works were
premiered – form an important part of his adult career. His essentially conservative musical tastes, however,
set him apart from many of his more adventurous musical contemporaries such as Franz Liszt, Richard
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Wagner and Hector Berlioz. The Leipzig Conservatoire (now the University of Music and Theatre Leipzig),
which he founded, became a bastion of this anti-radical outlook.

Mendelssohn wrote symphonies, concerti, oratorios, piano music and chamber music. His best-known works
include his Overture and incidental music for A Midsummer Night’s Dream, the Italian Symphony, the Scottish
Symphony, the overture The Hebrides, his mature Violin Concerto, and his String Octet. His Songs Without
Words are his most famous solo piano compositions. After a long period of relative denigration due to
changing musical tastes and anti-Semitism in the late 19th and early 20th centuries, his creative originality has
now been recognised and re-evaluated. He is now among the most popular composers of the Romantic era.

Life

Childhood

Mendelssohn aged 12 (1821) by Carl Joseph Begas

Felix Mendelssohn was born on 3 February 1809, in Hamburg, at the time an independent city-state, in the same
house where, a year later, the dedicatee and first performer of his Violin Concerto, Ferdinand David, was to be
born. Mendelssohn’s father was the banker Abraham Mendelssohn, the son of the German Jewish philosopher
Moses Mendelssohn. His mother was Lea Salomon, a member of the Itzig family and a sister of Jakob Salomon
Bartholdy. Mendelssohn was the second of four children; his older sister Fanny also displayed exceptional and
precocious musical talent.

The family moved to Berlin in 1811, leaving Hamburg in disguise fearing French revenge for the Mendelssohn
bank’s role in breaking Napoleon’s Continental System blockade. Abraham and Lea Mendelssohn sought to give
their children – Fanny, Felix, Paul and Rebecka – the best education possible. Fanny became a well-known
pianist and amateur composer; originally Abraham had thought that she, rather than Felix, would be the more
musical. However, at that time, it was not considered proper, by either Abraham or Felix, for a woman to have a
career in music, so Fanny remained an active but non-professional musician. Abraham was also disinclined to
allow Felix to follow a musical career until it became clear that he seriously intended to dedicate himself to it.

Mendelssohn grew up in an intellectual environment. Frequent visitors to the salon organised by his parents at the
family’s home in Berlin included artists, musicians and scientists, amongst them Wilhelm and Alexander von
Humboldt, and the mathematician Peter Gustav Lejeune Dirichlet (whom Mendelssohn’s sister Rebecka would
later marry). Sarah Rothenburg wrote of the household that “Europe came to their living room”.
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Felix’s surname

Abraham Mendelssohn renounced the Jewish religion; he and his wife deliberately decided not to have Felix
circumcised, in contravention of the Jewish tradition. Felix and his siblings were first brought up without religious
education, and were baptised by a Reformed Church minister in 1816, at which time Felix was given the
additional names Jakob Ludwig. Abraham and his wife Lea were themselves baptised in 1822, formally adopting
the surname Mendelssohn Bartholdy (which they had used since 1812) for themselves and their children. The
name Bartholdy was added at the suggestion of Lea’s brother, Jakob Salomon Bartholdy, who had inherited a
property of this name in Luisenstadt and adopted it as his own surname. Abraham later explained this decision in
a letter to Felix as a means of showing a decisive break with the traditions of his father Moses: “There can no
more be a Christian Mendelssohn than there can be a Jewish Confucius”. On embarking on his musical career,
Felix did not entirely drop the name Mendelssohn as Abraham requested, but in deference to his father signed his
letters and had his visiting cards printed using the form ‘Mendelssohn Bartholdy’. In 1829, his sister Fanny wrote
to him of “Bartholdy […] this name that we all dislike”.

Career

Musical education

Like Wolfgang Amadeus Mozart before him, Mendelssohn was regarded as a child prodigy. He began taking
piano lessons from his mother when he was six, and at seven was tutored by Marie Bigot in Paris. After the
family moved to Berlin, all four Mendelssohn children studied piano with Ludwig Berger, who was himself a former
student of Muzio Clementi. From at least May 1819 Felix (and his sister Fanny) studied counterpoint and
composition with Carl Friedrich Zelter in Berlin. This was an important influence on his future career. Zelter had
almost certainly been recommended as a teacher by his aunt Sarah Levy, who had been a pupil of W. F. Bach
and a patron of C. P. E. Bach. Sarah Levy was a talented keyboard player in her own right, often playing with
Zelter’s orchestra at the Sing-Akademie zu Berlin, of which she and the Mendelssohn family were leading
patrons. Sarah had formed an important collection of Bach family manuscripts which she bequeathed to the
Singakademie; Zelter, whose tastes in music were conservative, was also an admirer of the Bach tradition. This
undoubtedly played a significant part in forming Felix Mendelssohn’s musical tastes. His works show his study of
Baroque and early classical music. His fugues and chorales especially reflect a tonal clarity and use of
counterpoint reminiscent of Johann Sebastian Bach, by whose music he was deeply influenced.

Early maturity

First page of the manuscript of Mendelssohn’s Octet (1825) (now in the US Library of Congress)

Mendelssohn probably made his first public concert appearance at age 9, when he participated in a chamber
music concert accompanying a horn duo. He was also a prolific composer from an early age. As an adolescent,
his works were often performed at home with a private orchestra for the associates of his wealthy parents
amongst the intellectual elite of Berlin. Between the ages of 12 and 14, Mendelssohn wrote 12 string symphonies
for such concerts. These works were ignored for over a century, but are now recorded and occasionally played in
concerts. He wrote his first published work, a piano quartet, by the time he was 13. It was probably Abraham

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120011/Octetp1.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120011/Octetp1.jpg


Mendelssohn who procured the publication of Mendelssohn’s early piano quartet by the house of Schlesinger. In
1824, the 15-year-old wrote his first symphony for full orchestra (in C minor, Op. 11).

At age 16 Mendelssohn wrote his String Octet in E-flat major, the first work which showed the full power of his
genius. This Octet and his Overture to Shakespeare’s A Midsummer Night’s Dream, which he wrote a year later
in 1826, are the best-known of his early works. (He later also wrote incidental music for the play, including the
famous Wedding March, in 1842). The Overture is perhaps the earliest example of a concert overture – that is, a
piece not written deliberately to accompany a staged performance, but to evoke a literary theme in performance
on a concert platform; this was a genre which became a popular form in musical Romanticism.

In 1824 Mendelssohn studied under the composer and piano virtuoso Ignaz Moscheles, who however confessed
in his diaries that he had little to teach him. Moscheles became a close colleague and lifelong friend. The year
1827 saw the premiere – and sole performance in his lifetime – of Mendelssohn’s opera, Die Hochzeit des
Camacho. The failure of this production left him disinclined to venture into the genre again.

Besides music, Mendelssohn’s education included art, literature, languages, and philosophy. He had a particular
interest in classical literature and translated Terence’s Andria for his tutor Heyse in 1825; Heyse was impressed
and had it published in 1826 as a work of “his pupil, F****” [i.e. “Felix” (asterisks as provided in original text)]. This
translation also qualified Mendelssohn to study at the Humboldt University of Berlin, where from 1826 to 1829 he
attended lectures on aesthetics by Georg Wilhelm Friedrich Hegel, on history by Eduard Gans and on geography
by Carl Ritter.

Meeting Goethe and conducting Bach

In 1821 Zelter introduced Mendelssohn to his friend and correspondent, the elderly Johann Wolfgang von Goethe,
who was greatly impressed by the child, leading to perhaps the earliest confirmed comparison with Mozart in the
following conversation between Goethe and Zelter:

“Musical prodigies … are probably no longer so rare; but what this little man can do in extemporizing
and playing at sight borders the miraculous, and I could not have believed it possible at so early an
age.” “And yet you heard Mozart in his seventh year at Frankfurt?” said Zelter. “Yes”, answered Goethe,
“… but what your pupil already accomplishes, bears the same relation to the Mozart of that time that the
cultivated talk of a grown-up person bears to the prattle of a child.”

Mendelssohn was invited to meet Goethe on several later occasions, and set a number of Goethe’s poems to
music. His other compositions inspired by Goethe include the overture Calm Sea and Prosperous Voyage, (Op.
27, 1828) and the cantata Die erste Walpurgisnacht (The First Walpurgis Night, Op. 60, 1832).

In 1829, with the backing of Zelter and the assistance of actor Eduard Devrient, Mendelssohn arranged and
conducted a performance in Berlin of Bach’s St Matthew Passion. Four years previously his grandmother, Bella
Salomon, had given him a copy of the manuscript of this (by then all-but-forgotten) masterpiece. The orchestra
and choir for the performance were provided by the Berlin Singakademie. The success of this performance – the
first since Bach’s death in 1750 – was an important element in the revival of J. S. Bach’s music in Germany and,
eventually, throughout Europe. It earned Mendelssohn widespread acclaim at the age of 20. It also led to one of
the few references which Mendelssohn made to his origins: “To think that it took an actor and a Jew’s son to
revive the greatest Christian music for the world!”

Over the next few years Mendelssohn traveled widely, including making his first visit to England in 1829, and also
visiting amongst other places Vienna, Florence, Milan, Rome and Naples, in all of which he met with local and
visiting musicians and artists. These years proved the germination for some of his most famous works, including
the Hebrides Overture and the Scottish and Italian symphonies.

Düsseldorf

On Zelter’s death in 1832, Mendelssohn had hopes of succeeding him as conductor of the Berlin Singakademie.
However, at a vote in January 1833 he was defeated for the post by the less distinguished Carl Friedrich
Rungenhagen. This may have been because of Mendelssohn’s youth, and fear of possible innovations; it was
also suspected by some to be attributable to his Jewish ancestry. Following this rebuff, Mendelssohn divided



most of his professional time over the next few years between Britain and Düsseldorf, where he was appointed
musical director (his first paid post as a musician) in 1833.

In the spring of that year Mendelssohn directed the Lower Rhenish Music Festival in Düsseldorf, beginning with a
performance of Handel’s oratorio Israel in Egypt prepared from the original score which he had found in London.
This precipitated a Handel revival in Germany, similar to the reawakened interest in J. S. Bach following his
performance of the St Matthew Passion. Mendelssohn worked with dramatist Karl Immermann to improve local
theatre standards, and made his first appearance as an opera conductor in Immermann’s production of Mozart’s
Don Giovanni at the end of 1833, where he took umbrage at the audience’s protests about the cost of tickets. His
frustration at his everyday duties in Düsseldorf, and the city’s provincialism, led him to resign his position at the
end of 1834. He had offers from both Munich and Leipzig for important musical posts, and decided in 1835 to
accept the latter.

Leipzig and Berlin

Felix Mendelssohn’s study in Leipzig

In 1835 Mendelssohn was named conductor of the Leipzig Gewandhaus Orchestra. He chose this position
although he had also been offered direction of the opera house in Munich and the editorship of the prestigious
music journal, the Allgemeine musikalische Zeitung. Mendelssohn concentrated on developing the musical life of
Leipzig, working with the orchestra, the opera house, the Choir of St. Thomas Church, and the city’s other choral
and musical institutions. Mendelssohn’s concerts included, in addition to many of his own works, three series of
“historical concerts” and a number of works by his contemporaries. He was deluged by offers of music from rising
composers and would-be composers; amongst these was Richard Wagner, who submitted his early Symphony,
which to Wagner’s disgust Mendelssohn lost or mislaid. Mendelssohn also revived interest in Franz Schubert.
Robert Schumann discovered the manuscript of Schubert’s 9th Symphony and sent it to Mendelssohn, who
promptly premiered it in Leipzig on 21 March 1839, more than a decade after Schubert’s death.

A landmark event during Mendelssohn’s Leipzig years was the premiere of his oratorio St. Paul, given at the
Lower Rhenish Festival in Düsseldorf in 1836, shortly after the death of the composer’s father, which much
affected him; Felix wrote that he would “never cease to endeavour to gain his approval […] although I can no
longer enjoy it”. St. Paul seemed to many of Mendelssohn’s contemporaries to be his finest work, and sealed his
European reputation.

When Friedrich Wilhelm IV came to the Prussian throne in 1840 with ambitions to develop Berlin as a cultural
centre (including the establishment of a music school, and reform of music for the church), the obvious choice to
head these reforms was Mendelssohn. He was however reluctant to undertake the task, especially in the light of
his existing strong position in Leipzig. Mendelssohn did however spend some time in Berlin, writing some church
music, and, at the King’s request, music for productions of Sophocles’s Antigone (1841) and Oedipus at Colonus
(1845), Shakespeare’s A Midsummer Night’s Dream (1843) and Racine’s Athalie (1845). But the funds for the
school never materialised, and various of the court’s promises to Mendelssohn regarding finances, title, and
concert programming were broken. He was therefore not displeased to have the excuse to return to Leipzig.
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In 1843 Mendelssohn founded a major music school – the Leipzig Conservatory, now the Hochschule für Musik
und Theater “Felix Mendelssohn Bartholdy” or (in its own English self-designation) the Felix Mendelssohn
Bartholdy University of Music and Theatre – where he persuaded Ignaz Moscheles and Robert Schumann to join
him. Other prominent musicians, including string players Ferdinand David and Joseph Joachim and music theorist
Moritz Hauptmann, also became staff members. After Mendelssohn’s death in 1847, his conservative tradition
was carried on when Moscheles succeeded him as head of the Conservatory.

Mendelssohn in Britain

In 1829 Mendelssohn paid his first visit to Britain, where his former teacher Ignaz Moscheles, already settled in
London, introduced him to influential musical circles. In the summer he visited Edinburgh, where he met among
others the composer John Thomson, whom he later recommended to be Professor of Music at Edinburgh
University. On his eighth visit in the summer of 1844, he conducted five of the Philharmonic concerts in London,
and wrote:

[N]ever before was anything like this season – we never went to bed before half-past one, every hour of
every day was filled with engagements three weeks beforehand, and I got through more music in two
months than in all the rest of the year.

On subsequent visits he met Queen Victoria and her musical husband Prince Albert, who both greatly admired his
music.

Felix Mendelssohn’s grave

In the course of ten visits to Britain during his life, totaling about 20 months, Mendelssohn won a strong following,
sufficient for him to make a deep impression on British musical life. He composed and performed, and he edited
for British publishers the first critical editions of oratorios of Handel and of the organ music of J.S. Bach. Scotland
inspired two of his most famous works: the overture The Hebrides (also known as Fingal’s Cave); and the
Scottish Symphony (Symphony No. 3). Mendelssohn also worked closely with his protégé, the British composer
and pianist William Sterndale Bennett (whom he had first heard in London in 1833 when Bennett was 17), both in
London and Leipzig, where Bennett appeared throughout the 1836/1837 season. Mendelssohn’s oratorio Elijah
was premiered in Birmingham at the Triennial Music Festival on 26 August 1846, using an English translation by
William Bartholomew, who served as his text author and translator for many of his works during his time in
England. On his last visit to Britain in 1847, Mendelssohn was the soloist in Beethoven’s Piano Concerto No. 4
and conducted his own Scottish Symphony with the Philharmonic Orchestra before the Queen and Prince Albert.

Death

Mendelssohn suffered from poor health in the final years of his life, probably aggravated by nervous problems and
overwork. A final tour of England left him exhausted and ill from a hectic schedule. The death of his sister Fanny
on 14 May 1847 caused him great distress. Less than six months later, on 4 November, Mendelssohn himself
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died in Leipzig after a series of strokes. He was 38. His grandfather Moses, his sister Fanny and both his parents
had died from similar apoplexies. Felix’s funeral was held at the Paulinerkirche, Leipzig, and he was buried in the
Trinity Church Cemetery No. 1 in Berlin-Kreuzberg. The pallbearers included Moscheles, Schumann and Niels
Gade. Mendelssohn had once described death, in a letter to a stranger, as a place “where it is to be hoped there
is still music, but no more sorrow or partings”.

Personal life

Personality

View of Lucerne – watercolour by Mendelssohn, 1847

Although the image was cultivated, especially after his death in the detailed family memoirs by his nephew
Sebastian Hensel, of a man always equable, happy and placid in temperament, this was misleading. The
nickname “discontented Polish count” was given to Mendelssohn because of his aloofness, and he referred to the
epithet in his letters. Mendelssohn was frequently given to alarming fits of temper which occasionally led to
collapse. On one occasion in the 1830s, when his wishes had been crossed, “his excitement was increased so
fearfully … that when the family was assembled … he began to talk incoherently, and in English, to the great
terror of them all. The stern voice of his father at last checked the wild torrent of words; they took him to bed, and
a profound sleep of twelve hours restored him to his normal state”. Such fits may be related to his early death.

Mendelssohn was a fine and enthusiastic artist in pencil and watercolour, a skill which he used throughout his life
for his own amusement and that of his friends. His enormous correspondence shows that he could also be a witty
writer in German and English – sometimes accompanied by humorous sketches and cartoons in the text.

Religion

On 21 March 1816, at the age of seven years, his parents prompted the baptism of Mendelssohn and his brother
and sisters in a home ceremony by Johann Jakob Stegemann, minister of the joint Reformed congregations at
Berlin’s Jerusalem’s and New Church. Although Mendelssohn was a conforming (if not over-zealous) Christian as
a member of the Reformed Church, he was both conscious and proud of his Jewish ancestry and notably of his
connection with his grandfather Moses Mendelssohn. He was the prime mover in proposing to the publisher
Heinrich Brockhaus a complete edition of Moses’s works, which continued with the support of his uncle Joseph
Mendelssohn. Mendelssohn was notably reluctant, either in his letters or conversation, to comment on his
innermost beliefs; his friend Devrient wrote that “[his] deep convictions were never uttered in intercourse with the
world; only in rare and intimate moments did they ever appear, and then only in the slightest and most humorous
allusions”. Thus for example in a letter to his sister Rebecka, Mendelssohn rebukes her complaint about an
unpleasant relative: “What do you mean by saying you are not hostile to Jews? I hope this was a joke […] It is
really sweet of you that you do not despise your family, isn’t it?”. Some modern scholars have devoted
considerable energy to demonstrate either that Mendelssohn was deeply sympathetic to his ancestors’ Jewish
beliefs, or that he was hostile to this and sincere in his Christian beliefs.
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Mendelssohn and his contemporaries

Throughout his life Mendelssohn was wary of the more radical musical developments undertaken by some of his
contemporaries. He was generally on friendly, if sometimes somewhat cool, terms with the likes of Hector Berlioz,
Franz Liszt, and Giacomo Meyerbeer, but in his letters expresses his frank disapproval of their works, for example
writing of Liszt that his compositions were “inferior to his playing, and [..] only calculated for virtuosos”; of Berlioz’s
overture Les francs-juges “the orchestration is such a frightful muddle […] that one ought to wash one’s hands
after handling one of his scores”; and of Meyerbeer’s opera Robert le diable “I consider it ignoble”, calling its
villain Bertram “a poor devil”. When his friend the composer Ferdinand Hiller suggested in conversation to
Mendelssohn that he looked rather like Meyerbeer – they were actually distant cousins, both descendants of
Rabbi Moses Isserlis – Mendelssohn was so upset that he immediately went to get a haircut to differentiate
himself.

In particular, Mendelssohn seems to have regarded Paris and its music with the greatest of suspicion and an
almost puritanical distaste. Attempts made during his visit there to interest him in Saint-Simonianism ended in
embarrassing scenes.

It is significant that the only musician with whom he remained a close personal friend, Ignaz Moscheles, was of an
older generation and equally conservative in outlook. Moscheles preserved this outlook at the Leipzig
Conservatory until his own death in 1870.

Marriage and children

Mendelssohn’s wife Cécile (1846) by Eduard Magnus

Mendelssohn married Cécile Charlotte Sophie Jeanrenaud (10 October 1817 – 25 September 1853), the
daughter of a French Reformed Church clergyman, on 28 March 1837. The couple had five children: Carl, Marie,
Paul, Lilli and Felix. The second youngest child, Felix August, contracted measles in 1844 and was left with his
health impaired; he died in 1851. The eldest, Carl Mendelssohn Bartholdy (7 February 1838 – 23 February 1897),
became a distinguished historian, and professor of history at Heidelberg and Freiburg universities, dying in 1897
in a psychiatric institution in Freiburg. Paul Mendelssohn Bartholdy (1841–1880) was a noted chemist and
pioneered the manufacture of aniline dye. Marie married Victor Benecke and lived in London. Lili married Adolph
Wach, later Professor of Law at Leipzig University. The family papers inherited by Marie and Lili’s children form
the basis of the extensive collection of Mendelssohn manuscripts, including the so-called ‘Green Books’ of his
correspondence, now in the Bodleian Library at Oxford University.

Cécile Mendelssohn Bartholdy died less than six years after her husband, on 25 September 1853.
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Jenny Lind

Jenny Lind

In general Mendelssohn’s personal life seems to have been fairly conventional compared to those of his
contemporaries Wagner, Berlioz, and Schumann – except for his relationship with Swedish soprano Jenny Lind,
whom he met in October 1844, and with whom, it was rumoured, he became emotionally involved. Papers
confirming this were alleged to exist, although their contents had not been made public. In 2013 George
Biddlecombe confirmed in the Journal of the Royal Musical Association that “The Committee of the Mendelssohn
Scholarship Foundation possesses material indicating that Mendelssohn wrote passionate love letters to Jenny
Lind entreating her to join him in an adulterous relationship and threatening suicide as a means of exerting
pressure upon her, and that these letters were destroyed on being discovered after her death.”

Mendelssohn met and worked with Lind many times, and started an opera, Lorelei, for her, based on the legend
of the Lorelei Rhine maidens; the opera was unfinished at his death. He is said to have tailored the aria “Hear Ye
Israel” in his oratorio Elijah to Lind’s voice, although she did not sing this part until after his death, at a concert in
December 1848. In 1847 Mendelssohn attended a London performance of Meyerbeer’s Robert le diable – an
opera which musically he despised – in order to hear Lind’s British debut, in the role of Alice. The music critic
Henry Chorley, who was with him, wrote “I see as I write the smile with which Mendelssohn, whose enjoyment of
Mdlle. Lind’s talent was unlimited, turned round and looked at me, as if a load of anxiety had been taken off his
mind. His attachment to Mlle. Lind’s genius as a singer was unbounded, as was his desire for her success”.

Upon Mendelssohn’s death Lind wrote, “[He was] the only person who brought fulfillment to my spirit, and almost
as soon as I found him I lost him again”. In 1849 she established the Mendelssohn Scholarship Foundation, which
makes an award to a British resident young composer every two years in Mendelssohn’s memory. The first
winner of the scholarship was Arthur Sullivan, then aged 14, in 1856. In 1869 Lind erected a plaque in
Mendelssohn’s memory at his birthplace in Hamburg.

Mendelssohn as musician

Composer

Richard Taruskin points out that, although Mendelssohn produced works of extraordinary mastery at a very early
age,

he never outgrew his precocious youthful style. […] He remained stylistically conservative […] feeling
no need to attract attention with a display of ‘revolutionary’ novelty. Throughout his short career he
remained comfortably faithful to the musical status quo – that is, the “classical” forms, as they were
already thought of by his time. His version of romanticism, already evident in his earliest works,
consisted in musical “pictorialism” of a fairly conventional, objective nature (though exquisitely wrought).

In this way he differed substantially from contemporaries such as Wagner and Berlioz, and even from Schumann
and Chopin. The absence of real stylistic ‘development’ during Mendelssohn’s career makes it appropriate to
consider his works by genre, rather than in order of composition.
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Early works

The young Mendelssohn was greatly influenced in his childhood by the music of Bach, Beethoven, and Mozart,
traces of whom can be seen in the 12 early string symphonies, which were mainly written for performance in the
Mendelssohn household and not published or publicly performed until long after his death. He wrote these from
1821 to 1823, when he was between the ages of 12 and 14.

Mendelssohn’s first published works were his three piano quartets, (1822–1825; Op. 1 in C minor, Op. 2 in F
minor and Op. 3 in B minor); but his capacities are especially revealed in a group of works of his early maturity:

• the String Octet (1825)
• the Overture A Midsummer Night’s Dream (1826), which in its finished form also owes much to the

influence of Adolf Bernhard Marx, at the time a close friend of Mendelssohn.
• the two early quartets: Op. 12 (1829) and Op. 13 (1827), which both show a remarkable grasp of the

techniques and ideas of Beethoven’s last quartets that Mendelssohn had been closely studying

These four works show an intuitive grasp of form, harmony, counterpoint, colour, and compositional technique,
which justify claims frequently made that Mendelssohn’s precocity exceeded even that of Mozart in its intellectual
grasp.

Symphonies

Mendelssohn’s mature symphonies are numbered approximately in the order that they were published, rather
than the order in which they were composed. The order of actual composition is: 1, 5, 4, 2, 3. The placement of
No. 3 in this sequence is problematic because he worked on it for over a decade, starting sketches for it soon
after beginning work on No. 5, but completing it after both Nos. 5 and 4.

The Symphony No. 1 in C minor for full-scale orchestra was written in 1824, when Mendelssohn was aged 15.
This work is experimental, showing the influences of Beethoven and Carl Maria von Weber. Mendelssohn
conducted this symphony on his first visit to London in 1829, with the orchestra of the Royal Philharmonic Society.
For the third movement he substituted an orchestration of the Scherzo from his Octet. In this form the piece was a
success, and laid the foundations of his British reputation.

During 1829 and 1830 Mendelssohn wrote his Symphony No. 5, known as the Reformation. It celebrated the
300th anniversary of the Lutheran Church. Mendelssohn remained dissatisfied with the work and did not allow
publication of the score.

The Scottish Symphony (Symphony No. 3 in A minor) was written and revised intermittently between 1829 (when
Mendelssohn noted down the opening theme during a visit to Holyrood Palace) and 1842, when it was given its
premiere in Leipzig, the last of his symphonies to be performed in public. This piece evokes Scotland’s
atmosphere in the ethos of Romanticism, but does not employ any identified Scottish folk melodies.

Mendelssohn’s travels in Italy inspired him to write the Symphony No. 4 in A major, known as the Italian
Symphony. Mendelssohn conducted the premiere in 1833, but did not allow the score to be published during his
lifetime, as he continually sought to rewrite it.

Mendelssohn wrote the choral Symphony No. 2 in B-flat major, entitled Lobgesang (Hymn of Praise), to mark the
celebrations in Leipzig of the 400th anniversary of the invention of the printing press; the first performance took
place on 25 June 1840.

Other orchestral music

Trumpet part, including main theme, of the Wedding March from Mendelssohn’s Op. 61
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Mendelssohn wrote the concert Hebrides Overture (Fingal’s Cave) in 1830, inspired by visits to Scotland around
the end of the 1820s. He visited Fingal’s Cave, on the Hebridean isle of Staffa, as part of his Grand Tour of
Europe, and was so impressed that he scribbled the opening theme of the overture on the spot, including it in a
letter he wrote home the same evening.

Throughout his career he wrote a number of other concert overtures. Those most frequently played today include
an overture to Ruy Blas, commissioned for a charity performance of Victor Hugo’s drama, which Mendelssohn
hated; Calm Sea and Prosperous Voyage (Meeresstille und glückliche Fahrt), inspired by a pair of poems by
Goethe; and The Fair Melusine.

The incidental music to A Midsummer Night’s Dream (Op. 61), including the well-known Wedding March, was
written in 1843, seventeen years after the overture.

Opera

Mendelssohn wrote some Singspiels for family performance in his youth. His opera Die beiden Neffen (The Two
Nephews) was rehearsed for him on his 15th birthday. 1829 saw Die Heimkehr aus der Fremde (Son and
Stranger or Return of the Roamer), a comedy of mistaken identity written in honor of his parents’ silver
anniversary and unpublished during his lifetime. In 1825 he wrote a more sophisticated work, Die Hochzeit des
Camacho (Camacho’s Wedding), based on an episode in Don Quixote, for public consumption. It was produced
in Berlin in 1827, but coolly received. Mendelssohn left the theatre before the conclusion of the first performance,
and subsequent performances were cancelled.

Although he never abandoned the idea of composing a full opera, and considered many subjects – including that
of the Nibelung saga later adapted by Wagner – he never wrote more than a few pages of sketches for any
project. In Mendelssohn’s last years the opera manager Benjamin Lumley tried to contract him to write an opera
from Shakespeare’s The Tempest on a libretto by Eugène Scribe, and even announced it as forthcoming in 1847,
the year of Mendelssohn’s death. The libretto was eventually set by Fromental Halévy. At his death Mendelssohn
left some sketches for an opera on the story of the Lorelei.

Concertos

The Violin Concerto in E minor, Op. 64 (1844), written for Ferdinand David, has become one of the most popular
of all of Mendelssohn’s compositions. David, who had worked closely with Mendelssohn during the piece’s
preparation, gave the premiere of the concerto on his Guarneri violin.

Mendelssohn also wrote a lesser-known, early concerto for violin and strings in D minor (1822); four piano
concertos (“no. 0” in A minor, 1822; 1 in G minor, Op. 25, 1831; 2 in D minor, Op. 40, 1837; and 3 in E minor, Op.
posth., a fragment from 1844); two concertos for two pianos and orchestra, E major, MWV O5, which he wrote at
15, and A-flat major, MWV O6, at 17; and another double concerto, for violin and piano (1823). In addition, there
are several single-movement works for soloist and orchestra. Those for piano are the Rondo Brillante, Op. 29, of
1834; the Capriccio Brillante, Op. 22, of 1832; and the Serenade and Allegro Giocoso Op. 43, of 1838. He also
wrote two concertinos (Konzertstücke), Opp. 113 and 114, originally for clarinet, basset horn and piano; Op. 113
was orchestrated by the composer.

Chamber music

Mendelssohn’s mature output contains numerous chamber works, many of which display an emotional intensity
lacking in some of his larger works. In particular, his String Quartet No. 6, the last of his string quartets and his
last major work – written following the death of his sister Fanny – is both powerful and eloquent. Other mature
works include two other string quintets; sonatas for the clarinet, cello, viola and violin; and two piano trios. For the
Piano Trio No. 1 in D minor, Mendelssohn uncharacteristically took the advice of his fellow composer, Ferdinand
Hiller, and rewrote the piano part in a more romantic, “Schumannesque” style, considerably heightening its effect.



Choral works

Part of the overture to ‘Elijah’ arranged by Mendelssohn for piano duet (manuscript in the Library of Congress)

Mendelssohn’s two large biblical oratorios, St Paul in 1836 and Elijah in 1846, are greatly influenced by Bach. His
unfinished oratorio, Christus, consists of a recitative, a chorus “There Shall a Star Come out of Jacob,” and a
male trio; the chorus is sometimes performed.

Strikingly different is the more overtly romantic Die erste Walpurgisnacht (The First Walpurgis Night), a setting for
chorus and orchestra of a ballad by Goethe describing pagan rituals of the Druids in the Harz mountains in the
early days of Christianity. This remarkable score has been seen by the scholar Heinz-Klaus Metzger as a “Jewish
protest against the domination of Christianity”.

Mendelssohn also wrote many smaller-scale sacred works for unaccompanied choir and for choir with organ.
Most are written in or translated into English, and remain highly popular. Amongst the most famous is Hear My
Prayer, whose second half contains “O for the Wings of a Dove,” which became extremely popular as a separate
item. The piece is written for full choir, organ, and a treble or soprano soloist who has many challenging and
extended solo passages. As such, it is a particular favourite for choirboys in churches and cathedrals and has
frequently been recorded as a treble solo. Mendelssohn’s biographer Todd comments “The very popularity of the
anthem in England […] later exposed it to charges of superficiality from those contemptuous of Victorian mores”.

The hymn tune Mendelssohn – an adaptation by William Hayman Cummings of a melody from Mendelssohn’s
cantata Festgesang (Festive Hymn) – is the standard tune for Charles Wesley’s popular hymn Hark! The Herald
Angels Sing. This extract from an originally secular 1840s composition, which Mendelssohn felt unsuited to
sacred music, is ubiquitous at Christmas.

Songs

Mendelssohn wrote many songs, both for solo voice and for duet, with piano. Many of these are simple, or slightly
modified, strophic settings. Some, including Auf Flügeln des Gesanges (On Wings of Song), became popular.
Nine of Mendelssohn’s songs, including Auf Flügeln des Gesanges and Neue Liebe (New Love, set to a poem by
Heinrich Heine) were transcribed for piano solo, in a virtuoso style, by Franz Liszt.

A number of songs written by Mendelssohn’s sister Fanny originally appeared under her brother’s name; this may
have been partly due to the prejudice of the family, and partly to her own retiring nature.

Piano music

Mendelssohn’s Songs Without Words (Lieder ohne Worte), eight cycles each containing six lyric pieces (two
published posthumously), remain his most famous solo piano compositions. They became standard parlour recital
items even during the composer’s lifetime, and their overwhelming popularity has itself caused many critics to
underrate their musical value. Other composers who were inspired to produce similar pieces of their own,
included Charles-Valentin Alkan (his five sets of Chants, each ending with a barcarole), Anton Rubinstein, Ignaz
Moscheles, and Edvard Grieg.
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Other notable piano pieces by Mendelssohn include his Variations sérieuses, Op. 54 (1841), the Rondo
Capriccioso, the set of six Preludes and Fugues, Op. 35 (written between 1832 and 1837), and the Seven
Characteristic Pieces, Op. 7 (1827).

Organ music

Advertisement for the Organ Sonatas in the Musical World, 24 July 1845

Mendelssohn played the organ and composed for it from the age of 11 to his death. His primary organ works are
the Three Preludes and Fugues, Op. 37 (1837), and the Six Sonatas, Op. 65 (1845), of which Eric Werner wrote
“next to Bach’s works, Mendelssohn’s Organ Sonatas belong to the required repertory of all organists”.

Performer

Mendelssohn was renowned during his lifetime as a keyboard performer, both on the piano and on the organ.
One of his obituarists noted:

First and chiefest we esteem his pianoforte-playing, with its amazing elasticity of touch, rapidity, and
power; next his scientific and vigorous organ playing […] his triumphs on these instruments are fresh in
public recollection.

In his concerts and recitals Mendelssohn performed both his own works and those of his predecessor German
composers, notably works of Weber, Beethoven and (on the organ) J.S. Bach.

Both in private and public performances, Mendelssohn was also renowned for his improvisations. On one
occasion in London, when asked by the soprano Maria Malibran after a recital to extemporise, he created a piece
which included the melodies of all the songs she had sung. The music publisher Victor Novello who was present
remarked ‘He has done some things that seem to me impossible, even after I have heard them done.’ At another
recital in 1837, where Mendelssohn played the piano for a singer, Robert Schumann ignored the soprano and
wrote ‘Mendelssohn accompanied like a God’.

Conductor

Mendelssohn was a noted conductor, both of his own works and of other composers. At his London debut in
1829, he was noted for his innovatory use of a baton (then a great novelty). But his novelty also extended to
taking great care over tempo, dynamics and the orchestral players themselves – both rebuking them when they
were recalcitrant and praising them when they satisfied him. It was his success at conducting at the Lower Rhine
music festival of 1836 that led to him taking his first paid professional position as director at Düsseldorf. Amongst
those who appreciated Mendelssohn’s conducting was Hector Berlioz, who in 1843, invited to Leipzig, exchanged
batons with Mendelssohn, writing “When the Great Spirit sends us to hunt in the land of souls, may our warriors
hang our tomahawks side by side at the door of the council chamber”. At Leipzig, Mendelssohn led the
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Gewandhaus orchestra to great heights; although concentrating on the great composers of the past (already
becoming canonised as the ‘classics’) he also included new music by Schumann, Berlioz, Gade and many others
(including of course his own music). One critic who was not impressed however was Richard Wagner; he accused
Mendelssohn of using tempos in his performances of Beethoven symphonies that were far too fast.

Editor

Mendelssohn’s interest in baroque music was not limited to the Bach St Matthew Passion which he had revived in
1829. He was concerned in preparing and editing such music, whether for performance or for publication, to be as
close as possible to the original intentions of the composers, including wherever possible a close study of early
editions and manuscripts. This could lead him into conflict with publishers; for instance, his edition of Handel’s
oratorio Israel in Egypt for the London Handel Society (1845) evoked an often contentious correspondence, with
Mendelssohn refusing for example to add dynamics where not given by Handel, or to add parts for trombones.
Mendelssohn also edited a number of Bach’s works for organ, and apparently discussed with Robert Schumann
the possibility of producing a complete Bach edition.

Teacher

Although Mendelssohn attributed great importance to musical education, and made a substantial commitment to
the Conservatoire he founded in Leipzig, he did not greatly enjoy teaching and undertook only a very few private
pupils; these he took only if he believed they had notable qualities or potential. Amongst such students were
composer William Sterndale Bennett, the pianist Camille-Marie Stamaty, the violinist and composer Julius
Eichberg, and Walther von Goethe (grandson of the poet). At the Leipzig Conservatoire Mendelssohn taught
classes in composition and ensemble playing.

Reputation and legacy

The first century

The Leipzig Gewandhaus Mendelssohn monument in 1900 (removed in 1936)

In the immediate wake of Mendelssohn’s death, he was mourned both in Germany and England. However, the
conservative strain in Mendelssohn, which set him apart from some of his more flamboyant contemporaries, bred
a corollary condescension amongst some of them toward his music. Mendelssohn’s relations with Berlioz, Liszt
and others had been uneasy and equivocal. Listeners who had raised questions about Mendelssohn’s talent
included Heinrich Heine, who wrote in 1836 after hearing the oratorio St. Paul that his work was “characterized by
a great, strict, very serious seriousness, a determined, almost importunate tendency to follow classical models,
the finest, cleverest calculation, sharp intelligence and, finally, complete lack of naïveté. But is there in art any
originality of genius without naïveté?”
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Such criticism of Mendelssohn for his very ability – which could be characterised negatively as facility – was taken
to further lengths by Richard Wagner. Mendelssohn’s success, his popularity and his Jewish origins irked Wagner
sufficiently to damn Mendelssohn with faint praise, three years after his death, in an anti-Jewish pamphlet Das
Judenthum in der Musik:

[Mendelssohn] has shown us that a Jew may have the amplest store of specific talents, may own the
finest and most varied culture, the highest and tenderest sense of honour – yet without all these pre-
eminences helping him, were it but one single time, to call forth in us that deep, that heart-searching
effect which we await from art […] The washiness and the whimsicality of our present musical style has
been […] pushed to its utmost pitch by Mendelssohn’s endeavour to speak out a vague, an almost
nugatory Content as interestingly and spiritedly as possible.

This was the start of a movement to downgrade Mendelssohn’s status as a composer which lasted almost a
century, the echoes of which still survive today in critiques of Mendelssohn’s supposed mediocrity.

The philosopher Friedrich Nietzsche expressed consistent admiration for Mendelssohn’s music, in contrast to his
general scorn for “Teutonic” Romanticism:

At any rate, the whole music of romanticism [e.g. Schumann and Wagner] … was second-rate music
from the very start, and real musicians took little notice of it. Things were different with Felix
Mendelssohn, that halcyon master who, thanks to his easier, purer, happier soul, was quickly honored
and just as quickly forgotten, as a lovely incident in German music.

Some readers, however, have interpreted Nietzsche’s characterization of Mendelssohn as a ‘lovely incident’ as
condescending.

In the 20th century the Nazi regime and its Reichsmusikkammer cited Mendelssohn’s Jewish origin in banning
performance and publication of his works, even asking Nazi-approved composers to rewrite incidental music for A
Midsummer Night’s Dream. (Carl Orff obliged.) Under the Nazis, “Mendelssohn was presented as a dangerous
‘accident’ of music history, who played a decisive role in rendering German music in the 19th century
‘degenerate’.” The German Mendelssohn Scholarship for students at the Leipzig Conservatoire was discontinued
in 1934 (and not revived until 1963). The monument dedicated to Mendelssohn erected in Leipzig in 1892 was
removed by the Nazis in 1936. A replacement was erected in 2008.

The reconstructed Mendelssohn monument near Leipzig’s St. Thomas Church, dedicated in 2008

Mendelssohn’s reputation in England remained high throughout the 19th century. Prince Albert inscribed (in
German), a libretto for the oratorio Elijah in 1847:

To the noble artist who, surrounded by the Baal-worship of false art, has been able, like a second
Elijah, through genius and study, to remain true to the service of true art.

In 1851 an adulatory novel by the teenaged Sarah Sheppard was published, entitled Charles Auchester. The
book features Mendelssohn as the “Chevalier Seraphael”, and remained in print for nearly 80 years. In 1854
Queen Victoria requested that the Crystal Palace include a statue of Mendelssohn when it was
rebuilt.Mendelssohn’s Wedding March from A Midsummer Night’s Dream was played at the wedding of Queen
Victoria’s daughter, Princess Victoria, The Princess Royal, to Crown Prince Frederick of Prussia in 1858, and it
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remains popular at marriage ceremonies. Mendelssohn’s sacred choral music, particularly the smaller-scale
works, remains popular in the choral tradition of the Church of England. However many critics, including Bernard
Shaw, began to condemn Mendelssohn’s music for its association with Victorian cultural insularity; Shaw in
particular complained of the composer’s “kid-glove gentility, his conventional sentimentality, and his despicable
oratorio-mongering”. In the 1950s the scholar Wilfrid Mellers complained of Mendelssohn’s “spurious religiosity
which reflected the element of unconscious humbug in our morality”.

A contrasting opinion came from the pianist and composer Ferruccio Busoni, who considered Mendelssohn “a
master of undisputed greatness” and “an heir of Mozart”. Busoni and other pianists such as Anton Rubinstein and
Alkan all regularly included Mendelssohn’s piano works in their recitals.

Modern opinions

German postage stamp issued on the 200th anniversary of Mendelssohn’s birth

Charles Rosen in a chapter on Mendelssohn in his 1995 book The Romantic Generation both praises and
criticizes the composer, calling him a “genius” with a “profound” comprehension of Beethoven and “the greatest
child prodigy the history of Western music has ever known”. Although Rosen feels that in his later years, without
losing his craft or genius, the composer “renounced … his daring”, he calls Mendelssohn’s relatively late Violin
Concerto in E minor “the most successful synthesis of the Classical concerto tradition and the Romantic virtuoso
form”. Rosen calls the Fugue in E minor (later included in Mendelssohn’s Op. 35 for piano) a “masterpiece”; but in
the same paragraph calls Mendelssohn “the inventor of religious kitsch in music”.

Such opinions are evidence of how a more nuanced appreciation of Mendelssohn’s work has developed over the
last 50 years, together with the publication of a number of modern biographies placing his achievements in
context. Mercer-Taylor comments on the irony that “this broad-based reevaluation of Mendelssohn’s music is
made possible, in part, by a general disintegration of the idea of a musical canon”, an idea which Mendelssohn
“as a conductor, pianist and scholar” had done so much to establish.

A large portion of Mendelssohn’s 750 works still remained unpublished in the 1960s, but most of them have now
been made available. A scholarly edition of Mendelssohn’s complete works and correspondence is in preparation
but is expected to take many years to complete, and will be in excess of 150 volumes. All of Mendelssohn’s
oeuvre – including the most popular works such as the E minor Violin Concerto and the Italian Symphony – has
been explored more deeply, and prior concepts about the Victorian conventionality of the oratorio Elijah have
been shed. The frequently intense and dramatic world of Mendelssohn’s chamber works has been more fully
recognized. Virtually all of Mendelssohn’s published works are now available on CD, and his works are frequently
heard in the concert hall and on broadcasts. An English Heritage blue plaque commemorating Mendelssohn was
placed at 4 Hobart Place in Belgravia, London, in 2013. As the critic H. L. Mencken concluded, if Mendelssohn
indeed missed true greatness, he missed it “by a hair”.
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MENDELSSOHN: VIOLIN CONCERTO

Portrait of Mendelssohn, 1839

Violin Concerto in E minorViolin Concerto in E minor

Felix Mendelssohn’s Violin Concerto in E minorViolin Concerto in E minor, Op. 64, is his last large orchestral work. It forms an important
part of the violin repertoire and is one of the most popular and most frequently performed violin concertos of
all time. A typical performance lasts just under half an hour.

Mendelssohn originally proposed the idea of the violin concerto to Ferdinand David, a close friend and then
concertmaster of the Leipzig Gewandhaus Orchestra. Although conceived in 1838, the work took another six
years to complete and was not premiered until 1845. During this time, Mendelssohn maintained a regular
correspondence with David, seeking his advice with the concerto. The work itself was one of the foremost
violin concertos of the Romantic era and was influential on many other composers.

Although the concerto consists of three movements in a standard fast–slow–fast structure and each
movement follows a traditional form, the concerto was innovative and included many novel features for its
time. Distinctive aspects include the almost immediate entrance of the violin at the beginning of the work
(rather than following an orchestral preview of the first movement’s major themes, as was typical in Classical-
era concertos) and the through-composed form of the concerto as a whole, in which the three movements are
melodically and harmonically connected and played attacca (each movement immediately following the
previous one).

The concerto was well received and soon became regarded as one of the greatest violin concertos of all time.
The concerto remains popular to this day and has developed a reputation as an essential concerto for all
aspiring concert violinists to master, and usually one of the first Romantic era concertos they learn. Many
professional violinists have recorded the concerto and the work is regularly performed in concerts and
classical music competitions.

Mendelssohn also wrote a virtuoso Concerto for Violin and String Orchestra in D minor between 1821 and
1823, when he was 12 to 14 years old, at the same time that he produced his twelve string symphonies. This
work was “rediscovered” in 1951 by Yehudi Menuhin.
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History

Ferdinand David, the violinist who premiered the piece and whose collaboration was essential for the concerto’s
birth

Following his appointment in 1835 to principal conductor of the Leipzig Gewandhaus Orchestra, Mendelssohn
named his childhood friend Ferdinand David as the orchestra’s concertmaster. The work’s origins derive from this
professional collaboration. In a letter dated 30 July 1838, Mendelssohn wrote to David: “I should like to write a
violin concerto for you next winter. One in E minor runs through my head, the beginning of which gives me no
peace.”

The concerto took another six years to complete. There are many possible reasons for the delay, including self-
doubt, his third symphony and an unhappy period in Berlin after a request from King Frederick William IV of
Prussia. Nevertheless, Mendelssohn and David kept up a regular correspondence during this time, with
Mendelssohn seeking technical and compositional advice. Indeed, this violin concerto was the first of many to
have been composed with the input of a professional violinist, and would influence many future
collaborations. The autographed score is dated 16 September 1844, but Mendelssohn was still seeking advice
from David until its premiere. The concerto was first performed in Leipzig on 13 March 1845 with Ferdinand David
as soloist. Mendelssohn was unable to conduct due to illness and the premiere was conducted by the Danish
composer Niels Gade. Mendelssohn first conducted the concerto on 23 October 1845 again with Ferdinand David
as soloist.

Instrumentation

The work is scored for solo violin and a standard classical orchestra consisting of two flutes, two oboes, two
clarinets, two bassoons, two horns, two trumpets, timpani, and strings.

Movements

The concerto consists of three movements with the following tempo markings:

1. Allegro molto appassionato (E minor)
2. Andante (C major)
3. Allegretto non troppo – Allegro molto vivace (E major)

Allegro molto appassionato

12 – 14 minutes
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The opening of the Violin Concerto

Instead of an orchestral tutti, the concerto opens with the almost immediate entry of the solo violin, playing the
very tune in E minor that gave Mendelssohn no peace. Following a bravura of rapidly ascending notes, the
opening theme is then restated by the orchestra. There is then a frenetic chromatic transition passage as the
music subsides and modulates into a tranquil second subject theme in G major. The melody is initially played by
the woodwinds with the soloist providing a pedal note on an open G string. The tune is played by the solo violin
itself before a short codetta ends the exposition section of the opening movement. The opening two themes are
then combined in the development section, where the music builds up to the innovative cadenza, which
Mendelssohn wrote out in full rather than allowing the soloist to improvise. The cadenza builds up speed through
rhythmic shifts from quavers to quaver-triplets and finally to semiquavers, which require ricochet bowing from the
soloist. This serves as a link to the recapitulation, where the opening melody is played by the orchestra,
accompanied by the continuing ricochet arpeggios by the soloist. During the recapitulation, the opening themes
are repeated with the second theme being played in the E major before returning to E minor for the closing of the
movement. The music gathers speed into the coda, which is marked ‘Presto’, before a variant of the original
chromatic transition passage ends the first movement.

Andante

7 – 9 minutes

The main theme of the Andante

The bassoon sustains its B from the final chord of the first movement before moving up a semitone to middle
C. This serves as a key change from the E minor opening movement into the lyrical C major slow movement. The
movement is in ternary form and is reminiscent of Mendelssohn’s own Songs without Words. The theme to the
darker, middle section in A minor is first introduced by the orchestra before the violin then takes up both the
melody and the accompaniment simultaneously. The tremulous accompaniment requires nimble dexterity from
the soloist before the music returns to the main lyrical C major theme, this time leading towards a serene
conclusion.

Allegretto non troppo – Allegro molto vivace

6 – 7 minutes

The opening theme of the Allegro molto vivace

Following the second movement, there is a brief fourteen-bar transitional passage in E minor for solo violin and
strings only. This leads into the lively and effervescent finale, the whole of which is in E major and whose opening
is marked by a trumpet fanfare. This movement is in sonata rondo form with an opening theme requiring fast
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passage work from the soloist. The opening exposition leads into a brief second B major theme which is played by
the soloist and builds to a series of rapidly ascending and descending arpeggios, reminiscent of the cadenza from
the first movement. The orchestra then plays a variation of the opening melody, after which the music moves into
a short development section in G major. The recapitulation is essentially similar to the exposition, apart from the
addition of a counter-melody in the strings. There is almost a small cadenza near the end of the movement when
the woodwinds play the main tune against prolonged trills from the solo violin. The concerto then concludes with a
frenetic coda.

Analysis

Hear the MusicHear the Music

Violin Concerto in E minor, Op. 64

Allegro molto appassionato

Performed by Franziska Früh with the Fulda Symphony Orchestra – 13:27.

Andante

Performed by Franziska Früh with the Fulda Symphony Orchestra – 8:03.

Allegretto non troppo – Allegro molto vivace

Performed by Franziska Früh with the Fulda Symphony Orchestra – 6:53.

Problems playing these files? See media help.

The concerto is innovative in many respects. In the first movement alone, Mendelssohn departs from the typical
form of a Classical concerto in many ways, the most immediate being the entry of the soloist almost from the
outset, which also occurs in his First Piano Concerto. Although the first movement is mostly in sonata form,
Mendelssohn has the first theme played by the solo violin and then by the orchestra. Classical concertos typically
opened with an orchestral introduction followed by a version of essentially the same material that incorporates the
soloist.
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The cadenza is also novel in that it is written out as part of the concerto and located before the recapitulation. In a
typical Classical concerto, the cadenza is improvised by the performing soloist and occurs at the end of a
movement, after the recapitulation and just before the final coda.

The violin concerto stands out from previous concertos with its connected movements. There is no break between
the first and second movements, with a bassoon note held between the two. The bridging passage between the
last two movements begins almost immediately after the slow movement. The melody is similar to that of the
opening, which hints at the cyclic form of the piece. The linking was designed to eliminate applause between
movements. This would have come as a surprise to Mendelssohn’s audience, who, unlike today’s, were used to
applauding between movements.

The concerto also calls on the soloist to be nothing more than an accompanist to the orchestra for extended
periods, such as the ricochet arpeggios at the start of the recapitulation. This too was novel for a violin concerto of
its time.

Legacy

Mendelssohn’s Violin Concerto influenced the concertos of many other composers, who used aspects of the
concerto in their own. This led to the concerto being regarded as one of the most plagiarised of all time.

For example, the unusual placement of the cadenza before the recapitulation is reflected in the violin concertos of
Tchaikovsky (where the cadenza is similarly placed) and Sibelius (where the cadenza serves to extend the
development section). Moreover, following this concerto it was very rare for a composer to leave a cadenza
unwritten, for the soloist to improvise, as in the days of Mozart and Beethoven. The linking of the three
movements also influenced other concertos, such as Liszt’s Second Piano Concerto.

The concerto itself was an instant success, warmly received at its premiere and well received by contemporary
critics. By the end of the nineteenth century, the piece was already considered one of the greatest violin concertos
in the repertoire. It would become one of Mendelssohn’s most popular pieces, and was still regularly performed,
even when interest in his music declined in the early twentieth century. In 1906, the year before his death,
celebrated violinist Joseph Joachim told the guests at his 75th birthday party:

The Germans have four violin concertos. The greatest, most uncompromising is Beethoven’s. The one
by Brahms vies with it in seriousness. The richest, the most seductive, was written by Max Bruch. But
the most inward, the heart’s jewel, is Mendelssohn’s.

The work has developed a reputation as an essential work for all aspiring violin virtuosi to conquer. This has led to
the concerto becoming virtually ubiquitous in the discography of concert violinists, even including those who were
only active at the very dawn of recorded sound and of whom very little recorded music exists, such as Eugène
Ysaÿe. Even so, the concerto is still technically challenging and is generally considered to be as difficult as many
other famous counterparts.
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Frédéric François ChopinFrédéric François Chopin

Frédéric François ChopinFrédéric François Chopin (/ˈʃoʊpæn/; French pronunciation: [fʁe.de.ʁik ʃɔ.pɛ̃]; 22 February or 1 March 1810 –
17 October 1849), born Fryderyk Franciszek ChopinFryderyk Franciszek Chopin, was a Polish composer and virtuoso pianist of the
Romantic era, who wrote primarily for the solo piano. He gained and has maintained renown worldwide as one
of the leading musicians of his era, whose “poetic genius was based on a professional technique that was
without equal in his generation.” Chopin was born in what was then the Duchy of Warsaw, and grew up in
Warsaw, which after 1815 became part of Congress Poland. A child prodigy, he completed his musical
education and composed many of his works in Warsaw before leaving Poland, aged 20, less than a month
before the outbreak of the November 1830 Uprising.

At the age of 21 he settled in Paris. Thereafter, during the last 18 years of his life, he gave only some 30
public performances, preferring the more intimate atmosphere of the salon. He supported himself by selling
his compositions and teaching piano, for which he was in high demand. Chopin formed a friendship with Franz
Liszt and was admired by many of his musical contemporaries, including Robert Schumann. In 1835 he
obtained French citizenship. After a failed engagement to a Polish girl, from 1837 to 1847 he maintained an
often troubled relationship with the French writer George Sand. A brief and unhappy visit to Majorca with Sand
in 1838–39 was one of his most productive periods of composition. In his last years, he was financially
supported by his admirer Jane Stirling, who also arranged for him to visit Scotland in 1848. Through most of
his life, Chopin suffered from poor health. He died in Paris in 1849, probably of tuberculosis.

All of Chopin’s compositions include the piano. Most are for solo piano, although he also wrote two piano
concertos, a few chamber pieces, and some songs to Polish lyrics. His keyboard style is highly individual and
often technically demanding; his own performances were noted for their nuance and sensitivity. Chopin
invented the concept of instrumental ballade. His major piano works also include sonatas, mazurkas, waltzes,
nocturnes, polonaises, études, impromptus, scherzos, and preludes, some published only after his death.
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Many contain elements of both Polish folk music and of the classical tradition of J.S. Bach, Mozart and
Schubert, all of whom he particularly admired. His innovations in style, musical form, and harmony, and his
association of music with nationalism, were influential throughout and after the late Romantic period.

Both in his native Poland and beyond, Chopin’s music, his status as one of music’s earliest “superstars”, his
association (if only indirect) with political insurrection, his love life and his early death have made him, in the
public consciousness, a leading symbol of the Romantic era. His works remain popular, and he has been the
subject of numerous films and biographies of varying degrees of historical accuracy.

Life

Childhood

Chopin’s father, Nicolas Chopin, by Mieroszewski, 1829

Fryderyk Chopin was born in Żelazowa Wola, 46 kilometres (29 miles) west of Warsaw, in what was then the
Duchy of Warsaw, a Polish state established by Napoleon. The parish baptismal record gives his birthday as
22 February 1810, and cites his given names in the Latin form Fridericus Franciscus; (in Polish, he was Fryderyk
Franciszek). However, the composer and his family used the birthdate 1 March, which is now generally more
accepted as the correct date.

Fryderyk’s father, Nicolas Chopin, was a Frenchman from Lorraine who had emigrated to Poland in 1787 at the
age of sixteen. Nicolas tutored children of the Polish aristocracy, and in 1806 married Justyna Krzyżanowska, a
poor relation of the Skarbeks, one of the families for whom he worked. Fryderyk was baptized on Easter Sunday,
23 April 1810, in the same church where his parents had married, in Brochów. His eighteen-year-old godfather,
for whom he was named, was Fryderyk Skarbek, a pupil of Nicolas Chopin. Fryderyk was the couple’s second
child and only son; he had an elder sister, Ludwika (1807–55), and two younger sisters, Izabela (1811–81) and
Emilia (1812–27). Nicolas was devoted to his adopted homeland, and insisted on the use of Polish language in
the household.

In October 1810, six months after Fryderyk’s birth, the family moved to Warsaw, where his father acquired a post
teaching French at the Warsaw Lyceum, then housed in the Saxon Palace. Fryderyk lived with his family in the
Palace grounds. The father played the flute and violin; the mother played the piano and gave lessons to boys in
the boarding house that the Chopins kept. Chopin was of slight build, and even in early childhood was prone to
illnesses.
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Chopin’s Żelazowa Wola birthplace

Fryderyk may have had some piano instruction from his mother, but his first professional music tutor, from 1816 to
1821, was the Czech pianist Wojciech Żywny. His elder sister Ludwika also took lessons from Żywny, and
occasionally played duets with her brother. It quickly became apparent that he was a child prodigy. By the age of
seven Fryderyk had begun giving public concerts, and in 1817 he composed two polonaises, in G minor and B-flat
major. His next work, a polonaise in A-flat major of 1821, dedicated to Żywny, is his earliest surviving musical
manuscript.

In 1817 the Saxon Palace was requisitioned by Warsaw’s Russian governor for military use, and the Warsaw
Lyceum was reestablished in the Kazimierz Palace (today the rectorate of Warsaw University). Fryderyk and his
family moved to a building, which still survives, adjacent to the Kazimierz Palace. During this period, Fryderyk was
sometimes invited to the Belweder Palace as playmate to the son of the ruler of Russian Poland, Grand Duke
Constantine; he played the piano for the Duke and composed a march for him. Julian Ursyn Niemcewicz, in his
dramatic eclogue, “Nasze Przebiegi” (“Our Discourses”, 1818), attested to “little Chopin’s” popularity.

Education

Józef Elsner after 1853

From September 1823 to 1826 Chopin attended the Warsaw Lyceum. In the autumn of 1826 he began a three-
year course under the Silesian composer Józef Elsner at the Warsaw Conservatory, studying music theory,
figured bass and composition. Throughout this period he continued to compose and to give recitals in concerts
and salons in Warsaw. He was engaged by the inventors of a mechanical organ, the “eolomelodicon”, and on this
instrument in May 1825 he performed his own improvisation and part of a concerto by Moscheles. The success of
this concert resulted in his being asked to give a similar recital on the instrument before Tsar Alexander I, who
was visiting Warsaw; the Tsar presented him with a diamond ring. At a subsequent eolomelodicon concert on 10
June 1825, Chopin performed his Rondo Op. 1. This was the first of his works to be commercially published and
earned him his first mention in the foreign press, when the Leipzig Allgemeine Musikalische Zeitung praised his
“wealth of musical ideas”.
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During 1824–28 Chopin spent his vacations away from Warsaw, at a number of locales. In 1824 and 1825, at
Szafarnia, he was a guest of Dominik Dziewanowski, the father of a schoolmate. Here for the first time he
encountered Polish rural folk music. His letters home from Szafarnia (to which he gave the title “The Szafarnia
Courier”), written in a very modern and lively Polish, amused his family with their spoofing of the Warsaw
newspapers and demonstrated the youngster’s literary gift.

In 1827, soon after the death of Chopin’s youngest sister Emilia, the family moved from the Warsaw University
building, adjacent to the Kazimierz Palace, to lodgings just across the street from the university, in the south
annex of the Krasiński Palace on Krakowskie Przedmieście, where Chopin lived until he left Warsaw in
1830. Here his parents continued running their boarding house for male students; the Chopin Family Parlour
(Salonik Chopinów) became a museum in the 20th century. In 1829 the artist Ambroży Mieroszewski executed a
set of portraits of Chopin family members, including the first known portrait of the composer.

Four boarders at his parents’ apartments became Chopin’s intimates: Tytus Woyciechowski, Jan Białobłocki, Jan
Matuszyński and Julian Fontana; the latter two would later be part of his Paris milieu. He was friendly with
members of Warsaw’s young artistic and intellectual world, including Fontana, Józef Bohdan Zaleski and Stefan
Witwicki. He was also attracted to the singing student Konstancja Gładkowska. In letters to Woyciechowski, he
indicated which of his works, and even which of their passages, were influenced by his fascination with her; his
letter of 15 May 1830 revealed that the slow movement (adagio) of his Piano Concerto No. 1 (in E minor) was
secretly dedicated to her – “It should be like dreaming in beautiful springtime – by moonlight.” His final
Conservatory report (July 1829) described Chopin as “an exceptional talent, a musical genius.”

Travel and domestic success

Chopin plays for the Radziwiłłs, 1829 (painting by Henryk Siemiradzki, 1887)

In September 1828 Chopin, while still a student, visited Berlin with a family friend, zoologist Feliks Jarocki,
enjoying operas directed by Gaspare Spontini and attending concerts by Carl Friedrich Zelter, Felix Mendelssohn
and other celebrities. On an 1829 return trip to Berlin, he was a guest of Prince Antoni Radziwiłł, governor of the
Grand Duchy of Posen—himself an accomplished composer and aspiring cellist. For the prince and his pianist
daughter Wanda, he composed his Introduction and Polonaise brillante in C major for cello and piano, Op. 3.

Back in Warsaw that year, Chopin heard Niccolò Paganini play and met the pianist and composer Johann
Nepomuk Hummel. On 11 August, three weeks after completing his studies at the Warsaw Conservatory, he
made his debut in Vienna. He gave two piano concerts and received many favourable reviews—in addition to
some criticizing the “small tone” that he drew from the piano. In one of these 11 August concerts, he premiered
his Variations on Là ci darem la mano, Op. 2 (variations on an aria from Mozart’s opera Don Giovanni) for piano
and orchestra. On his return to Poland, in December 1829 he premiered his Piano Concerto No. 2 in F minor,
Op. 21, at the Warsaw Merchants’ Club. During this period he also began writing his first Études (1829–32).

Chopin’s successes as a composer and performer opened the door to western Europe for him, and on
2 November 1830, he set out, in the words of Zdzisław Jachimecki, “into the wide world, with no very clearly
defined aim, forever.” With Woyciechowski, he headed for Austria, intending to go on to Italy. Later that month, in
Warsaw, the November 1830 Uprising broke out, and Woyciechowski returned to Poland to enlist. Chopin, now
alone in Vienna, was nostalgic for his homeland, and wrote to a friend, “I curse the moment of my
departure.” When in September 1831 he learned, while travelling from Vienna to Paris, that the uprising had been
crushed, he expressed his anguish in the pages of his private journal: “O God! … You are there, and yet you do
not take vengeance!” Jachimecki ascribes to these events the composer’s maturing “into an inspired national
bard who intuited the past, present and future of his native Poland.”
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Paris

Chopin at 25, by his fiancée Maria Wodzińska, 1835

Chopin arrived in Paris in late September 1831; he would never return to Poland, thus becoming one of many
expatriates of the Polish Great Emigration. In France he used the French versions of his given names, and after
receiving French citizenship in 1835, he traveled on a French passport. However, Chopin remained close to his
fellow Poles in exile as friends and confidants and he never felt fully comfortable speaking French. Chopin’s
biographer Adam Zamoyski writes that he never considered himself to be French, despite his father’s French
origins, and always saw himself as a Pole.

In Paris, Chopin encountered artists and other distinguished figures, and found many opportunities to exercise his
talents and achieve celebrity. During his years in Paris he was to become acquainted with, among many others,
Hector Berlioz, Franz Liszt, Ferdinand Hiller, Heinrich Heine, Eugène Delacroix, and Alfred de Vigny. Two Polish
friends in Paris were also to play important roles in Chopin’s life there. His fellow student at the Warsaw
Conservatory, Julian Fontana, had originally tried unsuccessfully to establish himself in England; Albert Grzymała,
who in Paris became a wealthy financier and society figure, often acted as his adviser and “gradually began to fill
the role of elder brother in [his] life.” Fontana was to become, in the words of Michałowski and Samson, Chopin’s
“general factotum and copyist”. Chopin was also acquainted with the poet Adam Mickiewicz, principal of the
Polish Literary Society, some of whose verses he set as songs.

At the end of 1831, Chopin received the first major endorsement from an outstanding contemporary when Robert
Schumann, reviewing the Op. 2 Variations in the Allgemeine musikalische Zeitung (his first published article on
music), declared: “Hats off, gentlemen! A genius.” On 26 February 1832 Chopin gave a debut Paris concert at the
Salle Pleyel which drew universal admiration. The critic François-Joseph Fétis wrote in the Revue et gazette
musicale: “Here is a young man who … taking no model, has found, if not a complete renewal of piano music, …
an abundance of original ideas of a kind to be found nowhere else …” After this concert, Chopin realized that his
essentially intimate keyboard technique was not optimal for large concert spaces. Later that year he was
introduced to the wealthy Rothschild banking family, whose patronage also opened doors for him to other private
salons (social gatherings of the aristocracy and artistic and literary elite). By the end of 1832 Chopin had
established himself among the Parisian musical elite, and had earned the respect of his peers such as Hiller,
Liszt, and Berlioz. He no longer depended financially upon his father, and in the winter of 1832 he began earning
a handsome income from publishing his works and teaching piano to affluent students from all over Europe. This
freed him from the strains of public concert-giving, which he disliked.
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Maria Wodzińska, self-portrait

Chopin seldom performed publicly in Paris. In later years he generally gave a single annual concert at the Salle
Pleyel, a venue that seated three hundred. He played more frequently at salons, but preferred playing at his own
Paris apartment for small groups of friends. The musicologist Arthur Hedley has observed that “As a pianist
Chopin was unique in acquiring a reputation of the highest order on the basis of a minimum of public
appearances—few more than thirty in the course of his lifetime.” The list of musicians who took part in some of his
concerts provides an indication of the richness of Parisian artistic life during this period. Examples include a
concert on 23 March 1833, in which Chopin, Liszt and Hiller performed (on pianos) a concerto by J.S. Bach for
three keyboards; and, on 3 March 1838, a concert in which Chopin, his pupil Adolphe Gutmann, Charles-Valentin
Alkan, and Alkan’s teacher Zimmermann performed Alkan’s arrangement, for eight hands, of two movements
from Beethoven’s 7th symphony. Chopin was also involved in the composition of Liszt’s Hexameron; he wrote the
sixth (and final) variation on Bellini’s theme. Chopin’s music soon found success with publishers, and in 1833 he
contracted with Maurice Schlesinger, who arranged for it to be published also in Germany and England.

In the spring of 1834, Chopin attended the Lower Rhenish Music Festival in Aix-la-Chapelle with Hiller, and it was
there that Chopin met Felix Mendelssohn. After the festival, the three visited Düsseldorf, where Mendelssohn had
been appointed musical director. They spent what Mendelssohn described as “a very agreeable day”, playing and
discussing music at his piano, and met Friedrich Wilhelm Schadow, director of the Academy of Art, and some of
his eminent pupils such as Lessing, Bendemann, Hildebrandt and Sohn. In 1835 Chopin went to Carlsbad, where
he spent time with his parents; it was the last occasion he would see them. On his way back to Paris, he met old
friends from Warsaw, the Wodzińskis. He had made the acquaintance of their daughter Maria in Poland five years
earlier, when she was eleven. This meeting prompted him to stay for two weeks in Dresden, when he had
previously intended to return to Paris via Leipzig. The sixteen-year-old girl’s portrait of the composer is
considered, along with Delacroix’s, as among Chopin’s best likenesses. In October he finally reached Leipzig,
where he met Schumann, Clara Wieck and Felix Mendelssohn, who organised for him a performance of his own
oratorio St. Paul, and who considered him “a perfect musician”. In July 1836 Chopin travelled to Marienbad and
Dresden to be with the Wodziński family, and in September he proposed to Maria, whose mother Countess
Wodzińska approved in principle. Chopin went on to Leipzig, where he presented Schumann with his G minor
Ballade. At the end of 1836 he sent Maria an album in which his sister Ludwika had inscribed seven of his songs,
and his 1835 Nocturne in C-sharp minor, Op. 27, No. 1. The anodyne thanks he received from Maria proved to
be the last letter he was to have from her.
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Franz Liszt

Franz Liszt in 1838, engraving by Josef Kriehuber

Although it is not known exactly when Chopin first met Liszt after arriving in Paris, on 12 December 1831 he
mentioned in a letter to his friend Woyciechowski that “I have met Rossini, Cherubini, Baillot, etc.—also
Kalkbrenner. You would not believe how curious I was about Herz, Liszt, Hiller, etc..” Liszt was in attendance at
Chopin’s Parisian debut on 26 February 1832 at the Salle Pleyel, which led him to remark:”The most vigorous
applause seemed not to suffice to our enthusiasm in the presence of this talented musician, who revealed a new
phase of poetic sentiment combined with such happy innovation in the form of his art.”

The two became friends, and for many years lived in close proximity in Paris, Chopin at 38 Rue de la Chaussée-
d’Antin, and Liszt at the Hôtel de France on the Rue Lafitte, a few blocks away. They performed together on
seven occasions between 1833 and 1841. The first, on 2 April 1833, was at a benefit concert organized by Hector
Berlioz for his bankrupt Shakespearean actress wife Harriet Smithson, during which they played Georges
Onslow’s Sonata in F minor for piano duet. Later joint appearances included a benefit concert for the Benevolent
Association of Polish Ladies in Paris. Their last appearance together in public was for a charity concert
conducted for the Beethoven Memorial in Bonn, held at the Salle Pleyel and the Paris Conservatory on 25 and 26
April 1841.

Although the two displayed great respect and admiration for each other, their friendship was uneasy and had
some qualities of a love-hate relationship. Harold Schonberg believes that Chopin displayed a “tinge of jealousy
and spite” towards Liszt’s virtuosity on the piano, and others have also argued that he had become enchanted
with Liszt’s theatricality, showmanship and success. Liszt was the dedicatee of Chopin’s Op. 10 Études, and his
performance of them prompted the composer to write to Hiller, “I should like to rob him of the way he plays my
studies.” However, Chopin expressed annoyance in 1843 when Liszt performed one of his nocturnes with the
addition of numerous intricate embellishments, at which Chopin remarked that he should play the music as written
or not play it at all, forcing an apology. Most biographers of Chopin state that after this the two had little to do with
each other, although in his letters dated as late as 1848 he still referred to him as “my friend Liszt”. Some
commentators point to events in the two men’s romantic lives which led to a rift between them; there are claims
that Liszt had displayed jealousy of his mistress Marie d’Agoult’s obsession with Chopin, while others believe that
Chopin had become concerned with Liszt’s growing relationship with George Sand.
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George Sand

Chopin at 28, from Delacroix’s joint portrait of Chopin and Sand

In 1836, at a party hosted by Marie d’Agoult, Chopin met the French author George Sand (born [Amantine] Aurore
[Lucile] Dupin). Short (under five feet, or 152 cm), dark, big-eyed and a cigar smoker, she initially repelled
Chopin, who remarked, “What an unattractive person la Sand is. Is she really a woman?” However, by early 1837
Maria Wodzińska’s mother had made it clear to Chopin in correspondence that a marriage with her daughter was
unlikely to proceed. It is thought that she was influenced by his poor health and possibly also by rumours about
his associations with women such as d’Agoult and Sand. Chopin finally placed the letters from Maria and her
mother in a package on which he wrote, in Polish, “My tragedy”. Sand, in a letter to Grzymała of June 1838,
admitted strong feelings for the composer and debated whether to abandon a current affair in order to begin a
relationship with Chopin; she asked Grzymała to assess Chopin’s relationship with Maria Wodzińska, without
realising that the affair, at least from Maria’s side, was over.

In June 1837 Chopin visited London incognito in the company of the piano manufacturer Camille Pleyel where he
played at a musical soirée at the house of English piano maker James Broadwood. On his return to Paris, his
association with Sand began in earnest, and by the end of June 1838 they had become lovers. Sand, who was
six years older than the composer, and who had had a series of lovers, wrote at this time: “I must say I was
confused and amazed at the effect this little creature had on me … I have still not recovered from my
astonishment, and if I were a proud person I should be feeling humiliated at having been carried away …” The
two spent a miserable winter on Majorca (8 November 1838 to 13 February 1839), where, together with Sand’s
two children, they had journeyed in the hope of improving the health of Chopin and that of Sand’s 15-year-old son
Maurice, and also to escape the threats of Sand’s former lover Félicien Mallefille. However, after discovering that
the couple were not married, the deeply religious people of Majorca became inhospitable, making accommodation
difficult to find. This compelled the group to take lodgings in a former Carthusian monastery in Valldemossa,
which gave little shelter from the cold winter weather.

On 3 December, Chopin complained about his bad health and the incompetence of the doctors in Majorca: “Three
doctors have visited me … The first said I was dead; the second said I was dying; and the third said I was about
to die.” He also had problems having his Pleyel piano sent to him. It finally arrived from Paris in December.
Chopin wrote to Pleyel in January 1839: “I am sending you my Preludes [(Op. 28)]. I finished them on your little
piano, which arrived in the best possible condition in spite of the sea, the bad weather and the Palma
customs.” Chopin was also able to undertake work on his Ballade No. 2, Op. 38; two Polonaises, Op. 40; and the
Scherzo No. 3, Op. 39.

Although this period had been productive, the bad weather had such a detrimental effect on Chopin’s health that
Sand determined to leave the island. To avoid further customs duties, Sand sold the piano to a local French
couple, the Canuts. The group traveled first to Barcelona, then to Marseilles, where they stayed for a few months
while Chopin convalesced. In May 1839 they headed for the summer to Sand’s estate at Nohant, where they
spent most summers until 1846. In autumn they returned to Paris, where Chopin’s apartment at 5 rue Tronchet
was close to Sand’s rented accommodation at the rue Pigalle. He frequently visited Sand in the evenings, but
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both retained some independence. In 1842 he and Sand moved to the Square d’Orléans, living in adjacent
buildings.

At the funeral of the tenor Adolphe Nourrit in Paris in 1839, Chopin made a rare appearance at the organ, playing
a transcription of Franz Schubert’s lied Die Gestirne. On 26 July 1840 Chopin and Sand were present at the
dress rehearsal of Berlioz’s Grande symphonie funèbre et triomphale, composed to commemorate the tenth
anniversary of the July Revolution. Chopin was reportedly unimpressed with the composition and disliked it.

During the summers at Nohant, particularly in the years 1839–43, Chopin found quiet, productive days during
which he composed many works, including his Polonaise in A-flat major, Op. 53. Among the visitors to Nohant
were Delacroix and the mezzo-soprano Pauline Viardot, whom Chopin had advised on piano technique and
composition. Delacroix gives an account of staying at Nohant in a letter of 7 June 1842:

The hosts could not be more pleasant in entertaining me. When we are not all together at dinner, lunch,
playing billiards, or walking, each of us stays in his room, reading or lounging around on a couch.
Sometimes, through the window which opens on the garden, a gust of music wafts up from Chopin at
work. All this mingles with the songs of nightingales and the fragrance of roses.

Decline

George Sand sewing, from Delacroix’s joint portrait of Chopin and Sand

From 1842 onwards, Chopin showed signs of serious illness. After a solo recital in Paris on 21 February 1842, he
wrote to Grzymała “I have to lie in bed all day long, my mouth and tonsils are aching so much.” He was forced by
illness to decline a written invitation from Alkan to participate in a repeat performance of the Beethoven Seventh
Symphony arrangement at Erard’s on 1 March 1843. In the winter of 1844/5, Charles Hallé visited Chopin and
found him “hardly able to move, bent like a half-opened penknife and evidently in great pain”, although his spirits
returned when he started to play the piano for his visitor. Chopin’s health continued to deteriorate, particularly
from 1845 onwards. Modern research suggests that apart from any other illnesses, he may also have suffered
from temporal lobe epilepsy.

Chopin’s relations with Sand soured, worsened in 1846 by problems involving her daughter Solange and
Solange’s fiancé, the young fortune-hunting sculptor Auguste Clésinger. The composer frequently took Solange’s
side in quarrels with her mother; he also faced jealousy from Sand’s son Maurice. Chopin was utterly indifferent
to Sand’s radical political pursuits, while Sand looked on his society friends with disdain. As the composer’s
illness progressed, Sand had become less of a lover and more of a nurse to Chopin, whom she called her “third
child.” In letters to third parties, she vented her impatience, referring to him as a “child,” a “little angel,” a “sufferer”
and a “beloved little corpse.” In 1847 Sand published her novel Lucrezia Floriani, whose main characters—a rich
actress and a prince in weak health—could be interpreted as Sand and Chopin; the story was uncomplimentary to
Chopin, who could not have missed the allusions as he helped Sand correct the printer’s galleys. In 1847 he did
not visit Nohant, and he quietly ended their ten-year relationship following an angry correspondence which, in
Sand’s words, made “a strange conclusion to nine years of exclusive friendship.” The two would never meet
again.

Chopin’s output as a composer throughout this period declined in quantity year by year. Whereas in 1841 he had
written a dozen works, only six were written in 1842 and six shorter pieces in 1843. In 1844 he wrote only the Op.
58 sonata. 1845 saw the completion of three mazurkas (Op. 59). Although these works were more refined than
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many of his earlier compositions, Zamoyski opines that “his powers of concentration were failing and his
inspiration was beset by anguish, both emotional and intellectual.”

Tour of England and Scotland

With this decline, Chopin’s public popularity as a virtuoso began to wane, as did the number of his pupils, and
this, together with the political strife and instability of the time, caused him to struggle financially. In February
1848, with the cellist Auguste Franchomme, he gave his last Paris concert, which included three movements of
the Cello Sonata Op. 65.

Jane Stirling, by Devéria, c. 1830

In April, during the Revolution of 1848 in Paris, he left for London, where he performed at several concerts and at
numerous receptions in great houses. This tour was suggested to him by his Scottish pupil Jane Stirling and her
elder sister. Stirling also made all the logistical arrangements and provided much of the necessary funding.

In London Chopin took lodgings at Dover Street, where the firm of Broadwood provided him with a grand piano. At
his first engagement, on 15 May at Stafford House, the audience included Queen Victoria and Prince Albert. The
Prince, who was himself a talented musician, moved close to the keyboard to view Chopin’s technique.
Broadwood also arranged concerts for him; among those attending were Thackeray and the singer Jenny Lind.
Chopin was also sought after for piano lessons, for which he charged the high fee of one guinea (£1.05 in present
British currency) per hour, and for private recitals for which the fee was 20 guineas. At a concert on 7 July he
shared the platform with Viardot, who sang arrangements of some his mazurkas to Spanish texts.

In late summer he was invited by Jane Stirling to visit Scotland, where he stayed at Calder House near Edinburgh
and at Johnstone Castle in Renfrewshire, both owned by members of Stirling’s family. Stirling clearly had a notion
of going beyond mere friendship, and Chopin was obliged to make it clear to her that this could not be so. He
wrote at this time to Grzymała “My Scottish ladies are kind, but such bores”, and responding to a rumour about his
involvement, answered that he was “closer to the grave than the nuptial bed.” He gave a public concert in
Glasgow on 27 September,and another in Edinburgh, at the Hopetoun Rooms on Queen Street (now Erskine
House) on 4 October. In late October 1848, while staying in Edinburgh, at 10 Warriston Crescent, with the Polish
physician Adam Łyszczyński, he wrote out his last will and testament—”a kind of disposition to be made of my
stuff in the future, if I should drop dead somewhere”, he wrote to Grzymała.

Chopin made his last public appearance on a concert platform at London’s Guildhall on 16 November 1848,
when, in a final patriotic gesture, he played for the benefit of Polish refugees. He was at this time clearly seriously
ill, weighing less than 99 pounds (45 kg), and his doctors were aware that his sickness was at a terminal stage.

At the end of November, Chopin returned to Paris. He passed the winter in unremitting illness, but gave
occasional lessons and was visited by friends, including Delacroix and Franchomme. Occasionally he played, or
accompanied the singing of Delfina Potocka, for his friends. During the summer of 1849, his friends found him an
apartment in Chaillot, out of the centre of the city, for which the rent was secretly subsidised by an admirer,
Princess Obreskoff. Here in June 1849 he was visited by Jenny Lind.
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Death and funeral

Chopin on His Deathbed, by Teofil Kwiatkowski, 1849, commissioned by Jane Stirling. Chopin is in the presence
of (from left) Aleksander Jełowicki, Chopin’s sister Ludwika, Princess Marcelina Czartoryska, Wojciech Grzymała,
Kwiatkowski.

With his health further deteriorating, Chopin desired to have a family member with him. In June 1849 his sister
Ludwika came to Paris with her husband and daughter, and in September, supported by a loan from Jane Stirling,
he took an apartment at Place Vendôme 12. After 15 October, when his condition took a marked turn for the
worse, only a handful of his closest friends remained with him, although Viardot remarked sardonically that “all the
grand Parisian ladies considered it de rigueur to faint in his room.”

Some of his friends provided music at his request; among them, Potocka sang and Franchomme played the cello.
Chopin requested that his body be opened after death (for fear of being buried alive) and his heart returned to
Warsaw. He also bequeathed his unfinished notes on a piano tuition method, Projet de méthode, to Alkan for
completion. On 17 October, after midnight, the physician leaned over him and asked whether he was suffering
greatly. “No longer”, he replied. He died a few minutes before two o’clock in the morning. Those present at the
deathbed appear to have included his sister Ludwika, Princess Marcelina Czartoryska, Sand’s daughter Solange,
and Thomas Albrecht. Later that morning, Solange’s husband Clésinger made Chopin’s death mask and a cast of
his left hand.

Chopin’s disease and the cause of his death have since been a matter of debate. His death certificate gave the
cause as tuberculosis, and his physician, Jean Cruveilhier, was then the leading French authority on this
disease. The terminal symptoms of pulmonary tuberculosis resemble those of cystic fibrosis, which would be
described and named only a century later; but in the 19th century, in the absence of modern respiratory therapy
and medical support, survival with cystic fibrosis to age 39 was virtually impossible. Given Chopin’s history and
symptoms, it seems likely that he suffered from pulmonary tuberculosis.

Chopin’s death mask, by Clésinger (photos: Jack Gibbons)
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The funeral, held at the Church of the Madeleine in Paris, was delayed almost two weeks, until 30
October. Entrance was restricted to ticket holders as many people were expected to attend. Over 3,000 people
arrived from as far as London, Berlin and Vienna without invitations and were excluded.

Mozart’s Requiem was sung at the funeral; the soloists were the soprano Jeanne-Anais Castellan, the mezzo-
soprano Pauline Viardot, the tenor Alexis Dupont, and the bass Luigi Lablache; Chopin’s Preludes No. 4 in E
minor and No. 6 in B minor were also played. The organist at the funeral was Lefébure-Wély. The funeral
procession to Père Lachaise Cemetery, which included Chopin’s sister Ludwika, was led by the aged Prince
Adam Czartoryski. The pallbearers included Delacroix, Franchomme, and Camille Pleyel. At the graveside, the
Funeral March from Chopin’s Piano Sonata No. 2 was played, in Reber’s instrumentation.

Chopin’s tombstone, featuring the muse of music, Euterpe, weeping over a broken lyre, was designed and
sculpted by Clésinger. The expenses of the funeral and monument, amounting to 5,000 francs, were covered by
Jane Stirling, who also paid for the return of the composer’s sister Ludwika to Warsaw. Ludwika took Chopin’s
heart, preserved in alcohol, back to Poland in an urn. She also took a collection of two hundred letters from Sand
to Chopin; after 1851 these were returned to Sand, who seems to have destroyed them.

Music

See also: List of compositions by Frédéric Chopin by genre, List of compositions by Frédéric Chopin by opus
number, Ballades (Chopin), Études (Chopin), Mazurkas (Chopin), Nocturnes (Chopin), Polonaises (Chopin),
Preludes (Chopin), Waltzes (Chopin) and Miscellaneous compositions (Chopin)

Overview

Autographed musical quotation from the Polonaise Op. 53, signed by Chopin on 25 May 1845

Over 230 works of Chopin survive; some compositions from early childhood have been lost. All his known works
involve the piano, and only a few range beyond solo piano music, as either piano concertos, songs or chamber
music.

Chopin was educated in the tradition of Beethoven, Haydn, Mozart and Clementi; he used Clementi’s piano
method with his own students. He was also influenced by Hummel’s development of virtuoso, yet Mozartian,
piano technique. He cited Bach and Mozart as the two most important composers in shaping his musical
outlook. Chopin’s early works are in the style of the “brilliant” keyboard pieces of his era as exemplified by the
works of Ignaz Moscheles, Friedrich Kalkbrenner, and others. Less direct in the earlier period are the influences
of Polish folk music and of Italian opera. Much of what became his typical style of ornamentation (for example, his
fioriture) is taken from singing. His melodic lines were increasingly reminiscent of the modes and features of the
music of his native country, such as drones.

Chopin took the new salon genre of the nocturne, invented by the Irish composer John Field, to a deeper level of
sophistication. He was the first to write ballades and scherzi as individual concert pieces. He essentially
established a new genre with his own set of free-standing preludes (Op. 28, published 1839). He exploited the
poetic potential of the concept of the concert étude, already being developed in the 1820s and 1830s by Liszt,
Clementi and Moscheles, in his two sets of studies (Op. 10 published in 1833, Op. 25 in 1837).
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Chopin also endowed popular dance forms with a greater range of melody and expression. Chopin’s mazurkas,
while originating in the traditional Polish dance (the mazurek), differed from the traditional variety in that they were
written for the concert hall rather than the dance hall; “it was Chopin who put the mazurka on the European
musical map.” The series of seven polonaises published in his lifetime (another nine were published
posthumously), beginning with the Op. 26 pair (published 1836), set a new standard for music in the form. His
waltzes were also written specifically for the salon recital rather than the ballroom and are frequently at rather
faster tempos than their dance-floor equivalents.

Titles, opus numbers and editions

Some of Chopin’s well-known pieces have acquired descriptive titles, such as the Revolutionary Étude
(Op. 10, No. 12), and the Minute Waltz (Op. 64, No. 1). However, with the exception of his Funeral March, the
composer never named an instrumental work beyond genre and number, leaving all potential extramusical
associations to the listener; the names by which many of his pieces are known were invented by others. There is
no evidence to suggest that the Revolutionary Étude was written with the failed Polish uprising against Russia in
mind; it merely appeared at that time. The Funeral March, the third movement of his Sonata No. 2 (Op. 35), the
one case where he did give a title, was written before the rest of the sonata, but no specific event or death is
known to have inspired it.

The last opus number that Chopin himself used was 65, allocated to the Cello Sonata in G minor. He expressed a
deathbed wish that all his unpublished manuscripts be destroyed. At the request of the composer’s mother and
sisters, however, his musical executor Julian Fontana selected 23 unpublished piano pieces and grouped them
into eight further opus numbers (Opp. 66–73), published in 1855. In 1857, 17 Polish songs that Chopin wrote at
various stages of his life were collected and published as Op. 74, though their order within the opus did not reflect
the order of composition.

Works published since 1857 have received alternative catalogue designations instead of opus numbers. The
present standard musicological reference for Chopin’s works is the Kobylańska Catalogue (usually represented
by the initials ‘KK’), named for its compiler the Polish musicologist Krystyna Kobylańska.

Chopin’s original publishers included Maurice Schlesinger and Camille Pleyel. His works soon began to appear in
popular 19th-century piano anthologies. The first collected edition was by Breitkopf & Härtel
(1878–1902). Among modern scholarly editions of Chopin’s works are the version under the name of Paderewski
published between 1937 and 1966 and the more recent Polish “National Edition”, edited by Jan Ekier, both of
which contain detailed explanations and discussions regarding choices and sources.

Form and harmony

Chopin’s last (Pleyel) piano, on which he composed in 1848–49. Fryderyk Chopin Museum, Warsaw

Improvisation stands at the centre of Chopin’s creative processes. However, this does not imply impulsive
rambling: Nicholas Temperley writes that “improvisation is designed for an audience, and its starting-point is that
audience’s expectations, which include the current conventions of musical form.” The works for piano and
orchestra, including the two concertos, are held by Temperley to be “merely vehicles for brilliant piano playing …
formally longwinded and extremely conservative”. After the piano concertos (which are both early, dating from
1830), Chopin made no attempts at large-scale multi-movement forms, save for his late sonatas for piano and for
cello; “instead he achieved near-perfection in pieces of simple general design but subtle and complex cell-
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structure.” Rosen suggests that an important aspect of Chopin’s individuality is his flexible handling of the four-
bar phrase as a structural unit.

J. Barrie Jones suggests that “amongst the works that Chopin intended for concert use, the four ballades and four
scherzos stand supreme”, and adds that “the Barcarolle Op. 60 stands apart as an example of Chopin’s rich
harmonic palette coupled with an Italianate warmth of melody.” Temperley opines that these works, which contain
“immense variety of mood, thematic material and structural detail”, are based on an extended “departure and
return” form; “the more the middle section is extended, and the further it departs in key, mood and theme, from
the opening idea, the more important and dramatic is the reprise when it at last comes.”

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Chopin’s mazurkas and waltzes are all in straightforward ternary or episodic form, sometimes with a coda. The
mazurkas often show more folk features than many of his other works, sometimes including modal scales and
harmonies and the use of drone basses. However, some also show unusual sophistication, for example Op. 63
No. 3, which includes a canon at one beat’s distance, a great rarity in music.

Chopin’s polonaises show a marked advance on those of his Polish predecessors in the form (who included his
teachers Zywny and Elsner). As with the traditional polonaise, Chopin’s works are in triple time and typically
display a martial rhythm in their melodies, accompaniments and cadences. Unlike most of their precursors, they
also require a formidable playing technique.

The 21 nocturnes are more structured, and of greater emotional depth, than those of Field, (whom Chopin met in
1833). Many of the Chopin nocturnes have middle sections marked by agitated expression (and often making
very difficult demands on the performer) which heightens their dramatic character.

Chopin’s études are largely in straightforward ternary form. He used them to teach his own technique of piano
playing—for instance playing double thirds (Op. 25, No. 6), playing in octaves (Op. 25, No. 10), and playing
repeated notes (Op. 10, No. 7).

The preludes, many of which are very brief, (some consisting of simple statements and developments of a single
theme or figure), were described by Schumann as “the beginnings of studies”. Inspired by J.S. Bach’s The Well-
Tempered Clavier, Chopin’s preludes move up the circle of fifths (rather than Bach’s chromatic scale sequence)
to create a prelude in each major and minor tonality. The preludes were perhaps not intended to be played as a
group, and may even have been used by him and later pianists as generic preludes to others of his pieces, or
even to music by other composers, as Kenneth Hamilton suggests: he has noted a recording by Ferruccio Busoni
of 1922, in which the Prelude Op. 28 No. 7 is followed by the Étude Op. 10 No. 5.

The two mature piano sonatas (No. 2, Op. 35, written in 1839 and No. 3, Op. 58, written in 1844) are both in four
movements. In Op. 35, Chopin was able to combine within a formal large musical structure many elements of his
virtuosic piano technique—”a kind of dialogue between the public pianism of the brilliant style and the German
sonata principle”. The last movement, a brief (75-bar) perpetuum mobile in which the hands play in unmodified
octave unison throughout, was found shocking and unmusical by contemporaries, including Schumann. The
Op. 58 sonata is closer to the German tradition, including many passages of complex counterpoint, “worthy of
Brahms” according to the music historians Kornel Michałowski and Jim Samson.

Chopin’s harmonic innovations may have arisen partly from his keyboard improvisation technique. Temperley
considers that in his works “novel harmonic effects frequently result from the combination of ordinary
appoggiaturas or passing notes with melodic figures of accompaniment”, and cadences are delayed by the use of
chords outside the home key (neapolitan sixths and diminished sevenths), or by sudden shifts to remote keys.
Chord progressions sometimes anticipate the shifting tonality of later composers such as Claude Debussy, as
does Chopin’s use of modal harmony.



Technique and performance style

Extract from Chopin Nocturne Op. 62 no. 1 (1846,
composer’s manuscript)

The same passage (1881 Schirmer edition). The examples show typical use by Chopin of trills, grace notes and
detailed pedalling and tempo instructions.

In 1841, Léon Escudier wrote of a recital given by Chopin that year, “One may say that Chopin is the creator of a
school of piano and a school of composition. In truth, nothing equals the lightness, the sweetness with which the
composer preludes on the piano; moreover nothing may be compared to his works full of originality, distinction
and grace.” Chopin refused to conform to a standard method of playing and believed that there was no set
technique for playing well. His style was based extensively on his use of very independent finger technique. In his
Projet de méthode he wrote: “Everything is a matter of knowing good fingering … we need no less to use the rest
of the hand, the wrist, the forearm and the upper arm.” He further stated: “One needs only to study a certain
position of the hand in relation to the keys to obtain with ease the most beautiful quality of sound, to know how to
play short notes and long notes, and [to attain] unlimited dexterity.” The consequences of this approach to
technique in Chopin’s music include the frequent use of the entire range of the keyboard, passages in double
octaves and other chord groupings, swiftly repeated notes, the use of grace notes, and the use of contrasting
rhythms (four against three, for example) between the hands.

Jonathan Bellman writes that modern concert performance style—set in the “conservatory” tradition of late 19th-
and 20th-century music schools, and suitable for large auditoria and/or recordings—militates against what is
known of Chopin’s more intimate performance technique. The composer himself said to a pupil that “concerts are
never real music, you have to give up the idea of hearing in them all the most beautiful things of
art.” Contemporary accounts indicate that in performance, Chopin avoided rigid procedures sometimes
incorrectly attributed to him, such as “always crescendo to a high note”, but that he was concerned with
expressive phrasing, rhythmic consistency and sensitive colouring. Berlioz wrote in 1853 that Chopin “has
created a kind of chromatic embroidery … whose effect is so strange and piquant as to be impossible to
describe … virtually nobody but Chopin himself can play this music and give it this unusual turn”. Hiller wrote that
“What in the hands of others was elegant embellishment, in his hands became a colourful wreath of flowers.”

Chopin’s music is frequently played with rubato, “the practice in performance of disregarding strict time, ‘robbing’
some note-values for expressive effect”. There are differing opinions as to how much, and what type, of rubato is
appropriate for his works. Charles Rosen comments that “most of the written-out indications of rubato in Chopin
are to be found in his mazurkas … It is probable that Chopin used the older form of rubato so important to
Mozart … [where] the melody note in the right hand is delayed until after the note in the bass … An allied form of
this rubato is the arpeggiation of the chords thereby delaying the melody note; according to Chopin’s pupil, Karol
Mikuli, Chopin was firmly opposed to this practice.”

Friederike Müller, a pupil of Chopin, wrote: “[His] playing was always noble and beautiful; his tones sang, whether
in full forte or softest piano. He took infinite pains to teach his pupils this legato, cantabile style of playing. His
most severe criticism was “He—or she—does not know how to join two notes together.” He also demanded the
strictest adherence to rhythm. He hated all lingering and dragging, misplaced rubatos, as well as exaggerated
ritardandos … and it is precisely in this respect that people make such terrible errors in playing his works.”
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The “Polish character” of Chopin’s work is unquestionable; not because he also wrote
polonaises and mazurkas … which forms … were often stuffed with alien ideological
and literary contents from the outside. … As an artist he looked for forms that stood
apart from the literary-dramatic character of music which was a feature of
Romanticism, as a Pole he reflected in his work the very essence of the tragic break in
the history of the people and instinctively aspired to give the deepest expression of his
nation … For he understood that he could invest his music with the most enduring and
truly Polish qualities only by liberating art from the confines of dramatic and historical
contents. This attitude toward the question of “national music” – an inspired solution to
his art – was the reason why Chopin’s works have come to be understood everywhere
outside of Poland … Therein lies the strange riddle of his eternal vigour.

Karol Szymanowski, 1923

Polish heritage

With his mazurkas and
polonaises, Chopin has been
credited with introducing to music
a new sense of nationalism.
Schumann, in his 1836 review of
the piano concertos, highlighted
the composer’s strong feelings
for his native Poland, writing that
“Now that the Poles are in deep
mourning [after the failure of the
November 1830 rising], their
appeal to us artists is even
stronger … [I]f the mighty
autocrat in the north [i.e.
Alexander I of Russia] could know that in Chopin’s works, in the simple strains of his mazurkas, there lurks a
dangerous enemy, he would place a ban on his music. Chopin’s works are cannon buried in flowers!” The
biography of Chopin published in 1863 under the name of Franz Liszt (but probably written by Carolyne zu Sayn-
Wittgenstein) claims that Chopin “must be ranked first among the first musicians … individualizing in themselves
the poetic sense of an entire nation.”

Some modern commentators have argued against exaggerating Chopin’s primacy as a “nationalist” or “patriotic”
composer. George Golos refers to earlier “nationalist” composers in Central Europe, including Poland’s Michał
Kleofas Ogiński and Franciszek Lessel, who utilised polonaise and mazurka forms. Barbara Milewski suggests
that Chopin’s experience of Polish music came more from “urbanised” Warsaw versions than from folk music, and
that attempts (by Jachimecki and others) to demonstrate genuine folk music in his works are without
basis. Richard Taruskin impugns Schumann’s attitude toward Chopin’s works as patronizing and comments that
Chopin “felt his Polish patriotism deeply and sincerely” but consciously modelled his works on the tradition of
Bach, Beethoven, Schubert and Field.

A reconciliation of these views is suggested by William Atwood: “Undoubtedly [Chopin’s] use of traditional musical
forms like the polonaise and mazurka roused nationalistic sentiments and a sense of cohesiveness amongst
those Poles scattered across Europe and the New World … While some sought solace in [them], others found
them a source of strength in their continuing struggle for freedom. Although Chopin’s music undoubtedly came to
him intuitively rather than through any conscious patriotic design, it served all the same to symbolize the will of the
Polish people …”

Reception and influence

Funerary monument on a pillar in Holy Cross Church, Warsaw, enclosing Chopin’s heart

Jones comments that “Chopin’s unique position as a composer, despite the fact that virtually everything he wrote
was for the piano, has rarely been questioned.” He also notes that Chopin was fortunate to arrive in Paris in
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1831—”the artistic environment, the publishers who were willing to print his music, the wealthy and aristocratic
who paid what Chopin asked for their lessons”—and these factors, as well as his musical genius, also fuelled his
contemporary and later reputation.While his illness and his love-affairs conform to some of the stereotypes of
romanticism, the rarity of his public recitals (as opposed to performances at fashionable Paris soirées), led Arthur
Hutchings to suggest that “his lack of Byronic flamboyance [and] his aristocratic reclusiveness make him
exceptional” among his romantic contemporaries, such as Liszt and Henri Herz.

Chopin’s qualities as a pianist and composer were recognized by many of his fellow musicians. Schumann named
a piece for him in his suite Carnaval, and Chopin later dedicated his Ballade No. 2 in F major to Schumann.
Elements of Chopin’s music can be traced in many of Liszt’s later works. Liszt later transcribed for piano six of
Chopin’s Polish songs. A less fraught friendship was with Alkan, with whom he discussed elements of folk music,
and who was deeply affected by Chopin’s death.

Two of Chopin’s long-standing pupils, Karol Mikuli (1821–1897) and Georges Mathias, were themselves piano
teachers and passed on details of his playing to their own students, some of whom (such as Raoul Koczalski)
were to make recordings of his music. Other pianists and composers influenced by Chopin’s style include Louis
Gottschalk, Édouard Wolff (1816–1880) and Pierre Zimmermann. Debussy dedicated his own 1915 piano Études
to the memory of Chopin; he frequently played Chopin’s music during his studies at the Paris Conservatoire, and
undertook the editing of Chopin’s piano music for the publisher Jacques Durand.

Chopin statue, Łazienki Park, Warsaw

Polish composers of the following generation included virtuosi such as Moritz Moszkowski, but, in the opinion of J.
Barrie Jones, his “one worthy successor” among his compatriots was Karol Szymanowski (1882–1937). Edvard
Grieg, Antonín Dvořák, Isaac Albéniz, Pyotr Ilyich Tchaikovsky and Sergei Rachmaninoff, among others, are
regarded by critics as having been influenced by Chopin’s use of national modes and idioms. In the 20th century,
composers who paid homage to (or in some cases parodied) the music of Chopin included George Crumb,
Bohuslav Martinů, Darius Milhaud and Igor Stravinsky.

Chopin’s music was used in the 1909 ballet Chopiniana, choreographed by Michel Fokine and orchestrated by
Alexander Glazunov. Sergei Diaghilev commissioned additional orchestrations—from Stravinsky, Anatoly Lyadov,
Sergei Taneyev and Nikolai Tcherepnin—for later productions, which used the title Les Sylphides.

Chopin’s music remains very popular and is regularly performed, recorded and broadcast worldwide. The world’s
oldest monographic music competition, the International Chopin Piano Competition, founded in 1927, is held
every five years in Warsaw. The Fryderyk Chopin Institute of Poland lists on its website over eighty societies
world-wide devoted to the composer and his music. The Institute site also lists nearly 1,500 performances of
Chopin works on YouTube as of January 2014.

Recordings

The British Library notes that “Chopin’s works have been recorded by all the great pianists of the recording era.”
The earliest recording was an 1895 performance by Paul Pabst of the Nocturne in E major Op. 62 No. 2. The
British Library site makes available a number of historic recordings, including some by Alfred Cortot, Ignaz
Friedman, Vladimir Horowitz, Benno Moiseiwitsch, Paderewski, Arthur Rubinstein, Xaver Scharwenka and many
others.

Numerous recordings of Chopin’s works are available. On the occasion of the composer’s bicentenary, the critics
of The New York Times recommended performances by the following contemporary pianists (among many

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120139/640px-Pomnik_Fryderyka_Chopina_w_%C5%81azienkach_1_of_1.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120139/640px-Pomnik_Fryderyka_Chopina_w_%C5%81azienkach_1_of_1.jpg
https://en.wikipedia.org/wiki/%C5%81azienki_Park


others): Martha Argerich, Vladimir Ashkenazy, Emanuel Ax, Evgeny Kissin, Murray Perahia, Maurizio Pollini and
Krystian Zimerman. The Warsaw Chopin Society organizes the Grand prix du disque de F. Chopin for notable
Chopin recordings, held every five years.

In literature, stage, film and television

Chopin’s grave at Père-Lachaise cemetery, Paris

Chopin has figured extensively in Polish literature, both in serious critical studies of his life and music and in
fictional treatments. The earliest manifestation was probably an 1830 sonnet on Chopin by Leon Ulrich. French
writers on Chopin (apart from Sand) have included Marcel Proust and André Gide; and he has also featured in
works of Gottfried Benn and Boris Pasternak. There are numerous biographies of Chopin in English. (See
“Bibliography” below for some of these.)

Possibly the first venture into fictional treatments of Chopin’s life was a fanciful operatic version of some of its
events. Chopin was written by Giacomo Orefice and produced in Milan in 1901. All the music is derived from that
of Chopin.

Chopin’s life and his relations with George Sand have been fictionalized in numerous films. The 1945 biographical
film A Song to Remember earned Cornel Wilde an Academy Award nomination as Best Actor for his portrayal of
the composer. Other film treatments have included: La valse de l’adieu (France, 1928) by Henry Roussel, with
Pierre Blanchar as Chopin; Impromptu (1991), starring Hugh Grant as Chopin; La note bleue (1991); and Chopin:
Desire for Love (2002).

Chopin’s life was covered in a BBC TV documentary Chopin – The Women Behind The Music (2010), and in a
2010 documentary realised by Angelo Bozzolini and Roberto Prosseda for Italian television.
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CHOPIN: POLONAISE IN A-FLAT MAJOR, OP. 53

Original autograph score, 1842.

The Polonaise in A-flat major, Op. 53Polonaise in A-flat major, Op. 53 (French: Polonaise héroïque, Heroic Polonaise) for solo piano, was written
by Frédéric Chopin in 1842. This composition is one of Chopin’s most admired compositions and has long been a
favorite of the classical piano repertoire. The piece, which is very difficult, requires exceptional piano skills and
great virtuosity to be interpreted at a high degree of proficiency. The polonaise was dedicated to Auguste Léo.

Origin of the Sobriquet ‘Heroic’

George Sand, Chopin’s longtime lover and companion, responded vigorously to the Revolutions of 1848 as did
many intellectuals of the day. When the 1848 Revolution began in France, women had no rights and Sand
believed these were necessary for progress. Around this time, Sand started her own newspaper which was
published in a workers’ co-operative. This allowed her to publish more political essays, expressing her strongly
felt convictions. In one of these, for example, she wrote, “I cannot believe in any republic that starts a revolution
by killing its own proletariat.” On hearing Chopin’s Polonaise in A-flat major, Op. 53, Sand was left with a deep
symbolic impression which she communicated to Chopin in their private correspondence. In one of their letters,
she wrote passionately, “L’inspiration! La force! La vigueur! Il est indéniable qu’un tel esprit doit être présent dans
la Révolution française. Désormais cette polonaise devrait être un symbole, un symbole héroïque!” (Translated:
“The inspiration! The strength! The vigour! There is no doubt that such a spirit must be present in the French
Revolution. From now on this polonaise should be a symbol, a symbol of heroicness!”). In spite of Chopin’s
reluctance to bestow descriptive names on his music, music scholars and concert pianists have nevertheless
associated the grand architecture of the music with this sobriquet, “Heroic.”
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Technical aspects

1843 publication

The polonaise features many difficult technical aspects, including:

• Fast ascending chromatic perfect fourths
• Rapid, difficult octave scaling
• Trills with the weaker fingers
• Quick scales
• Fast arpeggios
• Broken chords
• Chords with wide fingering
• Use of a wide range of the piano keyboard

Structure

The tempo of the piece is Alla polacca e maestoso (“like a polonaise and majestic”). The form may be viewed as
intermediate between ternary (A-B-A) and rondo (A-B-A-C-A), since the first interlude is much shorter than the
second (16 vs. 74 bars). The main theme is preceded by an introduction of about thirty seconds in length.

The piece features a grand introduction with fast ascending chromatic notes in both hands, setting the mood of
the piece, also; it shows the heroic side of Chopin’s art. The first theme is a dance-like theme and in the tonic key
of A-flat major. It is the familiar part of the piece and has the left hand moving in pounding octaves. The theme is
repeated up an octave with short trills that fill some of the auditory gaps in the theme. The first interlude presents
a series of chord progressions that lead into a recount of the traditional polonaise melody, with the polonaise
rhythm employed in the left-hand accompaniment. The main theme then repeats once more. The second, main
interlude (or trio section) opens with six loud arpeggio chords before switching to a very soft bass ostinato of
descending octaves first in the key of E major and then in E-flat major (written as D-sharp major). A march-like
melody follows the descending octaves and this occurs twice, and then a long lyrical interlude firstly with harmonic
chord progressions and frequent modulations. This ends in a descending passage before the main theme is
replayed. The theme is played louder and more dramatically and ends in a coda including material derived from
the main theme. A typical performance of the polonaise lasts seven minutes.
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Hear the MusicHear the Music

Polonaise No.6 in A-flat Major, Op. 53

Performed by Kristian Cvetkovic

Problems playing this file? See media help.

Polonaise No.6 in A-flat Major, Op. 53

Performed by Giorgi Latso

Problems playing this file? See media help.

The song Oliver Cromwell by Monty Python is sung to the first (“A”) section of the Heroic Polonaise.
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SCHUMANN: BIOGRAPHY

Robert Schumann in 1850

Robert SchumannRobert Schumann

Robert SchumannRobert Schumann (8 June 1810 – 29 July 1856) was a German composer and influential music critic. He is
widely regarded as one of the greatest composers of the Romantic era. Schumann left the study of law,
intending to pursue a career as a virtuoso pianist. He had been assured by his teacher Friedrich Wieck that he
could become the finest pianist in Europe, but a hand injury ended this dream. Schumann then focused his
musical energies on composing.

Schumann’s published compositions were written exclusively for the piano until 1840; he later composed
works for piano and orchestra; many Lieder (songs for voice and piano); four symphonies; an opera; and other
orchestral, choral, and chamber works. Works such as Kinderszenen, Album für die Jugend, Blumenstück,
Sonatas and Albumblätter are among his most famous. His writings about music appeared mostly in the Neue
Zeitschrift für Musik (New Journal for Music), a Leipzig-based publication which he jointly founded.

In 1840, against the wishes of her father, Schumann married Friedrich Wieck’s daughter Clara, following a
long and acrimonious legal battle, which found in favor of Clara and Robert. Clara also composed music and
had a considerable concert career as a pianist, the earnings from which formed a substantial part of her
father’s fortune.

Schumann suffered from a lifelong mental disorder, first manifesting itself in 1833 as a severe melancholic
depressive episode, which recurred several times alternating with phases of ‘exaltation’ and increasingly also
delusional ideas of being poisoned or threatened with metallic items. After a suicide attempt in 1854,
Schumann was admitted to a mental asylum, at his own request, in Endenich near Bonn. Diagnosed with
“psychotic melancholia”, Schumann died two years later in 1856 without having recovered from his mental
illness.
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Biography

Bust of Robert Schumann in the museum of Zwickau

Early life

House where Robert Schumann was born in 1810

Schumann was born in Zwickau, in the Kingdom of Saxony, the fifth and last child of Johanna Christiane (née
Schnabel) and August Schumann. Schumann began to compose before the age of seven, but his boyhood was
spent in the cultivation of literature as much as music – undoubtedly influenced by his father, a bookseller,
publisher, and novelist.

Schumann began receiving general musical and piano instruction at the age of seven from Johann Gottfried
Kuntzsch, a teacher at the Zwickau high school. The boy immediately developed a love of music and worked at
creating musical compositions himself, without the aid of Kuntzsch. Even though he often disregarded the
principles of musical composition, he created works regarded as admirable for his age. The Universal Journal of
Music 1850 supplement included a biographical sketch of Schumann that noted, “It has been related that
Schumann, as a child, possessed rare taste and talent for portraying feelings and characteristic traits in
melody,—ay, he could sketch the different dispositions of his intimate friends by certain figures and passages on
the piano so exactly and comically that everyone burst into loud laughter at the similitude of the portrait.” (W.J.
von Wasielewski 17–19)

At age 14, Schumann wrote an essay on the aesthetics of music and also contributed to a volume, edited by his
father, titled Portraits of Famous Men. While still at school in Zwickau, he read the works of the German poet-
philosophers Friedrich Schiller and Johann Wolfgang von Goethe, as well as Byron and the Greek tragedians. His
most powerful and permanent literary inspiration was Jean Paul Friedrich Richter, known simply as Jean Paul, a
German writer whose influence is seen in Schumann’s youthful novels Juniusabende, completed in 1826, and
Selene.
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Schumann’s interest in music was sparked by seeing a performance of Ignaz Moscheles playing at Karlsbad, and
he later developed an interest in the works of Ludwig van Beethoven, Franz Schubert and Felix Mendelssohn. His
father, who had encouraged the boy’s musical aspirations, died in 1826 when Schumann was 16. Neither his
mother nor his guardian thereafter encouraged a career in music. In 1828 Schumann left school, and after a tour
during which he met Heinrich Heine in Munich, he went to Leipzig to study law (to meet the terms of his
inheritance). In 1829 his law studies continued in Heidelberg, where he became a lifelong member of Corps Saxo-
Borussia Heidelberg.

Music room of Schumann

1830–34

During Eastertide 1830 he heard the Italian violinist, violist, guitarist, and composer Niccolò Paganini play in
Frankfurt. In July he wrote to his mother, “My whole life has been a struggle between Poetry and Prose, or call it
Music and Law.” By Christmas he was back in Leipzig, at age 20 taking piano lessons from his old master
Friederich Wieck, who assured him that he would be a successful concert pianist after a few years’ study with
him.

During his studies with Wieck, Schumann permanently injured his right hand. One suggested cause of this injury
is that he damaged his finger by the use of a mechanical device designed to strengthen the weakest fingers, a
device which held back one finger while he exercised the others. Another suggestion is that the injury was a side-
effect of syphilis medication. A more dramatic suggestion is that in an attempt to increase the independence of his
fourth finger, he may have undergone a surgical procedure to separate the tendons of the fourth finger from those
of the third. The cause of the injury is not known, but Schumann abandoned ideas of a concert career and
devoted himself instead to composition. To this end he began a study of music theory under Heinrich Dorn, a
German composer six years his senior and, at that time, conductor of the Leipzig Opera. About this time
Schumann considered composing an opera on the subject of Hamlet.

Papillons

The fusion of literary ideas with musical ones – known as program music – may be said to have first taken shape
in Papillons, Op. 2 (Butterflies), a musical portrayal of events in Jean Paul’s novel Die Flegeljahre. In a letter from
Leipzig dated April 1832, Schumann bids his brothers “read the last scene in Jean Paul’s Flegeljahre as soon as
possible, because the Papillons are intended as a musical representation of that masquerade.” This inspiration is
foreshadowed to some extent in his first written criticism, an 1831 essay on Frédéric Chopin’s variations on a
theme from Mozart’s Don Giovanni, published in the Allgemeine musikalische Zeitung. Here Chopin’s work is
discussed by imaginary characters created by Schumann himself: Florestan (the embodiment of Schumann’s
passionate, voluble side) and Eusebius (his dreamy, introspective side) – the counterparts of Vult and Walt in
Flegeljahre. A third, Meister Raro, is called upon for his opinion. Raro may represent either the composer himself,
Wieck’s daughter Clara, or the combination of the two (Clarara + RoRobert).
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A youthful Robert Schumann

In the winter of 1832, Schumann, 22 at the time, visited relatives in Zwickau and Schneeberg, where he
performed the first movement of his Symphony in G minor (without opus number, known as the “Zwickauer”). In
Zwickau, the music was performed at a concert given by Clara Wieck, who was then just 13 years old. On this
occasion Clara played bravura Variations by Henri Herz, a composer whom Schumann was already deriding as a
philistine. Schumann’s mother said to Clara, “You must marry my Robert one day.” Although the Symphony in G
minor was not published by Schumann during his lifetime, it has been played and recorded in recent times.

The 1833 deaths of Schumann’s brother Julius and his sister-in-law Rosalie in the worldwide cholera pandemic
brought on a severe depressive episode. The composer made his first apparent attempt at suicide.

Die neue Zeitschrift für Musik

By spring 1834, Schumann had sufficiently recovered to inaugurate Die Neue Zeitschrift für Musik (“New Journal
for Music”), first published on 3 April 1834. Schumann published most of his critical writings in the journal, and
often lambasted the popular taste for flashy technical displays from figures whom Schumann perceived as inferior
composers. Schumann campaigned to revive interest in major composers of the past, including Mozart,
Beethoven and Weber, while he also promoted the work of some contemporary composers, including Chopin
(about whom Schumann famously wrote, “Hats off, Gentlemen! A genius!”) and Hector Berlioz, whom he praised
for creating music of substance. On the other hand, Schumann disparaged the school of Franz Liszt and Richard
Wagner. Among Schumann’s associates at this time were composers Norbert Burgmüller and Ludwig Schuncke
(to whom Schumann’s Toccata in C is dedicated).

Schumann’s editorial duties during the summer of 1834 were interrupted by his relations with 16-year-old
Ernestine von Fricken – the adopted daughter of a rich Bohemian-born noble – to whom he became engaged.
Having learned in August 1835 that Ernestine von Fricken was born illegitimate, which meant that she would have
no dowry, and fearful that her limited means would force him to earn his living like a “day-labourer”, Schumann
made a complete break with her toward the end of the year, due to his growing attraction to 15-year-old Clara
Wieck. They made mutual declarations of love in December in Zwickau, where Clara appeared in concert. His
budding romance with Clara was soon brought to an end when her father learned of their trysts during the
Christmas holidays; he summarily forbade them further meetings and ordered all correspondence between them
burnt.
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Carnaval

Robert Schumann, lithograph by Josef Kriehuber, in 1839.

Carnaval, Op. 9 (1834) is one of Schumann’s most characteristic piano works. Schumann begins nearly every
section of Carnaval with a musical cryptogram, the musical notes signified in German by the letters that spell
Asch (A, E-flat, C, and B, or alternatively A-flat, C, and B; in German these are A, Es, C and H, and As, C and H
respectively), the Bohemian town in which Ernestine was born, and the notes are also the musical letters in
Schumann’s own name. Eusebius and Florestan, the imaginary figures appearing so often in his critical writings,
also appear, alongside brilliant imitations of Chopin and Paganini. The work comes to a close with a march of the
Davidsbündler – the league of King David’s men against the Philistines – in which may be heard the clear accents
of truth in contest with the dull clamour of falsehood embodied in a quotation from the seventeenth century
Grandfather’s Dance. The march, a step nearly always in duple meter, is here in 3/4 time (triple meter). The work
ends in joy and a degree of mock-triumph. In Carnaval, Schumann went further than in Papillons, by conceiving
the story as well as the musical representation (and also displaying a maturation of compositional resource).

1835–39

On 3 October 1835, Schumann met Felix Mendelssohn at Wieck’s house in Leipzig, and his enthusiastic
appreciation of that artist was shown with the same generous freedom that distinguished his acknowledgement of
Chopin’s greatness and most of his other colleagues, and which later prompted him to publicly pronounce the
then-unknown Johannes Brahms a genius.

Clara Wieck in 1838
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Despite the opposition of Clara’s father, she and Robert continued a clandestine relationship which matured into a
full-blown romance. In 1837, he asked her father’s consent to their marriage, but was refused. Wieck ridiculed his
daughter’s wish to “throw herself away on a penniless composer.”

In the series of piano pieces Fantasiestücke, Op. 12, Schumann expresses the fusion of literary and musical
ideas as embodied conceptions in such pieces as “Warum” and “In der Nacht”. After he had written the latter of
these two, he detected in the music the fanciful suggestion of a series of episodes from the myth of Hero and
Leander. The collection begins, in “Des Abends”, with a notable example of Schumann’s predilection for rhythmic
ambiguity, as unrelieved syncopation plays heavily against the time signature, (leading to a feeling of 3/8 in a
movement marked 2/8) somewhat analogous to that of the first movement of Faschingsschwank aus Wien. After
a fable – and the appropriately titled “Dream’s Confusion” – the collection ends on an introspective note in the
manner of Eusebius.

In 1837 Schumann published his Symphonic Studies, a complex set of étude-like variations written in 1834–1835,
which demanded a finished piano technique. These variations were based on a theme by the adoptive father of
Ernestine von Fricken. The work – described as “one of the peaks of the piano literature, lofty in conception and
faultless in workmanship” [Hutcheson] – was dedicated to the young English composer William Sterndale
Bennett, for whom Schumann had had a high regard when they worked together in Leipzig.

The Davidsbündlertänze, Op.6, (also published in 1837 despite the low opus number) literally “Dances of the
League of David”, is an embodiment of the struggle between enlightened Romanticism and musical philistinism.
Schumann credited the two sides of his character with the composition of the work (the more passionate numbers
are signed F. (Florestan) and the more dreamy signed E. (Eusebius)). The work begins with the ‘motto of C.W.’
(Clara Wieck) denoting her support for the ideals of the Davidsbund. The Bund was a work of Schumann’s
imagination, members of which were kindred spirits (as he saw them) such as Chopin, Paganini and Clara, as
well as the personalized Florestan and Eusebius.

Kinderszenen, Op. 15, completed in 1838 and a favourite of Schumann’s piano works, depicts the innocence and
playfulness of childhood. The “Träumerei” in F major, No. 7 of the set, is one of the most famous piano pieces
ever written, which has been performed in myriad forms and transcriptions. It has been the favourite encore of
several great pianists, including Vladimir Horowitz. Melodic and deceptively simple, the piece has been described
as “complex” in its harmonic structure.

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Kreisleriana, Op. 16 (1838), considered one of Schumann’s greatest works, carried his fantasy and emotional
range deeper. Johannes Kreisler was the fictional poet created by poet E. T. A. Hoffmann, and characterized
as a “romantic brought into contact with reality”. Schumann used the figure to express emotional states in
music that is “fantastic and mad.” According to Hutcheson (“The Literature of the Piano”), this work is “among
the finest efforts of Schumann’s genius. He never surpassed the searching beauty of the slow movements
(Nos. 2, 4, 6) or the urgent passion of others (Nos. 1, 3, 5, 7)…To appreciate it a high level of aesthetic
intelligence is required…This is no facile music, there is severity alike in its beauty and its passion.”
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The Fantasie in C, Op. 17, composed in the summer of 1836, is a work of passion and deep pathos, imbued
with the spirit of the late Beethoven. Schumann intended to use proceeds from sales of the work toward the
construction of a monument to Beethoven (who had died in 1827). The first movement of the Fantasie
contains a musical quote from Beethoven’s song cycle, An die ferne Geliebte, Op. 98 (at the Adagio coda,
taken from the last song of the cycle). The original titles of the movements were to be “Ruins”, “Triumphal
Arch” and “The Starry Crown”. According to Franz Liszt, who played the work for Schumann and to whom it
was dedicated, the Fantasie was apt to be played too heavily, and should have a dreamier (träumerisch)
character than vigorous German pianists tended to impart. Liszt also said: “It is a noble work, worthy of
Beethoven, whose career, by the way, it is supposed to represent”. Again, according to Hutcheson: “No



words can describe the Phantasie, no quotations set forth the majesty of its genius. It must suffice to say that
it is Schumann’s greatest work in large form for piano solo”.

After a visit to Vienna, during which he discovered Franz Schubert’s previously unknown Symphony No. 9 in
C, in 1839 Schumann wrote the Faschingsschwank aus Wien (Carnival Prank from Vienna). Most of the joke
is in the central section of the first movement, in which a thinly veiled reference is made to “La Marseillaise”
(the song had been banned in Vienna due to harsh memories of Napoleon’s invasion). The festive mood does
not preclude moments of melancholic introspection in the Intermezzo.

After a long and acrimonious legal battle with her father, Schumann married Clara Wieck on 12 September
1840, at Schönefeld, the day before her 21st birthday. Had they waited another day, they would no longer
have required her father’s consent. Their marriage proved a remarkable business partnership, with Clara
acting as an inspiration, critic, and confidant to her husband. Despite her delicate appearance, she was an
extremely strong-willed and energetic woman, who kept up a demanding schedule of concert tours in between
bearing multiple children. Two years after they married, Friedrich Wieck at last reconciled himself with the
couple, eager to see his grandchildren.

1840–49

In the years 1832–1839, Schumann had written almost exclusively for the piano, but in 1840 alone he wrote
168 songs. Indeed 1840 (referred to as the Liederjahr or year of song) is highly significant in Schumann’s
musical legacy despite his earlier deriding of works for piano and voice as inferior.

Prior to the legal case and subsequent marriage, the lovers exchanged love letters and rendezvoused in
secret. Robert would often wait in a cafe for hours in a nearby city just to see Clara for a few minutes after one
of her concerts. The strain of this long courtship (they finally married in 1840), and of its consummation, led to
this great outpouring of Lieder (vocal songs with piano accompaniment). This is evident in “Widmung”, for
example, where he uses the melody from Schubert’s “Ave Maria” in the postlude—in homage to Clara.
Schumann’s biographers have attributed the sweetness, the doubt and the despair of these songs to the
varying emotions aroused by his love for Clara and the uncertainties of their future together.

Robert and Clara had eight children, Emil (1846–1847), who died at 1 year; Marie (1841–1929); Elise
(1843–1928); Julie (1845–1872); Ludwig (1848–1899); Ferdinand (1849–1891); Eugenie (1851–1938); and
Felix (1854–1879).

Profiles of Clara and Robert Schumann

His chief song-cycles of this period were his settings of the Liederkreis of Joseph von Eichendorff, Op. 39
(depicting a series of moods relating to or inspired by nature); the Frauenliebe und -leben of Chamisso, Op.
42 (relating the tale of a woman’s marriage, childbirth and widowhood); the Dichterliebe of Heine, Op. 48
(depicting a lover rejected, but coming to terms with his painful loss through renunciation and forgiveness);
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and Myrthen, a collection of songs, including poems by Goethe, Rückert, Heine, Byron, Burns and Moore. The
songs Belsatzar, Op. 57 and Die beiden Grenadiere, Op. 49, both to Heine’s words, show Schumann at his
best as a ballad writer, although the dramatic ballad is less congenial to him than the introspective lyric. The
Opp. 35, 40 and 98a sets (words by Justinus Kerner, Chamisso and Goethe respectively), although less well
known, also contain songs of lyric and dramatic quality.

Franz Grillparzer said, “He has made himself a new ideal world in which he moves almost as he wills.”

Despite his achievements, Schumann received few tokens of honour; he was awarded a doctoral degree by
the University of Jena in 1840, and in 1843 a professorship in the Conservatory of Music, which Felix
Mendelssohn had founded in Leipzig that same year. On one occasion, accompanying his wife on a concert
tour in Russia, Schumann was asked whether “he too was a musician”. He often harbored considerable
resentment over Clara’s success as a pianist, which exceeded his own reputation as a composer. (Schumann
had had dreams of being a concert pianist himself, but his playing abilities were never as good as his wife’s,
possibly due to muscle damage in his hands as discussed above).
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In 1841 he wrote two of his four symphonies, No. 1 in B flat, Op. 38, “Spring” and No. 4 in D minor (the latter,
a pioneering essay in ‘cyclic form’, was performed that year but published only much later after revision and
extensive reorchestration as Op. 120). He devoted 1842 to composing chamber music, including the Piano
Quintet in E flat, Op. 44, now one of his best known and most admired works; the Piano Quartet and three
string quartets. In 1843 he wrote Paradise and the Peri, his first essay at concerted vocal music, an oratorio
style work based on Lalla-Rookh by Thomas Moore. After this, his compositions were not confined to any one
form during any particular period.

The stage in his life when he was deeply engaged in setting Goethe’s Faust to music (1844–53) was a critical
one for his health. He spent the first half of 1844 with Clara on tour in Russia. On returning to Germany, he
abandoned his editorial work and left Leipzig for Dresden, where he suffered from persistent “nervous
prostration”. As soon as he began to work, he was seized with fits of shivering and an apprehension of death,
experiencing an abhorrence of high places, all metal instruments (even keys), and drugs. Schumann’s diaries
also state that he suffered perpetually from imagining that he had the note A5 sounding in his ears.

His state of unease and neurasthenia is reflected in his Symphony in C, numbered second, but third in order
of composition, in which the composer explores states of exhaustion, obsession and depression, culminating
in Beethovenian spiritual triumph. Also published in 1845 was his Piano Concerto in A minor, Op. 54, originally
conceived and performed as a one-movement Fantasy for Piano and Orchestra in 1841. It is one of the most
popular and oft-recorded of all piano concertos; pace Hutcheson “Schumann achieved a masterly work and
we inherited the finest piano concerto since Mozart and Beethoven”.

In 1846, he felt he had recovered. In the winter, the Schumanns revisited Vienna, traveling to Prague and
Berlin in the spring of 1847 and in the summer to Zwickau, where he was received with enthusiasm. This
pleased him, since at that time he was famous in only Dresden and Leipzig.

His only opera, Genoveva, Op. 81, was written in 1848. In it, Schumann attempted to abolish recitative, which
he regarded as an interruption to the musical flow (an influence on Richard Wagner; Schumann’s consistently
flowing melody can be seen as a forerunner to Wagner’s Melos). The subject of Genoveva—based on Ludwig
Tieck and Christian Friedrich Hebbel—was not an ideal choice. The text is often considered to lack dramatic
qualities; the work has not remained in the repertoire. As early as 1842 the possibilities of German opera had
been keenly realized by Schumann, who wrote, “Do you know my prayer as an artist, night and morning? It is
called ‘German Opera.’ Here is a real field for enterprise … something simple, profound, German”. And in his
notebook of suggestions for the text of operas are found amongst others: Nibelungen, Lohengrin and Till
Eulenspiegel.



The music to Byron’s Manfred was written in 1849, the overture of which is one of Schumann’s most
frequently performed orchestral works. The insurrection of Dresden caused Schumann to move to Kreischa, a
little village a few miles outside the city. In August 1849, on the occasion of the centenary of Goethe’s birth,
such scenes of Schumann’s Scenes from Goethe’s Faust as were already completed were performed in
Dresden, Leipzig and Weimar. Liszt gave him assistance and encouragement. The rest of the work was
written later in 1849, and the overture (which Schumann described as “one of the sturdiest of [his] creations”)
in 1853.

After 1850

From 1850 to 1854, Schumann composed in a wide variety of genres. Critics have disputed the quality of his
work at this time; a widely held view has been that his music showed signs of mental breakdown and creative
decay. More recently, critics have suggested that the changes in style may be explained by “lucid
experimentation”.

In 1850, Schumann succeeded Ferdinand Hiller as musical director at Düsseldorf, but he was a poor
conductor and quickly aroused the opposition of the musicians. According to Harold C. Schonberg (The Great
Conductors) “The great composer was impossible on the platform … There is something heartrending about
poor Schumann’s epochal inefficiency as a conductor.” His contract was eventually terminated. From 1851 to
1853 he visited Switzerland, Belgium and Leipzig. In 1851 he completed his Symphony No. 3, “Rhenish” (a
work containing five movements and whose 4th movement is apparently intended to represent an episcopal
coronation ceremony). He revised what would be published as his fourth symphony.

On 30 September 1853, the 20-year-old composer Johannes Brahms arrived unannounced on the door of the
Schumanns carrying a letter of introduction from violinist Joseph Joachim. (Schumann was not at home, and
would not meet Brahms until the next day.) Brahms amazed Clara and Robert with his music, stayed with
them for several weeks, and became a close family friend. (He later worked closely with Clara to popularize
Schumann’s compositions during her long widowhood.)

During this time Schumann, Brahms and Schumann’s pupil Albert Dietrich collaborated on the composition of
the F-A-E Sonata for Joachim; Schumann also published an article, “Neue Bahnen” (“New Paths”) in the Neue
Zeitschrift (his first article in many years), hailing the unknown young Brahms from Hamburg, a man who had
published nothing, as “the Chosen One” who “was destined to give ideal expression to the times.” It was an
extraordinary way to present Brahms to the musical world, setting up great expectations which he did not fulfill
for many years. In January 1854, Schumann went to Hanover, where he heard a performance of his Paradise
and the Peri organized by Joachim and Brahms. Two years later at Schumann’s request, the work received its
first English performance conducted by William Sterndale Bennett.

Grave of Robert and Clara Schumann at Bonn
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Schumann returned to Düsseldorf and began to edit his complete works and make an anthology on the
subject of music. He suffered a renewal of the symptoms that had threatened him earlier. Besides the single
note sounding in his ear (possibly evidence of tinnitus, he imagined that voices sounded in his ear and he
heard angelic music. One night he suddenly left his bed, having dreamt or imagined that a ghost (purportedly
the spirit of either Schubert or Mendelssohn) had dictated a “spirit theme” to him. The theme was one he had
used several times before: in his Second String Quartet, again in his Lieder-Album für die Jugend, and finally
in the slow movement of his Violin Concerto. In the days leading up to his suicide attempt, Schumann wrote
five variations on this theme for the piano, his last published work, today known as the Geistervariationen
(Ghost Variations). Brahms published it in a supplementary volume to the complete edition of Schumann’s
piano music. In 1861 Brahms published his Variations for Piano Four Hands, Op. 23, based on this theme.

Robert Schumann monument at his birthplace Zwickau, Germany

In late February 1854, Schumann’s symptoms increased, the angelic visions sometimes being replaced by
demonic visions. He warned Clara that he feared he might do her harm. On 27 February 1854, he attempted
suicide by throwing himself from a bridge into the Rhine River. Rescued by boatmen and taken home, he
asked to be taken to an asylum for the insane. He entered Dr. Franz Richarz’s sanatorium in Endenich, a
quarter of Bonn, and remained there until he died on 29 July 1856 at the age of 46. During his confinement,
he was not allowed to see Clara. She finally visited him two days before his death. He appeared to recognize
her, but was unable to speak.

Given his reported symptoms, one modern view is that his death was a result of syphilis, which he may have
contracted during his student days, and which would have remained latent during most of his
marriage. According to studies by the musicologist and literary scholar Eric Sams, Schumann’s symptoms
during his terminal illness and death appear consistent with those of mercury poisoning, mercury at this time
being a common treatment for syphilis and other conditions. Another possibility is that his neurological
problems were the result of an intracranial mass. A report by Janisch and Nauhaus on Schumann’s autopsy
indicates that he had a “gelatinous” tumor at the base of the brain; it may have represented a colloid cyst, a
craniopharyngioma, a chordoma, or a chordoid meningioma. In particular, meningiomas are known to
produce musical auditory hallucinations, such as Schumann reported. Still other sources surmise that
Schumann had bipolar disorder, citing his mood swings and changes in productivity.

From the time of her husband’s death, Clara devoted herself to the performance and interpretation of his
works. In 1856, she first visited England, but the critics received Schumann’s music coolly. Critics such as
Henry Fothergill Chorley were particularly harsh in their disapproval. She returned to London in 1865 and
made regular appearances there in later years. She became the authoritative editor of her husband’s works
for Breitkopf & Härtel. It was rumoured that she and Brahms destroyed many of Schumann’s later works,
which they thought to be tainted by his madness. However, only the Five Pieces for Cello and Piano are
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known to have been destroyed. Most of Schumann’s late works, particularly the Violin Concerto, the Fantasy
for Violin and Orchestra and the Violin Sonata No. 3, all from 1853, have entered the repertoire.

Legacy

Birthplace of Robert Schumann in
Zwickau in 2005

The East Germany 1956
Schumann/Schubert error:
Schubert’s music is on the
top stamp, and Schumann’s
on the bottom

1960 Russian Post stamp marking the 150th anniversary of Schumann’s birth.

Schumann had considerable influence in the nineteenth century and beyond, despite his adoption of more
conservative modes of composition after his marriage. He left an array of acclaimed music in virtually all the
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Life and worksLife and works

forms then known. Partly through his protégé Brahms, Schumann’s ideals and musical vocabulary became
widely disseminated. Composer Sir Edward Elgar called Schumann “my ideal.”

Schumann has not often been confused with Austrian composer Franz Schubert, but one well-known example
occurred in 1956, when East Germany issued a pair of postage stamps featuring Schumann’s picture against
an open score that featured Schubert’s music. The stamps were soon replaced by a pair featuring music
written by Schumann.

Compositions

• List of compositions by Robert Schumann
• Category:Compositions by Robert Schumann

Fictional portrayals

• Song of Love (1947) is an MGM film starring Paul Henreid as Schumann, Katharine Hepburn as
Clara Wieck, Robert Walker as Johannes Brahms, and Henry Daniell as Franz Liszt.

• Peter Schamoni’s 1983 movie Frühlingssinfonie (Spring Symphony) tells the story of Robert and
Clara’s romance, against her father’s opposition. Robert was played by Herbert Grönemeyer, Clara
by Nastassja Kinski, and Clara’s father by Rolf Hoppe. The role of Niccolò Paganini was played by
the violinist Gidon Kremer. The score was written by Grönemeyer and conducted by Wolfgang
Sawallisch.

• The Andrew Crumey novel Mobius Dick has a chapter depicting Schumann at Endenich.
• Seinfeld Robert Schumann is mentioned in a 1991 episode of Seinfeld The Jacket.
• Geliebte Clara (“Beloved Clara”) was a 2008 Franco-German-Hungarian film about the lives of Clara

and Robert.
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SCHUMANN: KINDERSZENEN

First edition title page

Scenes from ChildhoodScenes from Childhood

Kinderszenen (German pronunciation: [ˈkɪndɐˌst͡seːnən]; original spelling Kinderscenen, “Scenes from
Childhood”), Opus 15, by Robert Schumann, is a set of thirteen pieces of music for piano written in 1838. In
this work, Schumann provides us with his adult reminiscences of childhood. Schumann had originally written
30 movements for this work, but chose 13 for the final version. Robert Polansky has discussed the unused
movements.

Nr. 7, Träumerei, is one of Schumann’s best known pieces; it was the title of a 1944 German biographical film
on Robert Schumann. Träumerei is also the opening and closing musical theme in the 1947 Hollywood film
Song of Love, starring Katharine Hepburn as Clara Wieck Schumann.

Schumann had originally labeled this work Leichte Stücke (Easy Pieces). Likewise, the section titles were only
added after the completion of the music, and Schumann described the titles as “nothing more than delicate
hints for execution and interpretation”. Timothy Taylor has discussed Schumann’s choice of titles for this work
in the context of the changing situation of music in 19th century culture and economics.

In 1974, Eric Sams noted that there was no known complete manuscript of Kinderszenen.

Movements

Movements

TitleTitle KeyKey PlayPlay

1. Von fremden Ländern und Menschen
Of Foreign Lands and Peoples

G major
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2. Kuriose Geschichte
A Curious Story

D major

3. Hasche-Mann
Blind Man’s Bluff

B minor

4. Bittendes Kind
Pleading Child

D major

5. Glückes genug
Happy Enough

D major

6. Wichtige Begebenheit
An Important Event

A major

7. Träumerei
Dreaming

F major

8. Am Kamin
At the Fireside

F major
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9. Ritter vom Steckenpferd
Knight of the Hobbyhorse

C major

10. Fast zu ernst
Almost Too Serious

G-sharp minor

11. Fürchtenmachen
Frightening

E minor

12. Kind im Einschlummern
Child Falling Asleep

E minor

13. Der Dichter spricht
The Poet Speaks

G major

External links

• Kinderszenen: Free scores at the International Music Score Library Project
• Träumerei from ‘Scenes from Childhood’ Opus 15 by Schumann for flute and piano – download free from

howtoplaytheflute.net
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BRAHMS: BIOGRAPHY

Johannes Brahms

Johannes BrahmsJohannes Brahms

Johannes BrahmsJohannes Brahms (German: [joˈhanəs ˈbʁaːms]; 7 May 1833 – 3 April 1897) was a German composer and
pianist.

Born in Hamburg into a Lutheran family, Brahms spent much of his professional life in Vienna, Austria. In his
lifetime, Brahms’s popularity and influence were considerable; following a comment by the nineteenth-century
conductor Hans von Bülow, he is sometimes grouped with Johann Sebastian Bach and Ludwig van
Beethoven as one of the “Three Bs”.

Brahms composed for piano, chamber ensembles, symphony orchestra, and for voice and chorus. A virtuoso
pianist, he premiered many of his own works; he worked with some of the leading performers of his time,
including the pianist Clara Schumann and the violinist Joseph Joachim. Many of his works have become
staples of the modern concert repertoire. Brahms, an uncompromising perfectionist, destroyed some of his
works and left others unpublished.

Brahms is often considered both a traditionalist and an innovator. His music is firmly rooted in the structures
and compositional techniques of the Baroque and Classical masters. He was a master of counterpoint, the
complex and highly disciplined art for which Johann Sebastian Bach is famous, and of development, a
compositional ethos pioneered by Joseph Haydn, Wolfgang Amadeus Mozart, Ludwig van Beethoven, and
other composers. Brahms aimed to honour the “purity” of these venerable “German” structures and advance
them into a Romantic idiom, in the process creating bold new approaches to harmony and melody. While
many contemporaries found his music too academic, his contribution and craftsmanship have been admired
by subsequent figures as diverse as Arnold Schoenberg and Edward Elgar. The diligent, highly constructed
nature of Brahms’s works was a starting point and an inspiration for a generation of composers.
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Life

Early years

Brahms’s father, Johann Jakob Brahms (1806–72), came to Hamburg from Dithmarschen, seeking a career as a
town musician. He was proficient in several instruments, but found employment mostly playing the horn and
double bass. In 1830, he married Johanna Henrika Christiane Nissen (1789–1865), a seamstress never
previously married, who was seventeen years older than he was. Johannes Brahms had an older sister and a
younger brother. Initially, they lived near the city docks, in the Gängeviertel quarter of Hamburg, for six months,
before moving to a small house on the Dammtorwall, a small city in the Inner Alster.

Photograph from 1891 of the building in Hamburg where Brahms was born. Brahms’s family occupied part of the
first floor (second floor to Americans), behind the two double windows on the left hand side. The building was
destroyed by bombing in 1943.

Johann Jakob gave his son his first musical training. He studied piano from the age of seven with Otto Friedrich
Willibald Cossel. Owing to the family’s poverty, the adolescent Brahms had to contribute to the family’s income by
playing the piano in dance halls. Early biographers found this shocking and played down this portion of his life.
Some modern writers have suggested that this early experience warped Brahms’s later relations with women, but
Brahms scholars Styra Avins and Kurt Hoffmann have questioned the possibility. Jan Swafford has contributed to
the discussion.

For a time, Brahms also learned the cello. After his early piano lessons with Otto Cossel, Brahms studied piano
with Eduard Marxsen, who had studied in Vienna with Ignaz von Seyfried (a pupil of Mozart) and Carl Maria von
Bocklet (a close friend of Schubert). The young Brahms gave a few public concerts in Hamburg, but did not
become well known as a pianist until he made a concert tour at the age of nineteen. (In later life, he frequently
took part in the performance of his own works, whether as soloist, accompanist, or participant in chamber music.)
He conducted choirs from his early teens, and became a proficient choral and orchestral conductor.
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Meeting Joachim and Liszt

Brahms in 1853

He began to compose quite early in life, but later destroyed most copies of his first works; for instance, Louise
Japha, a fellow-pupil of Marxsen, reported a piano sonata, that Brahms had played or improvised at the age of 11,
had been destroyed. His compositions did not receive public acclaim until he went on a concert tour as
accompanist to the Hungarian violinist Eduard Reményi in April and May 1853. On this tour he met Joseph
Joachim at Hanover, and went on to the Court of Weimar where he met Franz Liszt, Peter Cornelius, and
Joachim Raff. According to several witnesses of Brahms’s meeting with Liszt (at which Liszt performed Brahms’s
Scherzo, Op. 4, at sight), Reményi was offended by Brahms’s failure to praise Liszt’s Sonata in B minor
wholeheartedly (Brahms supposedly fell asleep during a performance of the recently composed work), and they
parted company shortly afterwards. Brahms later excused himself, saying that he could not help it, having been
exhausted by his travels.

Brahms and the Schumanns

Joachim had given Brahms a letter of introduction to Robert Schumann, and after a walking tour in the Rhineland,
Brahms took the train to Düsseldorf, and was welcomed into the Schumann family on arrival there. Schumann,
amazed by the 20-year-old’s talent, published an article entitled “Neue Bahnen” (New Paths) in the 28 October
1853 issue of the journal Neue Zeitschrift für Musik alerting the public to the young man, who, he claimed, was
“destined to give ideal expression to the times.” This pronouncement was received with some scepticism outside
of Schumann’s immediate circle, and may have increased Brahms’s naturally self-critical need to perfect his
works and technique. While he was in Düsseldorf, Brahms participated with Schumann and Albert Dietrich in
writing a sonata for Joachim; this is known as the “F–A–E Sonata – Free but Lonely” (German: Frei aber einsam).

Schumann’s wife, the composer and pianist Clara, joined Robert in admiring Brahms and encouraging him in his
career. After Schumann’s attempted suicide and subsequent confinement in a mental sanatorium near Bonn in
February 1854, Clara was “in despair,” expecting the Schumanns’ eighth child. Brahms hurried to Düsseldorf to
help the family. He lived above the Schumann apartment in a three-story house and helped in the household,
setting his musical career aside temporarily. Clara was not allowed to visit Robert until two days before his death.
Brahms was able to visit him several times and so could act as a go-between.

Brahms and Clara Schumann had a very close and lifelong but unusual relationship. They had great affection but
also respect for one another. Brahms urged in 1887 that all his and Clara’s letters to each other should be
destroyed. It has been suggested that this may point to something beyond a desire for privacy. Actually Clara
kept quite a number of letters Brahms had sent her, and at the urging of her daughter Marie, refrained from
destroying many of the letters Brahms had returned. Eventually correspondence between Clara and Brahms was
published. Some of Brahms’s earliest letters to Clara show him deeply in love with her. Clara’s preserved letters
to Brahms, except for one, begin much later, in 1858. Hans Gál cautions that the preserved correspondence may
have “passed through Clara’s censorship.”
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Brahms felt a strong conflict between love of Clara and respect for her and Robert, leading him to allude at one
point to suicidal thoughts. Not long after Robert died, Brahms decided he had to break away from the Schumann
household. He took leave rather brusquely, leaving Clara feeling hurt. But Brahms and Clara kept up
correspondence. Brahms joined Clara and some of her children for some summer sojourns. In 1862, Clara bought
a house in Lichtental, then adjoining, since 1909 included in Baden-Baden, and lived there with her remaining
family from 1863 to 1873. Brahms from 1865 to 1874 spent some time summers living in an apartment nearby in
a house which is now a museum, the “Brahmshaus” (Brahms house). Brahms appears in later years as a rather
avuncular figure in Eugenie Schumann’s account. Clara and Brahms took a concert tour together, in November-
December 1868 in Vienna, then in early 1869 to England, then Holland; the tour ended in April 1869. After Clara
moved from Lichtental to Berlin in 1873, the two saw each other less often, as Brahms had his home in Vienna
since 1863.

Clara was 14 years older than Brahms. In a letter to her 24 May 1856, two years after meeting her, during much
of which Brahms lived in the Schumanns’ home, Brahms wrote that he continued to call her the German polite
form “Sie” of “you” and hesitated to use the familiar form “Du.” Evidently Clara wrote to him welcoming him to use
“Du” (her letter is not preserved) and he replied on 31 May:

“I wish I could write to you as tenderly as I love you, and do as many good things for you, as you would like. You
are so infinitely dear to me that I can hardly express it. I should like to call you darling and lots of other names,
without ever getting enough of adoring you.”

The rest of that letter, and most later preserved letters, are about music and musical people, updating one
another about their travels and experiences. Brahms much valued Clara’s opinions as a composer. “There was no
composition by Brahms that was not shown to Clara the moment it was in shape to be communicated. She
remained his faithfully devoted adviser—a relation to be reversed in later years.” In a letter to Joachim in 1859,
three years after Robert’s death, Brahms wrote about Clara:

“I believe that I do not respect and admire her so much as I love her and am under her spell. Often I must forcibly
restrain myself from just quietly putting my arms around her and even—I don’t know, it seems so natural that she
would not take it ill.”

Brahms never married, despite strong feelings for several women and despite entering into an engagement, soon
broken off, with Agathe von Siebold in Göttingen in 1859. It seems that Brahms was rather indiscreet about the
relationship while it lasted, which troubled his friends. After breaking off the engagement, Brahms wrote to
Agathe: ‘I love you! I must see you again, but I am incapable of bearing fetters. Please write me whether I may
come again to clasp you in my arms, to kiss you, and tell you that I love you.’ But they never saw one another
again.

Detmold and Hamburg

After Robert Schumann’s death at the sanatorium in 1856, Brahms divided his time between Hamburg, where he
formed and conducted a ladies’ choir, and Detmold in the Principality of Lippe, where he was court music-teacher
and conductor. He was the soloist at the premiere of his Piano Concerto No. 1 in 1859. He first visited Vienna in
1862, staying there over the winter, and, in 1863, was appointed conductor of the Vienna Singakademie. Though
he resigned the position the following year, and entertained the idea of taking up conducting posts elsewhere, he
based himself increasingly in Vienna and soon made his home there. From 1872 to 1875, he was director of the
concerts of the Vienna Gesellschaft der Musikfreunde; afterwards, he accepted no formal position. He declined an
honorary doctorate of music from University of Cambridge in 1877, but accepted one from the University of
Breslau in 1879, and composed the Academic Festival Overture as a gesture of appreciation.

He had been composing steadily throughout the 1850s and 60s, but his music had evoked divided critical
responses, and the Piano Concerto No. 1 had been badly received in some of its early performances. His works
were labelled old-fashioned by the ‘New German School’ whose principal figures included Franz Liszt, Richard
Wagner, and Hector Berlioz. Brahms admired some of Wagner’s music and admired Liszt as a great pianist, but
the conflict between the two schools, known as the War of the Romantics, soon embroiled all of musical Europe.
In the Brahms camp were his close friends: Clara Schumann, the influential music critic Eduard Hanslick, and the
leading Viennese surgeon Theodor Billroth. In 1860, Brahms attempted to organize a public protest against some
of the wilder excesses of the Wagnerians’ music. This took the form of a manifesto, written by Brahms and
Joachim jointly. The manifesto, which was published prematurely with only three supporting signatures, was a
failure, and he never engaged in public polemics again.



Years of popularity

It was the premiere of A German Requiem, his largest choral work, in Bremen, in 1868, that confirmed Brahms’s
European reputation and led many to accept that he had conquered Beethoven and the symphony. This may
have given him the confidence finally to complete a number of works that he had wrestled with over many years,
such as the cantata Rinaldo, his first string quartet, third piano quartet, and most notably his first symphony. This
appeared in 1876, though it had been begun (and a version of the first movement seen by some of his friends) in
the early 1860s. The other three symphonies then followed in 1877, 1883, and 1885. From 1881, he was able to
try out his new orchestral works with the court orchestra of the Duke of Meiningen, whose conductor was Hans
von Bülow. He was the soloist at the premiere of his Piano Concerto No. 2 in 1881, in Pest.

Brahms frequently travelled, both for business (concert tours) and pleasure. From 1878 onwards, he often visited
Italy in the springtime, and he usually sought out a pleasant rural location in which to compose during the
summer. He was a great walker and especially enjoyed spending time in the open air, where he felt that he could
think more clearly.

Brahms’s grave in the Zentralfriedhof (Central Cemetery), Vienna

In 1889, one Theo Wangemann, a representative of American inventor Thomas Edison, visited the composer in
Vienna and invited him to make an experimental recording. Brahms played an abbreviated version of his first
Hungarian dance on the piano. The recording was later issued on an LP of early piano performances (compiled
by Gregor Benko). Although the spoken introduction to the short piece of music is quite clear, the piano playing is
largely inaudible due to heavy surface noise. Nevertheless, this remains the earliest recording made by a major
composer. Analysts and scholars remain divided, however, as to whether the voice that introduces the piece is
that of Wangemann or of Brahms. Several attempts have been made to improve the quality of this historic
recording; a “denoised” version was produced at Stanford University which claims to solve the mystery.

In 1889, Brahms was named an honorary citizen of Hamburg, until 1948 the only one born in Hamburg.

Brahms and Dvořák

In 1874, the composer Antonín Dvořák (1841–1904) was still virtually unknown outside the Prague region.
Brahms was on the jury of the Austrian State Prize for composition that year and through his influence, the prize
was awarded to Dvořák then and in two subsequent years. Brahms also recommended Dvořák to his publisher,
Simrock, who commissioned the highly successful Slavonic Dances. Within a few years, Dvořák gained world
renown and was appointed Director of the newly established National Conservatory in New York.

Later years

In 1890, the 57-year-old Brahms resolved to give up composing. However, as it turned out, he was unable to
abide by his decision, and in the years before his death he produced a number of acknowledged masterpieces.
His admiration for Richard Mühlfeld, clarinetist with the Meiningen orchestra, moved him to compose the Clarinet
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Trio, Op. 114, Clarinet Quintet, Op. 115 (1891), and the two Clarinet Sonatas, Op. 120 (1894). He also wrote
several cycles of piano pieces, Opp. 116–119, the Vier ernste Gesänge (Four Serious Songs), Op. 121 (1896),
and the Eleven Chorale Preludes for organ, Op. 122 (1896).

While completing the Op. 121 songs, Brahms developed cancer (sources differ on whether this was of the liver or
pancreas). His last appearance in public was on 3 March 1897, when he saw Hans Richter conduct his
Symphony No. 4. There was an ovation after each of the four movements. His condition gradually worsened and
he died a month later, on 3 April 1897, aged 63. Brahms is buried in the Zentralfriedhof in Vienna.

Tributes

Later that year, the British composer Hubert Parry, who considered Brahms the greatest artist of the time, wrote
an orchestral Elegy for Brahms. This was never played in Parry’s lifetime, receiving its first performance at a
memorial concert for Parry himself in 1918.

From 1904 to 1914, Brahms’s friend, the music critic Max Kalbeck published an eight-volume biography of
Brahms, but this has never been translated into English. Between 1906 and 1922, the Deutsche Brahms-
Gesellschaft (German Brahms Society) published 16 numbered volumes of Brahms’s correspondence, at least 7
of which were edited by Kalbeck. An additional 7 volumes of Brahms’s correspondence were published later,
including two volumes with Clara Schumann, edited by Marie Schumann.

Music of Brahms

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Works

Brahms wrote a number of major works for orchestra, including two serenades, four symphonies, two piano
concertos (No. 1 in D minor; No. 2 in B-flat major), a Violin Concerto, a Double Concerto for violin and cello, and
two companion orchestral overtures, the Academic Festival Overture and the Tragic Overture.

His large choral work A German Requiem is not a setting of the liturgical Missa pro defunctis but a setting of texts
which Brahms selected from the Luther Bible. The work was composed in three major periods of his life. An early
version of the second movement was first composed in 1854, not long after Robert Schumann’s attempted
suicide, and this was later used in his first piano concerto. The majority of the Requiem was composed after his
mother’s death in 1865. The fifth movement was added after the official premiere in 1868, and the work was
published in 1869.

Brahms’s works in variation form include, among others, the Variations and Fugue on a Theme by Handel and the
Paganini Variations, both for solo piano, and the Variations on a Theme by Haydn (now sometimes called the
Saint Anthony Variations) in versions for two pianos and for orchestra. The final movement of the Fourth
Symphony, Op. 98, is formally a passacaglia.

His chamber works include three string quartets, two string quintets, two string sextets, a clarinet quintet, a
clarinet trio, a horn trio, a piano quintet, three piano quartets, and four piano trios (the fourth being published
posthumously). He composed several instrumental sonatas with piano, including three for violin, two for cello, and
two for clarinet (which were subsequently arranged for viola by the composer). His solo piano works range from
his early piano sonatas and ballades to his late sets of character pieces. Brahms was a significant lieder
composer, who wrote over 200 songs. His chorale preludes for organ, Op. 122, which he wrote shortly before his
death, have become an important part of the organ repertoire.

Brahms was an extreme perfectionist. He destroyed many early works – including a Violin Sonata he had
performed with Reményi and violinist Ferdinand David – and once claimed to have destroyed 20 string quartets
before he issued his official First in 1873. Over the course of several years, he changed an original project for a



symphony in D minor into his first piano concerto. In another instance of devotion to detail, he laboured over the
official First Symphony for almost fifteen years, from about 1861 to 1876. Even after its first few performances,
Brahms destroyed the original slow movement and substituted another before the score was published. (A
conjectural restoration of the original slow movement has been published by Robert Pascall.)

Another factor that contributed to Brahms’s perfectionism was that Schumann had announced early on that
Brahms was to become the next great composer like Beethoven, a prediction that Brahms was determined to live
up to. This prediction hardly added to the composer’s self-confidence, and may have contributed to the delay in
producing the First Symphony.

Brahms strongly preferred writing absolute music that does not refer to an explicit scene or narrative, and he
never wrote an opera or a symphonic poem.

Despite his reputation as a serious composer of large, complex musical structures, some of Brahms’s most widely
known and most commercially successful compositions during his life were small-scale works of popular intent
aimed at the thriving contemporary market for domestic music-making. During the 20th century, the influential
American critic B. H. Haggin, rejecting more mainstream views, argued in his various guides to recorded music

that Brahms was at his best in such works and much less successful in larger forms.[citation needed] Among the
most cherished of these lighter works by Brahms are his sets of popular dances—the Hungarian Dances, the
Waltzes for piano duet (Op. 39), and the Liebeslieder Waltzes for vocal quartet and piano—and some of his many
songs, notably the Wiegenlied (Op. 49, No. 4, published in 1868). This last was written (to a folk text) to celebrate
the birth of a son to Brahms’s friend Bertha Faber and is universally known as Brahms’s Lullaby.

Style and influences

Brahms in mid-career

Brahms maintained a Classical sense of form and order in his works – in contrast to the opulence of the music of
many of his contemporaries. Thus many admirers (though not necessarily Brahms himself) saw him as the
champion of traditional forms and “pure music”, as opposed to the “New German” embrace of programme music.

Brahms venerated Beethoven: in the composer’s home, a marble bust of Beethoven looked down on the spot
where he composed, and some passages in his works are reminiscent of Beethoven’s style. Brahms’s First
Symphony bears strongly the influence of Beethoven’s Fifth Symphony, as the two works are both in C minor, and
end in the struggle towards a C major triumph. The main theme of the finale of the First Symphony is also
reminiscent of the main theme of the finale of Beethoven’s Ninth, and when this resemblance was pointed out to
Brahms, he replied that any ass – jeder Esel – could see that. In 1876, when the work was premiered in Vienna, it
was immediately hailed as “Beethoven’s Tenth”. However, the similarity of Brahms’s music to that of late
Beethoven had first been noted as early as November 1853, in a letter from Albert Dietrich to Ernst Naumann.
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A German Requiem was partially inspired by his mother’s death in 1865 (at which time he composed a funeral
march that was to become the basis of Part Two, Denn alles Fleisch), but it also incorporates material from a
symphony which he started in 1854 but abandoned following Schumann’s suicide attempt. He once wrote that the
Requiem “belonged to Schumann”. The first movement of this abandoned Symphony was re-worked as the first
movement of the First Piano Concerto.

Brahms loved the Classical composers Mozart and Haydn. He collected first editions and autographs of their
works, and edited performing editions. He studied the music of pre-classical composers, including Giovanni
Gabrieli, Johann Adolph Hasse, Heinrich Schütz, Domenico Scarlatti, George Frideric Handel, and, especially,
Johann Sebastian Bach. His friends included leading musicologists, and, with Friedrich Chrysander, he edited an
edition of the works of François Couperin. Brahms also edited works by C. P. E. and W. F. Bach. He looked to
older music for inspiration in the art of counterpoint; the themes of some of his works are modelled on Baroque
sources such as Bach’s The Art of Fugue in the fugal finale of Cello Sonata No. 1 or the same composer’s
Cantata No. 150 in the passacaglia theme of the Fourth Symphony’s finale.

The early Romantic composers had a major influence on Brahms, particularly Schumann, who encouraged
Brahms as a young composer. During his stay in Vienna in 1862–63, Brahms became particularly interested in
the music of Franz Schubert. The latter’s influence may be identified in works by Brahms dating from the period,
such as the two piano quartets Op. 25 and Op. 26, and the Piano Quintet which alludes to Schubert’s String
Quintet and Grand Duo for piano four hands. The influence of Chopin and Mendelssohn on Brahms is less
obvious, although occasionally one can find in his works what seems to be an allusion to one of theirs (for
example, Brahms’s Scherzo, Op. 4, alludes to Chopin’s Scherzo in B-flat minor; the scherzo movement in
Brahms’s Piano Sonata in F minor, Op. 5, alludes to the finale of Mendelssohn’s Piano Trio in C minor).

Brahms considered giving up composition when it seemed that other composers’ innovations in extended tonality
would result in the rule of tonality being broken altogether. Although Wagner became fiercely critical of Brahms as
the latter grew in stature and popularity, he was enthusiastically receptive of the early Variations and Fugue on a
Theme by Handel; Brahms himself, according to many sources, deeply admired Wagner’s music, confining his
ambivalence only to the dramaturgical precepts of Wagner’s theory.

Brahms wrote settings for piano and voice of 144 German folk songs, and many of his lieder reflect folk themes or
depict scenes of rural life. His Hungarian Dances were among his most profitable compositions.

Influence

Brahms’s point of view looked both backward and forward; his output was often bold in its exploration of harmony
and rhythm. As a result, he was an influence on composers of both conservative and modernist tendencies.
Within his lifetime, his idiom left an imprint on several composers within his personal circle, who strongly admired
his music, such as Heinrich von Herzogenberg, Robert Fuchs, and Julius Röntgen, as well as on Gustav Jenner,
who was Brahms’s only formal composition pupil. Antonín Dvořák, who received substantial assistance from
Brahms, deeply admired his music and was influenced by it in several works, such as the Symphony No. 7 in D
minor and the F minor Piano Trio. Features of the ‘Brahms style’ were absorbed in a more complex synthesis with
other contemporary (chiefly Wagnerian) trends by Hans Rott, Wilhelm Berger, Max Reger and Franz Schmidt,
whereas the British composers Hubert Parry and Edward Elgar and the Swede Wilhelm Stenhammar all testified
to learning much from Brahms’s example. As Elgar said, “I look at the Third Symphony of Brahms, and I feel like a
pygmy.”

Ferruccio Busoni’s early music shows much Brahmsian influence, and Brahms took an interest in him, though
Busoni later tended to disparage Brahms. Towards the end of his life, Brahms offered substantial encouragement
to Ernő Dohnányi and to Alexander von Zemlinsky. Their early chamber works (and those of Béla Bartók, who
was friendly with Dohnányi) show a thoroughgoing absorption of the Brahmsian idiom. Zemlinsky, moreover, was
in turn the teacher of Arnold Schoenberg, and Brahms was apparently impressed by two movements of
Schoenberg’s early Quartet in D major which Zemlinsky showed him. In 1933, Schoenberg wrote an essay
“Brahms the Progressive” (re-written 1947), which drew attention to Brahms’s fondness for motivic saturation and
irregularities of rhythm and phrase; in his last book (Structural Functions of Harmony, 1948), he analysed
Brahms’s “enriched harmony” and exploration of remote tonal regions. These efforts paved the way for a re-
evaluation of Brahms’s reputation in the 20th century. Schoenberg went so far as to orchestrate one of Brahms’s
piano quartets. Schoenberg’s pupil Anton Webern, in his 1933 lectures, posthumously published under the title
The Path to the New Music, claimed Brahms as one who had anticipated the developments of the Second



Viennese School, and Webern’s own Op. 1, an orchestral passacaglia, is clearly in part a homage to, and
development of, the variation techniques of the passacaglia-finale of Brahms’s Fourth Symphony.

Brahms was honoured by the German Hall of Fame, the Walhalla memorial. On 14 September 2000, he was
introduced there as the 126th “rühmlich ausgezeichneter Teutscher” and 13th composer among them, with a bust
by sculptor Milan Knobloch (de).

Personality

Brahms was fond of nature and often went walking in the woods around Vienna. He often brought penny candy
with him to hand out to children. To adults, Brahms was often brusque and sarcastic, and he often alienated other
people. His pupil Gustav Jenner wrote, “Brahms has acquired, not without reason, the reputation for being a
grump, even though few could also be as lovable as he.” He also had predictable habits, which were noted by the
Viennese press, such as his daily visit to his favourite “Red Hedgehog” tavern in Vienna, and his habit of walking
with his hands firmly behind his back, which led to a caricature of him in this pose walking alongside a red
hedgehog. Those who remained his friends were very loyal to him, however, and he reciprocated with equal
loyalty and generosity.

Brahms had amassed a small fortune in the second half of his career, around 1860, when his works sold widely.
But despite his wealth, he lived very simply, with a modest apartment – a mess of music papers and books – and
a single housekeeper who cleaned and cooked for him. He was often the butt of jokes for his long beard, his
cheap clothes and often not wearing socks, etc. Brahms gave away large sums of money to friends and to aid
various musical students, often with the term of strict secrecy. Brahms’ domicile was hit during World War II,
destroying his piano and other possessions that were still kept there for posterity by the Viennese.

Johann Strauss II (left) and Johannes Brahms (right) photographed in Vienna

Brahms was a lifelong friend of Johann Strauss II, though they were very different as composers. Brahms even
struggled to get to the Theater an der Wien in Vienna for the premiere of Strauss’s operetta Die Göttin der
Vernunft in 1897 before his death. Perhaps the greatest tribute that Brahms paid to Strauss was his remark that
he would have given anything to have written The Blue Danube waltz. An old anecdote recounts that when
Strauss’s wife Adele asked Brahms to autograph her fan, he wrote the first few notes of the “Blue Danube” waltz,
and then wrote the words “Unfortunately not by Johannes Brahms!” underneath.

Religious beliefs

Brahms’ personal views tended to be humanistic and skeptical, though one of his musical influences was
undoubtedly the Bible as rendered in German by Martin Luther. His Requiem employs biblical texts to speak
words of comfort to the bereaved while generally omitting statements concerning salvation or immortality.
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Composer Walter Niemann declared “The fact that Brahms began his creative activity with the German folk song
and closed with the Bible reveals… the true religious creed of this great man of the people.” Biographers and
critics more often understand Brahms’s appreciation of Lutheran tradition as cultural more than existential. When
asked by conductor Karl Reinthaler to add additional sectarian text to his German Requiem, Brahms responded,
“As far as the text is concerned, I confess that I would gladly omit even the word German and instead use Human;
also with my best knowledge and will I would dispense with passages like John 3:16. On the other hand, I have
chosen one thing or another because I am a musician, because I needed it, and because with my venerable
authors I can’t delete or dispute anything. But I had better stop before I say too much.”

On his religious views, Brahms was an agnostic and a humanist. The devout Catholic Antonín Dvořák, the
closest Brahms ever came to having a protégé, wrote in a letter: “Such a man, such a fine soul—and he believes
in nothing! He believes in nothing!”

The question of Brahms and religiosity has been controversial and elicited accusations of fraud. One example is
the book Talks With Great Composers, released in the 1950s by Arthur Abell, which contains an unconfirmed
interview with Brahms and Joseph Joachim, replete with biblical references. The interview has been declared
fraudulent by Brahms biographer Jan Swafford.
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also called the Saint Anthony Variations, is a work in the form of a theme and variations, composed by
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written first but designated Op. 56b; and for orchestra, designated Op. 56a.
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The orchestral version is better known and much more often heard than the two-piano version. It is often said

to be the first independent set of variations for orchestra in the history of music,[1] although there is at least
one earlier piece in the same form, Antonio Salieri’s Twenty-six Variations on ‘La folia di Spagna’ written in
1815.

Brahms’s orchestral variations are scored for piccolo, 2 flutes, 2 oboes, 2 clarinets, 2 bassoons,
contrabassoon, 4 horns (2 in E flat, 2 in B flat), 2 trumpets, timpani, triangle, and the normal string section of
first and second violins, violas, cellos and double basses. The piece usually takes about 18 minutes to
perform.

The first performance of the orchestral version was given on 2 November 1873 by the Vienna Philharmonic
Orchestra under Brahms’s baton.

Origin of the theme

Brahms composed the work on a theme entitled “Chorale St. Antoni” found in a wind ensemble composition. At
the time Brahms discovered it, the wind ensemble piece carried an attribution to the composer Joseph Haydn.
Brahms titled his own composition accordingly, crediting Haydn for the theme, but publishers in the early
nineteenth century often attached the names of famous composers to works by unknown or lesser known
composers in order to move inventory. Subsequent research has concluded that the wind piece Brahms used as
a source does not fit Haydn’s style. Today the wind ensemble piece remains without clear attribution.

The situation has led to Brahms’s piece being referred to today in recordings and concert programs as the St.
Anthony Variations as well as its original title.

A detailed survey of the controversy can be found in Douglas Yeo’s 2004 edition of the “Haydn” piece (ISMN
M-57015-175-1). In 1870, Brahms’s friend Carl Ferdinand Pohl, the librarian of the Vienna Philharmonic Society,
who was working on a Haydn biography at the time, showed Brahms a transcription he had made of a piece
attributed to Haydn titled Divertimento No. 1. The second movement bore the heading “St. Anthony Chorale,” and
it is this movement which, in its entirety, forms the theme on which the variations are based. Brahms’s statement
of the theme varies in small but significant ways from the original, principally with regard to instrumentation. Some
sources state the Divertimento was probably written by Ignaz Pleyel, but this has not been definitely established.
A further question is whether the composer of the divertimento actually wrote the “St. Anthony Chorale” or simply
quoted an older theme taken from an unknown source. To date, no other mention of a “St. Anthony Chorale” has
been found.

Form

The theme begins with a repeated ten-measure passage which itself consists of two intriguing five-measure
phrases, a quirk that is likely to have caught Brahms’s attention. Almost without exception, the eight variations
follow the phrasal structure of the theme and, though less strictly, the harmonic structure as well. Each has a
distinctive character, several calling to mind the forms and techniques of earlier eras, with some displaying a
mastery of counterpoint seldom encountered in Romantic music.

The finale is a magnificent theme and variations on a ground bass, five measures in length, derived from the
principal theme. Its culmination, a restatement of the chorale, is a moment of such transcendence that the usually
austere Brahms permits himself the use of a triangle.

Just before the end of the piece, in the coda of the finale, Brahms quotes a passage that really is by Haydn. In
mm. 463-464, the violas and cellos echo the cello line from m. 148 of the second movement of the latter’s “Clock”
Symphony, one of the finest examples of Haydn’s pioneering work in the symphonic variation form. The reader
may compare the two passages by following these links: Brahms, Haydn (see below for link credits). Ironically,
this fragmentary allusion may be the music’s sole link to Haydn.



Sections

The sections are named and tempo markings given as follows. Where the tempo markings of the two versions
differ, the one for Op. 56b is shown in parentheses.

1. Thema. Chorale St. Antoni. Andante
2. Variation I. Poco più animato (Andante con moto)
3. Variation II. Più vivace (Vivace)
4. Variation III. Con moto
5. Variation IV. Andante con moto (Andante)
6. Variation V. Vivace (Poco presto)
7. Variation VI. Vivace
8. Variation VII. Grazioso
9. Variation VIII. Presto non troppo (Poco presto)

10. Finale. Andante
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This is a performance of the version for two pianos. The pianists are Neal and Nancy O’Doan.
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Variations on a Theme by Joseph Haydn, variation 8 and finale
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Notes

1. ^̂ McCorkle, Donald M., p. 5 in the Norton Scores edition of the Variations (ISBN 0-393-09206-2)
2. ^̂ Yeo, Douglas (2013). “Divertimento [Feldparthie] in B flat [St. Antoni Chorale], Hob. 2:46”.

yeodoug.com. Retrieved November 9, 2013.
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• Variations on a Theme by Joseph Haydn: Free scores at the International Music Score Library Project
• The score of Brahms’s Variations has been posted by the William and Gayle Cook Music Library at the

Indiana University School of Music. The same library is the source of the Haydn link included in the
comparison above.

• Program Notes by Richard E. Rodda for the Apr 9-11, 2009 Kennedy Center performances featuring

Kurt Masur, conducting the U.S. National Symphony Orchestra.[dead link]
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DVOŘÁK: BIOGRAPHY

Antonín Dvořák

Antonín Leopold DvořákAntonín Leopold Dvořák

Antonín Leopold DvořákAntonín Leopold Dvořák (/ˈdvɔrʒɑːk/ DVOR-zhahk or /dɨˈvɔrʒæk/ di-VOR-zhak; Czech: [ˈantoɲiːn ˈlɛopolt
ˈdvor̝aːk]; September 8, 1841 – May 1, 1904) was a Czech composer. Following the nationalist example of
Bedřich Smetana, Dvořák frequently employed features of the folk music of Moravia and his native Bohemia
(then parts of the Austrian Empire and now constituting the Czech Republic). Dvořák’s own style has been
described as ‘the fullest recreation of a national idiom with that of the symphonic tradition, absorbing folk
influences and finding effective ways of using them’.

Born in Nelahozeves, Dvořák displayed his musical gifts at an early age. His first surviving work, Forget-Me-
Not Polka in C (Polka pomněnka) was written possibly as early as 1855. He graduated from the organ school
in Prague in 1859. In the 1860s, he played as a violist in the Bohemian Provisional Theater Orchestra and
taught piano lessons. In 1873, he married Anna Čermáková, and left the orchestra to pursue another career
as a church organist. He wrote several compositions during this period. Dvořák’s music attracted the interest
of Johannes Brahms, who assisted his career; he was also supported by the critics Eduard Hanslick and Louis
Ehlert.

After the premiere of his cantata Stabat Mater (1880), Dvořák visited the United Kingdom and became popular
there; his Seventh Symphony was written for London. After a brief conducting stint in Russia in 1890, Dvořák
was appointed as a professor at the Prague Conservatory in 1891. In 1892, Dvořák moved to the United
States and became the director of the National Conservatory of Music of America in New York City, where he
also composed. However, shortfalls in payment of his salary, along with increasing recognition in Europe and
an onset of homesickness made him decide to return to Bohemia. From 1895 until his death, he composed
mainly operatic and chamber music. At his death, he left several unfinished works.

Among Dvořák’s best known works are his symphony From The New World, the American String Quartet, the
opera Rusalka and his Cello Concerto in B minor. Among his smaller works, the seventh Humoresque and the
song “Songs My Mother Taught Me” are also widely performed and recorded. He composed operas, choral

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120223/220px-Dvorak1.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120223/220px-Dvorak1.jpg


music, a wide variety of chamber music, concerti and many other orchestral and vocal and instrumental
pieces. He has been described as “arguably the most versatile…composer of his time”.

Biography

Early years

Birthhouse of Antonín Dvořák in Nelahozeves

Dvořák was born in Nelahozeves, near Prague (then part of Bohemia in the Austrian Empire, now Czech
Republic), the eldest son of František Dvořák (1814–1894) and his wife Anna, née Zdeňková
(1820–1882). František worked as an innkeeper, a professional player of the zither, and a butcher. Anna was the
daughter of Josef Zdeněk, the bailiff of Prince Lobkowitz. Anna and František married on November 17,
1840. Dvořák was the first of fourteen children, eight of whom survived infancy. Dvořák was baptized as a Roman
Catholic in the church of St. Andrew in the village. Dvořák’s years in Nelahozeves nurtured the strong Christian
faith and love for his Bohemian heritage that so strongly influenced his music.

In 1847, Dvořák entered primary school and learned to play violin from his teacher Joseph Spitz. František was
pleased with his son’s gifts. At the age of 13, through the influence of his father, Dvořák was sent to Zlonice to live
with his uncle Antonín Zdenĕk in order to learn the German language. Contrary to the belief of some early
biographers, Jarmil Burghauser demonstrated that the famous “Butcher Certificate” was a fake and that Dvořák
never qualified to enter the butchering trade.

Antonín Dvořák in 1868

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120224/1024px-Nelahozeves_Dvo%C5%99%C3%A1k%C5%AFv_d%C5%AFm_-_celek.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120224/1024px-Nelahozeves_Dvo%C5%99%C3%A1k%C5%AFv_d%C5%AFm_-_celek.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2015/01/23120329/640px-Dvorak_1868-212x300.jpg
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2015/01/23120329/640px-Dvorak_1868-212x300.jpg


Dvořák took organ, piano and violin lessons from his German-language teacher Anton Liehmann. Liehmann also
taught the young boy music theory and introduced him to the composers of the time; Dvořák had much regard for
Liehmann despite his teacher’s violent temper. Liehmann was the church organist in Zlonice and sometimes let
Antonín play the organ at services. Dvořák took further organ and music-theory lessons at Česká Kamenice with
Franz Hanke, who encouraged his musical talents even further and was more sympathetic. At the age of 16,
through the urging of Liehmann and Zdenĕk, František allowed his son to become a musician, on the condition
that the young boy should build a career as an organist. After leaving for Prague in September 1857, Dvořák
entered the city’s Organ School, studying organ with Josef Foerster, singing with Josef Zvonář and theory with
František Blažek. He also took an additional language-course to improve his German and worked as an “extra”
violist in numerous bands and orchestras, including the orchestra of the St. Cecilia Society. Dvořák graduated
from the Organ School in 1859. He applied unsuccessfully for a position as an organist at St. Henry’s Church, but
remained undaunted in pursuing a musical career.

In 1858, he joined Karel Komzák’s orchestra, with whom he performed in Prague’s restaurants and at balls. The
high professional level of the ensemble attracted the attention of Jan Nepomuk Maýr, who engaged the whole
orchestra in the Bohemian Provisional Theater Orchestra. Dvořák played viola in the orchestra beginning in 1862.
Dvořák could hardly afford concert tickets, but playing in the orchestra gave him a chance to hear music, mainly
operas. In July 1863, Dvořák played in a program devoted to the German composer Richard Wagner, who
conducted the orchestra. Dvořák had had “unbounded admiration” for Wagner since 1857. In 1862, Dvořák had
begun composing his first string quartet. In 1864, Dvořák agreed to share the rent of a flat located in Prague’s
Žižkov district with five other people, who also included violinist Mořic Anger and Karel Čech, who later became a
singer. In 1866, Maýr was replaced as chief conductor by Bedřich Smetana. Dvořák was making about $7.50 a
month. The constant need to supplement his income pushed him to give piano lessons. It was through these
piano lessons that he met his future wife. He originally fell in love with his pupil and colleague from the Provisional
Theater, Josefína Čermáková, for whom he apparently composed the song-cycle “Cypress Trees”. However, she
never returned his love and ended up marrying another man. In 1873 Dvořák married Josefina’s younger sister,
Anna Čermáková (1854–1931). They had nine children together, three of whom died in infancy.

Composer and organist

Dvořák played organ at St. Adalbert’s Church in Prague from 1874 to 1877

Dvořák called his String Quintet in A Minor (1861) his Opus 1, and his First String Quartet (1862) his Opus 2,
although the chronological Burghauser Catalogue numbers these as B.6 and B.7, showing five earlier
compositions without opus numbers. In the early 1860s, Dvořák also made his first symphonic attempts, some of
which he self-critically burned. The manuscript of a symphony in C minor without opus number, B.9, composed in
1865, was preserved. This symphony has come to be numbered as Dvořák’s First (see under “Works”). His first
composing attempts passed without critical reception or public performances. His compositions up through 1870,
according to the Burghauser Catalogue either had no known premieres, or were premiered in 1888 or later. In
1870, he composed his first opera, Alfred, over the course of five months from May to October. Its overture was
first publicly performed as late as 1905, and the full opera only in 1938.
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Up through 1871 Dvořák gave opus numbers only up to 5 among his first 26 compositions. The first press
mention of Antonín Dvořák appeared in the Hudební listy journal in June 1871, and the first publicly performed
composition was the song Vzpomínání (October 1871, musical evenings of L. Procházka). The opera The King
and the Charcoal Burner was returned to Dvořák from the Provisional Theatre and said to be unperformable. Its
overture was premiered in 1872 in a Philharmonic concert conducted by Bedřich Smetana, but the full opera with
the original score only in 1929. Clapham says Dvořák realized he had gone to “extremes in attempting to follow
the example of Wagner.” In 1873-74 he reset “the King and Charcoal Burner libretto entirely afresh, in a totally
different manner”, without using “anything from the ill-fated earlier version”. The alternate opera, called King and
Charcoal Burner II, B.42, was premiered in Prague in 1874.

Dvořák with his wife Anna in London, 1886

On leaving the National Theater Orchestra after his marriage, Dvořák secured the job of organist at St. Adalbert’s
Church in Prague under Josef Förster, the father of the composer Josef Bohuslav Foerster. The job paid “a mere
pittance”, but it was “a welcome addition for the young couple.” Despite these circumstances, Dvořák still
managed to compose a substantial body of music around this time.

In November 1872, Dvořák’s Piano Quintet in A major, Op. 5, was performed in Prague, by a “splendid team of
players” organized by Procházka. It was the first piece played in a concert. In March 1873, his Czech patriotic
cantata The Heirs of the White Mountain was performed by the Prague Hlalol Choral Society of 300 singers
(conducted by his friend and supporter Karel Bendl) to a warm response from both audience and critics, making it
an “unqualified success.” So in Prague, Dvořák’s compositions were coming to be recognized.

When Dvořák turned age 33 in 1874, however, he remained almost unknown as a composer, outside the area of
Prague. He applied for the Austrian State Prize for composition. Brahms was on the jury for the prize and through
his influence, Dvořák won it that year. Botstein says the jury was “to award financial support to talented
composers in need” in the Austro-Hungarian Empire. Brahms found a “massive submission” from Dvořák, “fifteen
works including two symphonies, several overtures and a song cycle.” Brahms was “visibly overcome” by the
“mastery and talent” of Dvořák.

Clapham gives the official report for the 1874 prize, saying Dvořák was a relatively impoverished music teacher
who “has submitted 15 compositions, among them symphonies, which display an undoubted talent …The
applicant … deserves a grant to ease his straitened circumstances and free him from anxiety in his creative
work.” It says he had not yet owned a piano. Before being married, he had lodged with four other men, one of
whom owned a small “spinet” piano.

In 1875, the year his first son was born, Dvořak composed his second string quintet, his 5th Symphony, Piano
Trio No. 1, and Serenade for Strings in E. He again entered but this time did not win the Austrian State Prize. He
did win it in 1876, and then felt free to resign his position as an organist. In 1877 he wrote the “Symphonic
Variations” and Ludevít Procházka conducted its premiere in Prague.
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International reputation

Statue of Antonín Dvořák in Stuyvesant Square in Manhattan, New York City

Dvořák entered the Austrian Prize competition again in 1877, submitting his Moravian Duets and other music,
possibly his Piano Concerto. He did not learn the outcome until December. Then, he received a personal letter
from the music critic Eduard Hanslick, who had also been on the juries awarding the prizes. The letter not only
notified Dvořák that he had again won the prize, but made known to him for the first time that Brahms and
Hanslick had been on the jury. The letter conveyed an offer of friendly assistance of the two in making Dvořák’s
music known outside his Czech motherland. Within the month December 1877, Dvořák wrote his String Quartet
no. 9 in D minor and dedicated it to Brahms. Both Brahms and Hanslick had been much impressed by the
Moravian Duets, and Brahms recommended them to his publisher, Simrock, who published them with success.
Having in mind Brahms’s well-received Hungarian Dances, Simrock commissioned Dvořák to write something of
the same nature. Dvořák submitted his Slavonic Dances, Op. 46 in 1878, first for two pianos, but when requested
by Simrock, also in an orchestral version. These were an immediate and great success. On December 15, 1878,
the leading music critic Louis Ehlert in the Berlin “Nationalzeitung” published a review of the Moravian Duets and
Slavonic Dances, saying that the “Dances” would make their way “round the world” and “a heavenly naturalness
flows through this music.” “There was a run on the German music shops for the dances and duets of this hitherto
… unknown composer.” The dances were played in 1879 in concerts in France, England, and the United States.

In 1879 Dvořák wrote his String Sextet. Simrock showed the score to the leading violinist Joseph Joachim, who
with others premiered it in November of that year. Joachim became a “chief champion” of Dvořák’s chamber
music. Also in 1879, Dvořák had written his Violin Concerto. In December he dedicated the piece to Joachim and
sent him the score. The next spring the two discussed the score and Dvořák revised it extensively, but Joachim
was still not comfortable with it and apparently never was. The concerto was premiered in Prague in October
1883 by the violinist František Ondraček, who also played it in Vienna with conductor Hans Richter in December
of that year. Twice later, Joachim was scheduled to play the concerto, but both times the arrangements fell
through and he never did play it.

The conductor Hans Richter asked Dvořák to compose his Symphony No. 6 for the Vienna Philharmonic,
intending to premiere it in December 1880. However, Dvořák later discovered that, despite this intention,
members of the orchestra objected to performing works by the composer in two consecutive seasons, due to
“anti-Czech feeling.” Adolf Čech therefore conducted the premiere of the symphony at a concert of the
Philharmonia society (in Czech: spolek Filharmonie, predecessor of the Czech Philharmonic) on March 25, 1881,
in Prague. Richter did eventually conduct the piece in London in 1882 and still retained an interest in Dvořák’s
compositions.

Dvořák’s Stabat Mater (1880) was performed and very well received at the Royal Albert Hall in London on March
10, 1883, conducted by Joseph Barnby. The success “sparked off a whole series of performances in England
and the United States”, a year ahead of appreciation in Germany and Austria. Dvořák was invited to visit England
where he appeared to great acclaim in 1884. The Royal Philharmonic Society of London commissioned Dvořák to
conduct concerts in London, and his performances were well received there. In response to the commission,
Dvořák wrote his Symphony No. 7 and conducted the premiere of the symphony at St. James’s Hall on April 22,
1885. On a visit later in 1885, Dvořák presented his cantata The Spectre’s Bride, in a concert August 27. He had
arrived a week early to conduct rehearsals of the chorus of 500 voices and orchestra of 150. The performance
was “a greater triumph than any” Dvořák “had had in his life up to that time…following this phenomenal success,
choral societies in the English-speaking countries hastened to prepare and present the new work.” Dvořák visited
England nine times in total, often conducting his own works there. In 1887, Richter conducted the Symphonic
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Variations in London and Vienna to great acclaim (they had been written ten years earlier and Dvořák had
allowed them to languish after initial lack of interest from his publishers). Richter wrote to Dvořák of the London
performance, “at the hundreds of concerts I have conducted during my life, no new work has been as successful
as yours.” But a performance of Stabat Mater in Vienna, in February 1888, fell victim to more anti-Czech feeling
and what Dvořák called “destructive criticism.” He heartily thanked Richter for his “courage and devoted
sympathy.”

In 1890, influenced by Pyotr Ilyich Tchaikovsky, Dvořák also visited Russia, and conducted the orchestras in
Moscow and in St. Petersburg. In 1891, Dvořák received an honorary degree from the University of Cambridge,
and was offered a position at the Prague Conservatory as professor of composition and instrumentation. At first
he refused the offer, but then later accepted; this change of mind was seemingly a result of a quarrel with his
publisher, Simrock, over payment for his Eighth Symphony. His Requiem premiered later that year in Birmingham
at the Triennial Music Festival.

The United States

Dvořák with his family and friends in New York in 1893. From left: his wife Anna, son Antonín, Sadie Siebert,
Josef Jan Kovařík, mother of Sadie Siebert, daughter Otilie, Antonín Dvořák

From 1892 to 1895, Dvořák was the director of the National Conservatory of Music in New York City. He began at
a then-staggering $15,000 annual salary. Emanuel Rubin describes the Conservatory and Dvořak’s time there.
The Conservatory had been founded by Jeannette Thurber, a wealthy and philanthropic woman, who made it
open to women students as well as men and to blacks as well as whites, which was unusual for the times.
Dvořák’s original contract provided for three hours a day of work, including teaching and conducting, six days a
week, with four months’ vacation each summer. The `Panic of 1893,’ a severe economic depression, depleted the
assets of the Thurber family and other patrons of the Conservatory. In 1894 Dvořák’s salary was cut to $8000 per
year and moreover was paid only irregularly. The Conservatory was located at 126–128 East 17th Street, but was
demolished in 1911 and replaced by what is today a high school.

Dvořák’s main goal in America was to discover “American Music” and engage in it, much as he had used Czech
folk idioms within his music. Shortly after his arrival in America in 1892, Dvořák wrote a series of newspaper
articles reflecting on the state of American music. He supported the concept that African-American and Native
American music should be used as a foundation for the growth of American music. He felt that through the music
of Native Americans and African-Americans, Americans would find their own national style of music. Here Dvořák
met Harry Burleigh, his pupil at the time and one of the earliest African-American composers. Burleigh introduced
Dvořák to traditional American spirituals.

In the winter and spring of 1893, Dvořák was commissioned by the New York Philharmonic to write Symphony
No.9, “From the New World”, which was premiered under the baton of Anton Seidl, to tumultuous applause.
Clapham writes that “without question this was one of the greatest triumphs, and very possibly the greatest
triumph of all that Dvořák experienced” in his life, and when the Symphony was published it was “seized on by
conductors and orchestras” all over the world.
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Dvořák spent the summer of 1893 with his family in the Czech-speaking community of Spillville, Iowa, to which
some of his cousins had earlier immigrated. While there he composed the String Quartet in F (the “American”),
and the String Quintet in E-flat, as well as a Sonatina for violin and piano. He also conducted a performance of his
Eighth Symphony at the Columbian Exposition in Chicago that same year.

In the winter of 1894-1895, Dvořák wrote his Cello Concerto in B minor, Op. 104, B. 191, completed in February
1895. However, his partially unpaid salary, together with increasing recognition in Europe – he had been made an
honorary member of the Gesellschaft der Musikfreunde in Vienna – and a remarkable amount of homesickness
made him decide to return to Bohemia. He informed Thurber that he was leaving. Dvořák and his wife left New
York before the end of the spring term with no intention of returning.

Dvořák’s New York home was located at 327 East 17th Street, near the intersection of what is today called
Perlman Place. It was in this house that both the B minor Cello Concerto and the New World Symphony were
written within a few years. Despite protests, from Czech President Václav Havel amongst others, who wanted the
house preserved as a historical site, it was demolished in 1991 to make room for a Beth Israel Medical Center
residence for people with AIDS. To honor Dvořák, however, a statue of him was erected in nearby Stuyvesant
Square.

Brahms continued to try to “clear a path for” Dvořák, “the only contemporary whom he considered really
worthy.” While Dvořák was in America, Simrock was still publishing his music in Germany, and Brahms corrected
proofs for him. Dvořák said it was hard to understand why Brahms would “take on the very tedious job of
proofreading. I don’t believe there is another musician of his stature in the whole world who would do such a
thing.”

Return to Europe and last years

Portrait of Dvořák’s son-in-law, the composer Josef Suk, with dedication: “Drahé miss Otilce Dvořákové” (“To dear
miss Otilka Dvořáková”), 1894

Dvořák, his wife and Otakar returned from the United States on April 27, 1895, and he was careful to avoid
spreading the news about his return. However, after a performance of Dimitrij at the National Theater on May 19,
Dvořák fled to Vysoká. Dvořák’s first love and later sister-in-law, Josefina Kaunitzová, née Čermáková, died in
May 1895. He and she had maintained friendly relations over the years. After her death he revised the coda of his
Cello Concerto in her memory. During Dvořák’s final years, he concentrated on composing opera and chamber
music. In October 1895, he resumed his professorship at the Prague Conservatory. Between 1895 to 1897, he
completed his string quartets in A-flat major and G major, and also worked on the cycle of symphonic poems
inspired by the collection Kytice by Karel Jaromír Erben. His chamber works directly influenced the establishment
of the Czech Quartet (1891). As seen from Burghauser (1960), in 1896 Dvořák wrote his five Symphonic Poems,
but after that completed few works per year, mainly operas: Jakobín in 1896, nothing in 1897, only The Devil and
Kate in 1898/99, Rusalka in 1900, two songs and “Recitatives” in 1900/01, and finally the opera Armida in 1902/3.
Rusalka became the most popular of all Dvořák’s ten operas and gained an international reputation (below under
Works, Operas).

In 1896 he visited London for the last time to conduct the premiere of his Cello Concerto in B minor by the London
Philharmonic. Also in 1896, Brahms tried to persuade Dvořák, who had several children, to move to Vienna.
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Brahms said he himself had no dependents and “If you need anything, my fortune is at your disposal”. Clapham
writes “Dvořák was deeply moved and tears came to his wife’s eyes, but it was quite impossible for him, a Czech,
to contemplate leaving Bohemia.”

Dvořák’s funeral on May 5, 1904 was an event of national significance.

In 1897 Dvořák’s daughter Otilie married his student, the composer Josef Suk. In the same year, Dvořák was
appointed a member of the jury for the Viennese Artists’ Stipendium, and was later honored with a medal. In April
1901, he became a member of the Austro-Hungarian House of Lords, along with the leading Czech poet Jaroslav
Vrchlický. He also succeeded Antonín Bennewitz as director of the Prague Conservatory from November 1901
until his death. Dvořák’s 60th birthday was celebrated as a national event, with concerts and a banquet organized
in his honor. His final performance as conductor with the Czech Philharmonic took place on April 4, 1900. Due to
illness, he missed the performances of his oratorio Saint Ludmila, the violin concerto (solo part played by
František Ondříček), and the New World Symphony at the ‘First Czech Music Festival’ held in April 1904 in
Prague.

Dvořák died on May 1, 1904, of an undiagnosed cause, following five weeks of illness, at the age of 62, leaving
many unfinished works. His funeral service was held on May 5, and his ashes were interred in the Vyšehrad
cemetery in Prague, beneath a bust by Czech sculptor Ladislav Šaloun.

Style

Dvořák’s gravesite in the Vyšehrad cemetery

Dvořák had been an admirer of Wagner’s music since 1857. Around 1870, Dvořák created some of his most
important works influenced by Wagner and Neoromanticism, such as the opera Alfred and string quartets in B-flat
major, E minor and D major. Dvořák was passionate about his homeland. Many of his compositions, such as the
Slavonic Dances and his large collection of songs, were directly inspired by Czech, Moravian, and other Slavic
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traditional music. His major works reflect his heritage and the love he had for his native land. Dvořák followed in
the footsteps of Bedřich Smetana, the composer who created the modern Czech musical style. Dvořák’s third
symphony (1873) remained under Wagner’s influence, but from then on Dvořák’s style was “moving steadily in
the direction of classical models.” To be more specific about “classical models”, in 1894 Dvořák wrote an article in
which he said the composers of the past he admired most were Bach, Mozart, Beethoven and Schubert. As the
article was specifically on Schubert, three years in advance of the centennial of Schubert’s birth, it seems Dvořák
had a special predilection toward Schubert.

The “Slavic period” in Dvořák’s work was directly influenced by the political situation in Bohemia of his time. In the
late 1870s, after the unsuccessful attempts to resolve the political and legal status of the Czech people in the
Austro-Hungarian monarchy, he decided to support the national liberation movement and focused on expressing
his feelings using elements of Slavic folk music in his compositions. In the third movement of his String Quartet in
D major, he uses as the main theme melody of the patriotic song Hej, Slované (Hey, Slavs), which was at that
time banned by the Austrian authorities and whose public singing and performances were severely punished.

As the basis for his works, Dvořák frequently used folk dance forms, such as odzemek, furiant, mazurka,
polonaise or Serbian Kolo, and also folk song forms of Slavic peoples, such as dumka. The influence is most
significantly apparent in his Slavonic Dances, Three Slavonic Rhapsodies (1878), orchestral Polonaise (1879),
Quartet in E-flat major (1879, nicknamed “Slavonic”), Symphony in D major and the opera Dimitrij (1882).

Works
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Dvořák wrote in a variety of forms: his nine symphonies generally stick to classical models, but he also worked in
the newly developed form of symphonic poem. Many of his works show the influence of Czech genuine folk
music, both in terms of elements such as rhythms and melodic shapes; amongst these are the two sets of
Slavonic Dances, the Symphonic Variations, and the overwhelming majority of his songs, but echoes of such
influence are also found in his major choral works. Dvořák also wrote operas (of which the best known is
Rusalka); serenades for string orchestra and wind ensemble; chamber music (including a number of string
quartets and quintets); and piano music.

Numbering

While a large number of Dvořák’s works were given opus numbers, these did not always bear a logical
relationship to the order in which they were either written or published. To achieve better sales, some publishers
such as N. Simrock preferred to present budding composers as being well established, by giving some relatively
early works much higher opus numbers than their chronological order would merit. In other cases, Dvořák
deliberately provided new works with lower opus numbers to be able to sell them outside contract obligations to
other publishers. An example is the Czech Suite which Dvořák didn’t want to sell to Simrock, and had published
with Schlesinger as Op. 39 instead of Op.52. In this way it could come about that the same opus number was
given to more than one of Dvořák’s works; for example the opus number 12, which was assigned, successively,
to: the opera King and Charcoal Burner (1871), the Concert Overture in F (1871, derived from the opera), the
String Quartet No. 6 in A minor (1873), the Furiant in G minor for piano (1879), and the Dumka in C minor for
piano (1884). In yet other cases, a work was given as many as three different opus numbers by different
publishers.

The sequential numbering of his symphonies has also been confused: (a) they were initially numbered by order of
publication, not composition; (b) the first four symphonies to be composed were published after the last five; and
(c) the last five symphonies were not published in order of composition. This explains why, for example, the New
World Symphony was originally published as No. 5, was later known as No. 8, and definitively renumbered as No.
9 in the critical editions published in the 1950s.

All of Dvořák’s works were chronologically catalogued by Jarmil Burghauser. As an example, in the Burghauser
catalogue, the New World Symphony, Op. 95, is B.178. Scholars today often refer to Dvořák’s works by their B



numbers (for Burghauser), partly because many early works do not have opus numbers. References to the
traditional opus numbers are still common, in part because the opus numbers have historical continuity with
earlier scores and printed programs. The opus numbers are still more likely to appear in printed programs for
performances.

Symphonies

Title page of the autograph score of Dvořák’s ninth symphony

During Dvořák’s life, only five of his symphonies were widely known. The first published was his sixth, dedicated
to Hans Richter. After Dvořák’s death, research uncovered four unpublished symphonies, of which the manuscript
of the first had even been lost to the composer himself. This led to an unclear situation in which the New World
Symphony has alternately been called the 5th, 8th and 9th. This article uses the modern numbering system,
according to the order in which they were written.

With their broadly lyrical style and accessibility to the listener, Dvořák’s symphonies seem to derive from the
Schubertian tradition; but, as Taruskin suggests, the great difference was Dvořák’s use of “cyclic” form, especially
in his later symphonies (and indeed concertos), whereby he “occasionally recycled themes from movement to
movement to a degree which lent his works a tinge of secret ‘programmaticism’.”

Symphony No. 1 in C minor, Op. 3, was written in 1865 when Dvořák was 24 years old and it was later subtitled
The Bells of Zlonice, referring to the time Dvořák from ages 13 to 16 had spent in the village of Zlonice and in the
church there. Like the Symphony No. 2 in B-flat major, Op. 4, also in 1865, it is, despite touches of originality, too
wayward to maintain a place in the standard symphonic repertory.

Symphony No. 3 in E-flat major, Op. 10 (c. 1873), shows the impact of Dvořák’s recent acquaintance with the
music of Richard Wagner. This influence is less evident in Symphony No. 4 in D minor, Op. 13, except for the
start of the second movement.

Symphony No. 5 in F major, Op. 76, and Symphony No. 6 in D major, Op. 60, are largely pastoral in nature. The
Sixth, published in 1880, shows a resemblance to the Symphony No. 2 of Brahms, particularly in the outer
movements, though this similarity is belied by the third-movement furiant, a vivid Czech dance. This was the
symphony that made Dvořák internationally known as a symphonic composer.

Symphony No. 7 in D minor of 1885, Op. 70, was written when Dvořák was struggling to have his Czech operas
accepted in Vienna, feeling pressure to write operas in German.

Symphony No. 8 in G major, Op. 88, is characterized by a warmer and more optimistic tone. Karl Schumann (in
booklet notes for a recording of all the symphonies by Rafael Kubelík) compares it to the works of Gustav Mahler.
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Symphony No. 9 in E minor, Op. 95,is also known by its subtitle, From the New World, or as the New World
Symphony. Dvořák wrote it between January and May 1893, while he was in New York. At the time of its first
performance, he claimed that he used elements from American music such as spirituals and Native American
music in this work, but he later denied this. In an article published in the New York Herald on December 15, 1893,
he wrote, “[In the 9th symphony] I have simply written original themes embodying the peculiarities of the Indian
music.” Neil Armstrong took a recording of the New World Symphony to the Moon during the Apollo 11 mission,
the first Moon landing, in 1969, and in 2009 it was voted the favourite symphony in a poll run by ABC Classic FM
in Australia.

Many conductors have recorded cycles of the symphonies, including Karel Ančerl, István Kertész, Rafael Kubelík,
Otmar Suitner, Libor Pešek, Zdeněk Mácal, Václav Neumann, Witold Rowicki, and Neeme Järvi.

Adolf Čech premiered more of Dvořák’s symphonies than anyone else. He conducted the first performances of
Nos. 2, 5 and 6; the composer premiered Nos. 7 and 8; Bedřich Smetana led Nos. 3 and 4; Anton Seidl
conducted No. 9; and Milan Sachs premiered No. 1.

Symphonic poems

Dvořák’s symphonic poems (tone poems) are among his most original symphonic works. He wrote five symphonic
poems, all in 1896–1897, and they have sequential opus numbers: The Water Goblin, Op. 107; The Noon Witch,
Op. 108; The Golden Spinning Wheel, Op. 109; The Wild Dove, Op. 110; and A Hero’s Song, Op. 111. The first
four of these works are based upon ballads from the collection Kytice by the Czech folklorist Karel Jaromír Erben.
A Hero’s Song is based on a program of Dvořák’s devising and is believed to be autobiographical.

Choral works

The title page of the score of Stabat Mater

To Dvořák’s main choral works belong his setting of Stabat Mater (the longest extant setting of that work), his
Requiem, his setting of the Te Deum and his Mass in D major.

The Stabat Mater, Op. 58, is an extensive (c. 90 minutes) vocal-instrumental sacred work for soli (soprano, alto,
tenor and bass), choir and orchestra based on the text of an old church hymn with the same name. The first
inspiration for creating this piece was the death of the composer’s daughter, Josefa.
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Antonín Dvořák composed his Requiem in 1890, at the beginning of the peak period of his career. Dvořák was a
deeply religious man, and this work reflects his faith and spirituality. The premiere of the work took place on
October 9, 1891 in Birmingham, conducted by Dvořák himself. The greatest success was probably its
performance in Vienna in 1900, where Dvořák achieved a major triumph, in contrast to a previously hostile
Viennese audience.

The Te Deum, Op. 103, is a cantata for soprano and baritone solo, choir and orchestra to the Latin text of the
famous hymn Te Deum (God, we laud You). It was composed in 1892 and dedicated to the 400th anniversary of
the discovery of America. The composition had been completed before Dvořák moved to America and was
commissioned by Jeanette Thurber in 1891, when the composer accepted a position as director of her school.
The composition, which is on a more intimate scale than the Stabat Mater and Requiem, was premiered at
Dvořák’s first concert in New York on October 21, 1892.

The Mass in D major (originally numbered as Op. 76, finally as Op. 86) was originally intended for organ, solo
voices and small choir. The work was given its final shape in the year 1892 when, in response to a request from
the Novello publishers of London, Dvořák arranged his Mass for a symphony orchestra.

Other choral works by Dvořák include: The Spectre’s Bride and his oratorio Saint Ludmila.

Concerti

The writer Harold C. Schonberg suggested that Dvořák wrote “an attractive Piano Concerto in G minor with a
rather ineffective piano part, a beautiful Violin Concerto in A minor, and a supreme Cello Concerto in B minor”. All
the concerti are in the classical three-movement form.

The Concerto for Piano and Orchestra in G minor, Op. 33 was the first of three concerti that Dvořák composed
and orchestrated, and it is perhaps the least known of those three.

The Concerto for Violin and Orchestra in A minor, Op. 53 was the second of the three concerti that Dvořák
composed and orchestrated. He had met the great violinist Joseph Joachim in 1878 and decided to write a
concerto for him. He finished it in 1879, but Joachim was skeptical of the work. The concerto was premiered in
1883 in Prague by the violinist František Ondříček, who also gave its first performances in Vienna and London.

The Concerto for Cello and Orchestra in B minor, Op. 104 was the last composed of Dvořák’s concerti. He wrote
it in 1894–1895 for his friend the cellist Hanuš Wihan. Wihan and others had asked for a cello concerto for some
time, but Dvořák always refused, stating that the cello was a fine orchestral instrument but completely insufficient
for a solo concerto. Dvořák composed the concerto in New York while serving as the Director of the National
Conservatory. In 1894 Victor Herbert, who was also teaching at the Conservatory, had written a cello concerto
and presented it in a series of concerts. Dvořák attended at least two performances of Victor Herbert’s cello
concerto and was inspired to fulfill Wihan’s request for a cello concerto. Dvořák’s concerto received its premiere in
London on March 16, 1896, with the English cellist Leo Stern. The reception was “enthusiastic.” Brahms said of
the work: “Had I known that one could write a cello concerto like this, I would have written one long ago!” Not only
did Harold Schonberg call the cello concerto “supreme”, the cellist and author Robert Battey wrote “I believe it to
be the greatest of all cello concertos…an opinion shared by most cellists”. A compiler of discographies of
Dvořák’s music wrote that his is the “king” of cello concertos.

Over thirty years earlier in 1865, Dvořák had composed a Cello Concerto in A major, but with accompaniment by
piano rather than orchestra. It is believed Dvořák had intended to orchestrate it, but abandoned it. It was
orchestrated by the German composer Günter Raphael between 1925 and 1929, and again by his cataloguer
Jarmil Burghauser and was published in this form in 1952 as B.10.

Chamber music
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Over a period of almost 30 years, Dvořák’s output of chamber music was prolific and diverse, composing more
than 40 works for ensembles with strings.

In 1860 just after he finished his education at the Organ school, Dvořák composed his String Quintet No. 1 in A
minor, Op. 1. Two more would follow, of which the String Quintet No. 2 in G major, Op. 77 from early 1875, is
noteworthy for the use of a double bass. It was written for a chamber music competition sponsored by the
Umělecká beseda (Artistic Circle), where it was unanimously awarded the prize of five ducats for the “distinction
of theme, the technical skill in polyphonic composition, the mastery of form and the knowledge of the instruments”

displayed. The String Quintet No.3 in E♭ major, Op. 97, with a second viola added, was written near the end of
his output for chamber ensemble during his American period in 1893, when he spent a summer holiday in
Spillville, Iowa.

Within a year after completing his first string quintet, Dvořák completed his String Quartet No. 1 in A major, Op. 2,
the first of his fourteen string quartets. For some time Dvořák was very tentative in his approach to quartets. In
the 1880s Dvořák made a list of compositions he had destroyed, which lists two quartets and 2 other quartets. He
may well have destroyed the scores, but only after the individual instrumental parts had been copied out. The
number of errors in the parts makes it highly unlikely that he actually had them played. The quartets numbered 2
to 4 were probably composed between 1868 and 1870 and show the strong influence of the music of Richard
Wagner. Dvořák kept the manuscripts of these quartets but did not give them opus numbers. They have numbers
B.17, B.18, and B.19 in the Burghauser catalog. An Andante religioso from his fourth quartet was used five years
later in his second string quintet Op. 77, as a second movement named Intermezzo: Nocturne, making this a five-
movement composition.

In 1873 Dvořák’s life turned for the better: he married Anna Čermáková, and he had his first great success with
his cantata Dědicové bilé hory (The Heirs of the White Mountain). The two Quartets he wrote in this year show a
stronger sense of form. The composition of his String Quartet No. 5 in F minor, Op. 9, B.37,came at a time of
mood extremes: success with the cantata, the acceptance of his second opera for rehearsal by Smetana, and his
marriage, but also the setback of the total failure of the opera rehearsals, and the ultimate rejection of the work.

His most popular quartet is his twelfth, the American, Op. 96. He also composed two piano quintets, both in A
major, of which the second, Op. 81, is the better known. He left a Terzetto for two violins and viola (Op. 74); two
piano quartets, a string sextet; Op. 48; and four piano trios, including the Piano Trio No. 4 (subtitled Dumky), Op.
90. He also wrote a set of Bagatelles, Op. 47, for the unusual instrumentation of two violins, cello, and
harmonium, two waltzes for string quartet, and a set of twelve love songs arranged for quartet, taken from his set
of 18 songs originally composed in 1865 entitled Cypresses.

Operas

In a 1904 interview, Dvořák claimed that opera was ‘the most suitable form for the nation’. If this nationalist
sentiment was at the heart of his opera compositions, he also struggled to find a style straddling Czech traditional
melody and the grand opera style of Giacomo Meyerbeer, which he experienced as lead viola player in the
orchestra of Prague’s Provisional Theatre between 1862 and 1871, and whose influence is very evident in his
works such as Vanda and Dimitrij. His later interest in the music of Richard Wagner also affected his operas,
evident in the very extensive rewrite of Dmitirij in 1894, following its failure at Vienna.

Of all his operas, only Rusalka, Op. 114, which contains the well-known aria “Měsíčku na nebi hlubokém” (“Song
to the Moon”), is played on contemporary opera stages with any frequency outside the Czech Republic. This is
attributable to their uneven invention and libretti, and perhaps also their staging requirements — The Jacobin,
Armida, Vanda and Dimitrij need stages large enough to portray invading armies.

There is speculation by Dvořák scholars such as Michael Beckerman that portions of his Symphony No. 9 “From
the New World”, notably the second movement, were adapted from studies for a never-written opera about
Hiawatha.

Songs

The song cycle of 10 Biblical Songs, op.99, was written in March 1894. It was at this time Dvořák was informed of
the death of the famous conductor, and his close personal friend, Hans von Bülow. Just a month earlier, he had
been grieved to hear that his father was near death, far away in Bohemia. Dvořák consoled himself in the



Psalms. The resulting work, considered the finest of his song cycles, is based on the text of Czech Bible of
Kralice. As fate would have it, his father expired 2 days after the completion of the work.

Another well known cycle is the seven Gypsy Songs (Czech Cikánské melodie) B. 104, Op. 55 which includes
“Songs My Mother Taught Me” (the fourth of the set).

Dvořák created many other songs inspired by Czech national traditional music, such as the “Love Songs”,
“Evening Songs”, etc.

Other works

From other important works, that show also the influence of Czech folk music, both in terms of rhythms and
melodic shapes; perhaps the best known examples are the two sets of Slavonic Dances, written in two series.
The first book, Op. 46 (1878), is predominantly Czech in respect to the forms represented. They were created for
piano duet (one piano, four hands), but Dvořák proceeded to orchestrate the entire set, completing that version
the same year. The second book, Op. 72 (as well as previous composed originally for piano) which came along
nine years later, includes forms native to such other Slavic lands as Serbia, Poland and Ukraine.

Dvořák, however, in dealing with his own native idiom, did not use actual folk tunes in his dances, but created his
own themes in the authentic style of traditional folk music, using only rhythms of original folk dances.

A work that does not fit into any of the above categories is the Symphonic Variations of 1877, the first set of
orchestral variations on an original theme to be composed as a freestanding work. Originally unsuccessful and
revived only after ten years, it has since established itself in the repertoire.

Influence

Influence in America

Dvořák had a prominent role to play in the development of American music. The second half of the nineteenth
century saw a blossoming of national styles, as countries looked to their cultural roots to celebrate their heritage
through music that evoked these themes and folk melodies. Dvořák supported Cecil Sharp in England in his
efforts to collect and encourage English Folk Music as a conduit for national renewal. He found the inspiration he
needed for American music in the melodies of Native and African Americans. In his opinion, these were the
melodies that would contribute most heavily to the foundation of an American musical style. Dvořák was
introduced to African American spirituals through his friendship with Harry Burleigh, one of his students who later
became his personal assistant. Burleigh shared with Dvořák many of the songs his grandfather used to sing to
him, and Dvořák encouraged Burleigh to transcribe and perform many of these melodies. Burleigh’s
performances of these native melodies would later influence musicians like Marian Anderson.

Antonín Dvořák’s career in America served as an impetus in the development of an American style of music that
influenced future generations. His challenge to American musicians, as well as his American-inspired pieces,
served as a model for many composers. Some of these, such as Amy Beach and William Grant Still, took his
suggestion to heart and tried to find their own manner of creating an American music. He simply helped in the
formation of an American style, a process that would continue through the students he instructed and into the
ensuing decades as American music developed its own identity.

In 1943, an American Liberty ship of the U.S. Navy was named USNS Antonín Dvořák in his honor.

Notable students

For a listing of Dvořák’s notable students, see List of music students by teacher#Antonín Dvořák.
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DVOŘÁK: SLAVONIC DANCES

The title page of the first series of Slavonic Dances with Dvořák’s dedication to Mr. Wassman

Slavonic DancesSlavonic Dances

The Slavonic Dances (Czech: Slovanské tance) are a series of 16 orchestral pieces composed by Antonín
Dvořák in 1878 and 1886 and published in two sets as Opus 46 and Opus 72 respectively. Originally written
for piano four hands, the Slavonic Dances were inspired by Johannes Brahms’s own Hungarian Dances and
were orchestrated at the request of Dvořák’s publisher soon after composition. The pieces, lively and overtly
nationalistic, were well received at the time and today are among the composer’s most memorable works,
occasionally making appearances in popular culture.

The Op. 46 set is listed in the Burghauser catalogue as B.78 in the original piano four hand version, and as
B.83 in the orchestral version. The Op. 72 set is catalogued as B.145 in the piano four hand version, and as
B.147 in the orchestral version.

Composition

Prior to the publication of the Slavonic Dances, Op. 46, Dvořák was a relatively unknown composer and was of
modest means. Consequently, he had applied for the Austrian State Prize fellowship (German `Stipendium’) in
order to fund his composing work. After he won the prize 3 times in 4 years (1874, 1876–77), Johannes Brahms,
as one of the members of the committee responsible for awarding the stipend, referred Dvořák to his own
publisher, Fritz Simrock. The first of Dvořák’s music to be published by Simrock was the Moravian Duets, which
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attained widespread success; encouraged, Simrock asked the composer to write something with a dance-like
character.

Unsure how to begin, Dvořák used Brahms’s Hungarian Dances as a model—but only as a model; there are a
number of important differences between the two works. For example, whereas Brahms made use of actual
Hungarian folk melodies, Dvořák only made use of the characteristic rhythms of Slavic folk music: the melodies
are entirely his own. Simrock was immediately impressed by the music Dvořák produced (originally for piano four
hands), and asked the composer for an orchestral version as well. Both versions were published within the year,
and quickly established Dvořák’s international reputation. The enormous success of the Opus 46 dances led
Simrock to request another set of Slavonic Dances in 1886; Dvořák’s subsequent Opus 72 dances met with a
similar reception.

Orchestration

The orchestration for the Slavonic Dances, with minor variations for each number, is as follows:
Piccolo

2 Flutes

2 Oboes

2 Clarinets

2 Bassoons

4 Horns

2 Trumpets

3 Trombones

Timpani

Cymbals

Bass Drum

Triangle

1st, 2nd Violins

Violas

Violoncellos

Double Basses

The music

The types of dances upon which Dvořák based his music include the furiant, the dumka, the polka, the
sousedská, the skočná, the mazurka, the odzemek, the špacírka, the kolo and the polonaise. A full performance
of each opus typically takes approximately 40 minutes.

Opus 46

• No. 1 in C major (Furiant)
• No. 2 in E minor (Dumka)
• No. 3 in A-flat major (Polka)
• No. 4 in F major (Sousedská)



• No. 5 in A major (Skočná)
• No. 6 in D major (Sousedská)
• No. 7 in C minor (Skočná)
• No. 8 in G minor (Furiant)

Opus 72

The dances of this opus are sometimes numbered separately from the first and sometimes as numbers 9–16.
Most editions give both numbers.

• No. 1 (9) in B major (Odzemek)
• No. 2 (10) in E minor (Starodávný)
• No. 3 (11) in F major (Skočná)
• No. 4 (12) in D-flat major (Dumka)
• No. 5 (13) in B-flat minor (Špacírka)
• No. 6 (14) in B-flat major (Starodávný (“Ancient”))
• No. 7 (15) in C major (Kolo)
• No. 8 (16) in A-flat major (Sousedská)

External links

• Further information on antonin-dvorak.cz
• Slavonic Dances, Op. 46, Op. 72: Free scores at the International Music Score Library Project
• Václav Talich recording Dvorak Slavonic Dances with the Czech Philharmonic in 1955
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DVORAK: SLAVONIC DANCES NO.2 VIDEO

Watch this video online: https://youtu.be/vWOwZLYYQjA
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Portrait of Bedřich Smetana

Bedřich SmetanaBedřich Smetana

Bedřich SmetanaBedřich Smetana (Czech pronunciation: [ˈbɛdr̝ɪx ˈsmɛtana]; 2 March 1824 – 12 May 1884) was a Czech composer
who pioneered the development of a musical style which became closely identified with his country’s
aspirations to independent statehood. He is thus widely regarded in his homeland as the father of Czech
music. Internationally he is best known for his opera The Bartered Bride; for the symphonic cycle Má vlast
(“My Homeland”), which portrays the history, legends and landscape of the composer’s native land; and for his
First String Quartet, From My Life.

Smetana was naturally gifted as a pianist, and gave his first public performance at the age of six. After his
conventional schooling, he studied music under Josef Proksch in Prague. His first nationalistic music was
written during the 1848 Prague uprising, in which he briefly participated. After failing to establish his career in
Prague, he left for Sweden, where he set up as a teacher and choirmaster in Gothenburg, and began to write
large-scale orchestral works. During this period of his life Smetana was twice married; of six daughters, three
died in infancy.

In the early 1860s, a more liberal political climate in Bohemia encouraged Smetana to return permanently to
Prague. He threw himself into the musical life of the city, primarily as a champion of the new genre of Czech
opera. In 1866 his first two operas, The Brandenburgers in Bohemia and The Bartered Bride, were premiered
at Prague’s new Provisional Theatre, the latter achieving great popularity. In that same year, Smetana
became the theatre’s principal conductor, but the years of his conductorship were marked by controversy.
Factions within the city’s musical establishment considered his identification with the progressive ideas of
Franz Liszt and Richard Wagner inimical to the development of a distinctively Czech opera style. This
opposition interfered with his creative work, and may have hastened the health breakdown which precipitated
his resignation from the theatre in 1874.

By the end of 1874, Smetana had become completely deaf but, freed from his theatre duties and the related
controversies, he began a period of sustained composition that continued for almost the rest of his life. His
contributions to Czech music were increasingly recognised and honoured, but a mental collapse early in 1884
led to his incarceration in an asylum and his subsequent death.
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Smetana’s reputation as the founding father of Czech music has endured in his native country, where
advocates have raised his status above that of his contemporaries and successors. However, relatively few of
Smetana’s works are in the international repertory, and most foreign commentators tend to regard Antonín
Dvořák as a more significant Czech composer.

Biography

Family background and childhood

Bedřich Smetana was born as Friedrich Smetana on 2 March 1824, in Litomyšl, east of Prague near the
traditional border between Bohemia and Moravia, then provinces of the Habsburg Empire. He was the third child,
and first son, of František Smetana and his third wife Barbora Lynková. František had fathered eight children in
two earlier marriages, five daughters surviving infancy; he and Barbora had ten more children, of whom seven
reached adulthood. At this time, under Habsburg rule, German was the official language of Bohemia. František
knew Czech, but for business and social reasons rarely used it, and his children were ignorant of the correct
literary Czech until much later in their lives.

Count Waldstein’s castle in Smetana’s birthplace, Litomyšl, Bohemia

The Smetana family came from the Hradec Králové region of Bohemia. František had initially learned the trade of
a brewer, and had acquired moderate wealth during the Napoleonic Wars by supplying clothing and provisions to
the French Army. He subsequently managed several breweries before coming to Litomyšl in 1823 as brewer to
Count Waldstein, whose Renaissance castle dominates the town.

The elder Smetana, although uneducated, had a natural gift for music and played in a string quartet. Bedřich was
introduced to music by his father and in October 1830, at the age of six, gave his first public performance. At a
concert held in Litomyšl’s Philosophical Academy he played a piano arrangement of Auber’s overture to La
muette de Portici, to a rapturous reception. In 1831 the family moved to Jindřichův Hradec in the south of
Bohemia – the region where, a generation later, Gustav Mahler grew up. Here, Smetana attended the local
elementary school and later the gymnasium. He also studied violin and piano, discovering the works of Mozart
and Beethoven, and began composing simple pieces of which one, a dance (Kvapiček, or “Little Galop”), survives
in sketch form.

In 1835, František retired to a farm in the south-eastern region of Bohemia. There being no suitable local school,
Smetana was sent to the gymnasium at Jihlava, where he was homesick and unable to study. He then transferred
to the Premonstratensian school at Německý Brod, where he was happier and made good progress. Among the
friends he made here was the future Czech revolutionary poet Karel Havlíček,whose departure for Prague in 1838
may have influenced Smetana’s own desire to experience life in the capital. The following year, with František’s
approval, he enrolled at Prague’s Academic Grammar School under Josef Jungmann, a distinguished poet and
linguist who was a leading figure in the movement for Czech national revival.
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Apprentice musician

First steps

Smetana arrived in Prague in the autumn of 1839. Finding Jungmann’s school uncongenial (he was mocked by
his classmates for his country manners), Smetana soon began missing classes. He attended concerts, visited the
opera, listened to military bands and joined an amateur string quartet for whom he composed simple pieces. After
Liszt gave a series of piano recitals in the city, Smetana became convinced that he would find satisfaction only in
a musical career. He confided to his journal that he wanted “to become a Mozart in composition and a Liszt in
technique”. However, the Prague idyll ended when František discovered his son’s truancy, and removed him from
the city. František at this time saw music as a diverting pastime, not as a career choice. Smetana was placed
temporarily with his uncle in Nové Město, where he enjoyed a brief romance with his cousin Louisa. He
commemorated their passion in Louisa’s Polka, Smetana’s earliest complete composition that has survived.

An older cousin, Josef Smetana, a teacher at the Premonstratensian School in Plzeň (Pilsen), then offered to
supervise the boy’s remaining schooling, and in the summer of 1840 Smetana departed for Plzeň. He remained
there until he completed his schooling in 1843. His skills as a pianist were in great demand at the town’s many
soirées, and he enjoyed a hectic social life. This included a number of romances, the most important of which was
with Kateřina Kolářová, whom he had known briefly in his early childhood. Smetana was entirely captivated with
her, writing in his journal: “When I am not with her I am sitting on hot coals and have no peace”. He composed
several pieces for her, among which are two Quadrilles, a song duet, and an incomplete piano study for the left
hand. He also composed his first orchestral piece, a B-flat minuet.

Student and teacher

By the time Smetana completed his schooling, his father’s fortunes had declined. Although František now agreed
that his son should follow a musical career, he could not provide financial support. In August 1843 Smetana
departed for Prague with twenty gulden, and no immediate prospects. Lacking any formal musical training, he
needed a teacher, and was introduced by Kateřina Kolářová’s mother to Josef Proksch, head of the Prague Music
Institute – where Kateřina was now studying. Proksch used the most modern teaching methods, drawing on
Beethoven, Chopin, Berlioz and the Leipzig circle of Liszt. In January 1844 Proksch agreed to take Smetana as a
pupil, and at the same time the young musician’s financial difficulties were eased when he secured an
appointment as music teacher to the family of a nobleman, Count Thun.

For the next three years, besides teaching piano to the Thun children, Smetana studied theory and composition
under Proksch. The works he composed in these years include songs, dances, bagatelles, impromptus and the G
minor Piano Sonata. In 1846 Smetana attended concerts given in Prague by Berlioz, and in all likelihood met the
French master at a reception arranged by Proksch. At the home of Count Thun he met Robert and Clara
Schumann, and showed them his G minor sonata, but failed to win their approval for this work – they detected too
much of Berlioz in it. Meanwhile his friendship with Kateřina blossomed. In June 1847, on resigning his position in
the Thun household, Smetana recommended her as his replacement. He then set out on a tour of Western
Bohemia, hoping to establish a reputation as a concert pianist.

Early career

Revolutionary

Smetana’s concert tour to Western Bohemia was poorly supported, so he abandoned it and returned to Prague,
where he made a living from private pupils and occasional appearances as an accompanist in chamber
concerts. He also began work on his first major orchestral work, the Overture in D major.



A depiction of the barricades on the Charles Bridge, Prague, 1848. Smetana was briefly a participant in the
uprising.

For a brief period in 1848, Smetana was a revolutionary. In the climate of political change and upheaval that
swept through Europe in that year, a pro-democracy movement in Prague led by Smetana’s old friend Karel
Havlíček was urging an end to Habsburg absolutist rule and for more political autonomy. A Citizens’ Army
(“Svornost”) was formed to defend the city against possible attack. Smetana wrote a series of patriotic works,
including two marches dedicated respectively to the Czech National Guard and the Students’ Legion of the
University of Prague, and The Song of Freedom to words by Ján Kollár. In June 1848, as the Habsburg armies
moved to suppress rebellious tendencies, Prague came under attack from the Austrian forces led by the Prince of
Windisch-Grätz. As a member of Svornost, Smetana helped to man the barricades on the Charles Bridge. The
nascent uprising was quickly crushed, but Smetana avoided the imprisonment or exile received by leaders such
as Havlíček. During his brief spell with Svornost, he met the writer and leading radical, Karel Sabina, who would
later provide libretti for Smetana’s first two operas.

Piano Institute

Early in 1848, Smetana wrote to Franz Liszt, whom he had not yet met, asking him to accept the dedication of a
new piano work, Six Characteristic Pieces, and recommend it to a publisher. He also requested a loan of
400 gulden, to enable him to open a music school. Liszt replied cordially, accepting the dedication and promising
to help find a publisher, but he offered no financial assistance. This encouragement was the beginning of a
friendship that was of great value to Smetana in his subsequent career. Despite Liszt’s lack of financial support,
Smetana was able to start a Piano Institute in late August 1848, with twelve students. After a period of struggle
the Institute began to flourish and became briefly fashionable, particularly among supporters of Czech nationalism
in whose eyes Smetana was developing a reputation. Proksch wrote of Smetana’s support for his people’s cause,
and said that he “could well become the transformer of my ideas in the Czech language.” In 1849 the Institute
was relocated to the home of Kateřina’s parents, and began to attract distinguished visitors; Liszt came regularly,
and the former emperor Ferdinand, who had settled in Prague, attended the school’s matinée
concerts. Smetana’s performances in these concerts became a recognised feature of Prague’s musical life. In
this time of relative financial stability Smetana married Kateřina, on 27 August 1849. Four daughters were born to
the couple between 1851 and 1855.

Budding composer

In 1850, notwithstanding his revolutionary sentiments, Smetana accepted the post of Court Pianist in Ferdinand’s
establishment in Prague Castle. He continued teaching in the Piano Institute, and devoted himself increasingly to
composition. His works, mainly for the piano, included the three-part Wedding Scenes, some of the music of
which was later used in The Bartered Bride. He also wrote numerous short experimental pieces collected under
the name Album Leaves, and a series of polkas. During 1853–54 he worked on a major orchestral piece, the
Triumphal Symphony, composed to commemorate the wedding of Emperor Franz Joseph. The symphony was
rejected by the Imperial Court, possibly on the grounds that the brief musical references to the Austrian national
anthem were not sufficiently prominent. Undeterred, Smetana hired an orchestra at his own expense to perform
the symphony at the Konvikt Hall in Prague on 26 February 1855. The work was coolly received, and the concert
was a financial failure.
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Private sorrows and professional disenchantment

An oil portrait of Smetana, 1854

In the years between 1854 and 1856 Smetana suffered a series of personal blows. In July 1854 his second
daughter, Gabriela, died of tuberculosis. A year later his eldest daughter Bedřiška, who at the age of four was
showing signs of musical precocity, died of scarlet fever. Smetana wrote his Piano Trio in G minor as a tribute to
her memory; it was performed in Prague on 3 December 1855 and, according to the composer, was received
“harshly” by the critics, although Liszt praised it. Smetana’s sorrows continued; just after Bedřiška’s death a fourth
daughter, Kateřina, had been born but she, too, died in June 1856. By this time Smetana’s wife Kateřina had also
been diagnosed with tuberculosis.

In July 1856, Smetana received news of the death in exile of his revolutionary friend Karel Havlíček. The political
climate in Prague was a further source of gloom; hopes of a more enlightened government and social reform
following Franz Joseph’s accession in 1848 had faded as Austrian absolutism reasserted itself under Baron
Alexander von Bach. Despite the good name of the Piano Institute, Smetana’s status as a concert pianist was
generally considered to be below that of contemporaries such as Alexander Dreyschock. Critics acknowledged
Smetana’s “delicate, crystalline touch”, closer in style to Chopin than Liszt, but believed that his physical frailty
was a serious drawback to his concert-playing ambitions. His main performance success during this period was
his playing of Mozart’s D minor Piano Concerto at a concert celebrating the centenary of Mozart’s birth, in
January 1856. His disenchantment with Prague was growing and, perhaps influenced by Dreyschock’s accounts
of opportunities to be found in Sweden, Smetana decided to seek success there. On 11 October 1856, after
writing to his parents that “Prague did not wish to acknowledge me, so I left it”, he departed for Gothenburg.

Years of travel

Gothenburg

Smetana initially went to Gothenburg without Kateřina. Writing to Liszt, he said that the people there were
musically unsophisticated, but he saw this as an opportunity “for an impact I could never have achieved in
Prague.” Within a few weeks of his arrival he had given his first recital, opened a music school which was rapidly
overwhelmed by applications, and become conductor of the Gothenburg Society for Classical Choral Music. In a
few months Smetana had achieved both professional and social recognition in the city, although he found little
time for composition; two intended orchestral works, provisionally entitled Frithjof and The Viking’s Voyage, were
sketched but abandoned.
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Gothenburg, Sweden, Smetana’s base between 1856 and 1861

In summer 1857, Smetana came home to Prague and found Kateřina in failing health. In June, Smetana’s father
František died. That autumn Smetana returned to Gothenburg, with Kateřina and their surviving daughter Žofie,
but before doing so he visited Liszt in Weimar. The occasion was the Karl August Goethe-Schiller Jubilee
celebrations; Smetana attended performances of Liszt’s Faust Symphony and the symphonic poem Die Ideale,
which invigorated and inspired him. Liszt was Smetana’s principal teacher throughout the latter’s creative life, and
at this time was crucially able to revive his spirits and rescue him from the relative artistic isolation of Gothenburg.

Back in Sweden, Smetana found among his new pupils a young housewife, Fröjda Benecke, who briefly became
his muse and his mistress. In her honour Smetana transcribed two songs from Schubert’s Die schöne Müllerin
cycle, and transformed one of his own early piano pieces into a polka entitled Vision at the Ball. He also began
composing on a more expansive scale. In 1858 he completed the symphonic poem Richard III, his first major
orchestral composition since the Triumphal Symphony. He followed this with Wallenstein’s Camp, inspired by
Friedrich Schiller’s Wallenstein drama trilogy, and began a third symphonic poem Hakon Jarl, based on the tragic
drama by Danish poet Adam Oehlenschläger. Smetana also wrote two large-scale piano works: Macbeth and the
Witches, and an Étude in C in the style of Liszt.

Bereavement, remarriage and return to Prague
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Kateřina’s health gradually worsened and in the spring of 1859 failed completely. Homeward bound, she died at
Dresden on 19 April 1859. Smetana wrote that she had died “gently, without our knowing anything until the quiet
drew my attention to her.” After placing Žofie with Kateřina’s mother, Smetana spent time with Liszt in Weimar,
where he was introduced to the music of the comic opera Der Barbier von Bagdad, by Liszt’s pupil Peter
Cornelius. This work would influence Smetana’s own later career as an opera composer. Later that year he
stayed with his younger brother Karel, and fell in love with Karel’s sister-in-law Barbora (Bettina) Ferdinandiová,
sixteen years his junior. He proposed marriage, and having secured her promise returned to Gothenburg for the
1859–60 winter. The marriage took place the following year, on 10 July 1860, after which Smetana and his new
wife returned to Sweden for a final season. This culminated in April 1861 with a piano performance in Stockholm,
attended by the Swedish royal family. The couple’s first daughter, Zdeňka, was born in September 1861.

Meanwhile, the defeat of Franz Joseph’s army at Solferino in 1859 had weakened the Habsburg Empire, and led
to the fall from power of von Bach. This had gradually brought a more enlightened atmosphere to Prague, and by
1861 Smetana was seeing prospects of a better future for Czech nationalism and culture. Before deciding his
own future, in September Smetana set out on a concert tour of Holland and Germany. He was still hoping to
secure a reputation as a pianist, but once again he experienced failure. Back in Prague, he conducted
performances of Richard III and Wallenstein’s Camp in the Žofín Island concert hall in January 1862, to a muted
reception. Critics accused him of adhering too closely to the “New German” school represented primarily by
Liszt; Smetana responded that “a prophet is without honour in his own land.” In March 1862 he made a last brief
visit to Gothenburg, but the city no longer held his interest; it appeared to him a provincial backwater and,
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whatever the difficulties, he now determined to seek his musical future in Prague: “My home has rooted itself into
my heart so much that only there do I find real contentment. It is to this that I will sacrifice myself.”

National prominence

Seeking recognition

In 1861, it was announced that a Provisional Theatre would be built in Prague, as a home for Czech
opera. Smetana saw this as an opportunity to write and stage opera that would reflect Czech national character,
similar to the portrayals of Russian life in Mikhail Glinka’s operas. He hoped that he might be considered for the
theatre’s conductorship, but the post went to Jan Nepomuk Maýr, apparently because the conservative faction in
charge of the project considered Smetana a “dangerous modernist”, in thrall to avant garde composers such as
Liszt and Wagner. Smetana then turned his attention to an opera competition, organised by Count Jan von
Harrach, which offered prizes of 600 gulden each for the best comic and historical operas based on Czech
culture. With no useful model on which to base his work—Czech opera as a genre scarcely existed—Smetana
had to create his own style. He engaged Karel Sabina, his comrade from the 1848 barricades, as his librettist, and
received Sabina’s text in February 1862, a story of the 13th century invasion of Bohemia by Otto of Brandenburg.
In April 1863 he submitted the score, under the title of The Brandenburgers in Bohemia.

Prague Conservatoire (modern photograph): Smetana’s bid to become its director failed.

At this stage in his career, Smetana’s command of the Czech language was poor. His generation of Czechs was
educated in German, and he had difficulty expressing himself in what was supposedly his native tongue. To
overcome these linguistic deficiencies he studied Czech grammar, and made a point of writing and speaking in
Czech every day. He had become Chorus Master of the nationalistic Hlahol Choral Society soon after his return
from Sweden, and as his fluency in the Czech language developed he composed patriotic choruses for the
Society; The Three Riders and The Renegade were performed at concerts in early 1863. In March of that year
Smetana was elected president of the music section of Umělecká Beseda, a society for Czech artists. By 1864 he
was proficient enough in the Czech language to be appointed as music critic to the main Czech language
newspaper Národní listy. Meanwhile, Bettina had given birth to another daughter, Božena.

On 23 April 1864, Smetana conducted Berlioz’s choral symphony Roméo et Juliette at a concert celebrating the
Shakespeare tercentenary, adding to the programme his own March for the Shakespearean Festival. That year,
Smetana’s bid to become Director of the Prague Conservatory failed. He had set high hopes on this appointment:
“My friends are trying to persuade me that this post might have been especially created for me,” he wrote to a
Swedish friend. His hopes were again dashed by his affiliation with the perceived radical Liszt, the appointing
committee choosing the conservative patriot Josef Krejčí for the post.

Almost three years passed before Smetana was declared the winner of Harrach’s opera competition. Before
then, on 5 January 1866, The Brandenburgers had been performed to an enthusiastic reception at the Provisional
Theatre—over strong opposition from Maýr, who had refused to rehearse or conduct the piece. The idiom was too
advanced for Maýr’s liking, and the opera was eventually staged under the composer’s own direction. “I was
called on stage nine times,” Smetana wrote, recording that the house was sold out and that the critics were full of
praise. Music historian Rosa Newmarch believes that, although The Brandenburgers has not stood the test of
time, it contains all the germs of Smetana’s operatic art.
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Opera maestro

In July 1863, Sabina had delivered the libretto for a second opera, a light comedy entitled The Bartered Bride,
which Smetana composed during the next three years. Because of the success of The Brandenburgers, the
management of the Provisional Theatre readily agreed to stage the new opera, which was premiered on 30 May
1866 in its original two-act version with spoken dialogue. The opera was to go through several revisions and
restructures before reaching the definitive three-act form that in due course established Smetana’s international
reputation. The opera’s first performance was a failure; it was held on one of the hottest evenings of the year, on
the eve of the Austro-Prussian War with Bohemia under imminent threat of invasion by Prussian troops.
Unsurprisingly the occasion was poorly attended, and receipts failed to cover costs. When presented at the
Provisional Theatre in its final form, in September 1870, it was a tremendous public success.

Back in 1866, as the composer of The Brandenburgers with its overtones of German military aggression,
Smetana thought he might be targeted by the invading Prussians, so he absented himself from Prague until
hostilities ceased. He returned in September, and almost immediately achieved a long-standing ambition –
appointment as principal conductor of the Provisional Theatre, at an annual salary of 1,200 gulden. In the
absence of a body of suitable Czech opera, Smetana in his first season presented standard works by Weber,
Mozart, Donizetti, Rossini and Glinka, with a revival of his own Bartered Bride. The quality of Smetana’s
production of Glinka’s A Life for the Tsar angered Glinka’s champion Mily Balakirev, who expressed himself
forcefully. This caused prolonged hostility between the two men. On 16 May 1868 Smetana, representing Czech
musicians, helped to lay the foundation stone for the future National Theatre; he had written a Festive Overture for
the occasion. That same evening Smetana’s third opera, Dalibor, was premièred at Prague’s New Town
Theatre. Although its initial reception was warm its reviews were poor, and Smetana resigned himself to its
failure. This opera soon became the basis of a series of attacks on Smetana, followed by a concerted effort to
drive him from his position as Provisional Theatre conductor.

Opposition

Early in his conductorship Smetana had made a powerful enemy in František Pivoda, the Director of the Prague
School of Singing. Formerly a supporter of Smetana’s, Pivoda was aggrieved when the conductor recruited
singing talent from abroad rather than from Pivoda’s school. In an increasingly bitter public correspondence,
Pivoda claimed that Smetana was using his position to further his own career, at the expense of other composers.

Pivoda then took issue with Dalibor, calling it an example of extreme “Wagnerism” and thus, unsuited as a model
for Czech national opera.”Wagnerism” meant the adoption of Wagner’s theories of a continuous role for the
orchestra and the building of an integrated musical drama, rather than a stringing together of lyrical numbers. The
Provisional Theatre’s chairman, František Rieger, had first accused Smetana of Wagnerist tendencies after the
first performance of The Brandenburgers, and the issue eventually divided Prague’s musical society. Music critic
Otakar Hostinský believed that Wagner’s theories should be the basis of the national opera, and argued that
Dalibor was the beginning of the “correct” direction. The opposite camp, led by Pivoda, supported the principles of
Italian opera, in which the voice rather than the orchestra was the predominant dramatic device.

Even within the theatre itself there was division. Rieger led a campaign to eject Smetana from the conductorship
and reappoint Maýr, and in December 1872 a petition signed by 86 subscribers to the theatre called for
Smetana’s resignation. Strong support from vice-chairman Antonín Čísek, and an ultimatum from prominent
musicians among whom was Antonín Dvořák, ensured Smetana’s survival. In January 1873 he was reappointed,
with a bigger salary and increased responsibility as Artistic Director.

Smetana gradually brought more operas by emergent Czech composers to the theatre, but little of his own
work. By 1872 he had completed his monumental fourth opera, Libuše, his most ambitious work to date, but was
withholding its premiere for the future opening of the National Theatre. The machinations of Pivoda and his
supporters distracted Smetana from composition, and he had further vexation when The Bartered Bride was
produced in Saint Petersburg, in January 1871. Although the audience was enthusiastic, press reports were
hostile, one describing the work as “no better than that of a gifted fourteen-year-old boy.” Smetana was deeply
offended, and blamed his old adversary, Balakirev, for inciting negative feelings against the opera.



Final decade

An oil portrait of Smetana, 1854

Deafness

In the respite following his reappointment, Smetana concentrated on his fifth opera, The Two Widows, composed
between June 1873 and January 1874. After its first performance at the Provisional Theatre on 27 March 1874,
Smetana’s supporters presented him with a decorative baton. But his opponents continued to attack him,
comparing his conductorship unfavourably with the Maýr regime and claiming that under Smetana “Czech opera
sickens to death at least once annually.” By the summer Smetana was ill; a throat infection was followed by a
rash and an apparent blockage to the ears. By mid-August, unable to work, he transferred his duties to his
deputy, Adolf Čech. A press announcement stated that Smetana had “become ill as a result of nervous strain
caused by certain people recently.”

In September, Smetana told the theatre he would resign his appointment unless his health improved. He had
become totally deaf in his right ear, and in October lost all hearing in his left ear also. After his subsequent
resignation the theatre offered him an annual pension of 1,200 gulden for the continued right to perform his
operas, an arrangement which Smetana reluctantly accepted. Money raised in Prague by former students, and
by former lover Fröjda Benecke in Gothenburg, amounted to 1,244 gulden. This allowed Smetana to seek
medical treatment abroad, but to no avail. In January 1875 Smetana wrote in his journal: “If my disease is
incurable, then I should prefer to be liberated from this life.” His spirits were further lowered at this time by a
deterioration in his relationship with Bettina, mainly over money matters. “I cannot live under the same roof as a
person who hates and persecutes me”, Smetana informed her. Although divorce was considered, the couple
stayed unhappily together.

Late flowering

In worsening health, Smetana continued to compose. In June 1876 he, Bettina and their two daughters left
Prague for Jabkenice, the home of his eldest daughter Žofie where, in tranquil surroundings, Smetana was able to
work undisturbed. Before leaving Prague he had begun a cycle of six symphonic poems, called Má vlast (“My
Fatherland”), and had completed the first two, Vyšehrad and Vltava, which had both been performed in Prague
during 1875. In Jabkenice Smetana composed four more movements, the complete cycle being first performed
on 5 November 1882 under the baton of Adolf Čech. Other major works composed in these years were the E
minor String Quartet, From My Life, a series of Czech dances for piano, several choral pieces and three more
operas: The Kiss, The Secret and The Devil’s Wall, all of which received their first performances between 1876
and 1882.
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The National Theatre in Prague, opened 1881, destroyed by fire, rebuilt in 1883

The long-delayed premiere of Smetana’s opera Libuše finally arrived when the National Theatre opened on
11 June 1881. He had not initially been given tickets, but at the last minute was asked into the theatre director’s
box. The audience received the work enthusiastically, and Smetana was called to the stage repeatedly. Shortly
after this event the new theatre was destroyed by fire; despite his infirmities, Smetana helped to raise funds for
the rebuilding. The restored theatre reopened on 18 November 1883, again with Libuše.

These years saw Smetana’s growing recognition as the principal exponent of Czech national music. This status
was celebrated by several events during Smetana’s final years. On 4 January 1880, a special concert in Prague
marked the 50th anniversary of his first public performance; Smetana attended, and played his Piano Trio in G
minor from 1855. In May 1882 The Bartered Bride was given its 100th performance, an unprecedented event in
the history of Czech opera, and so popular that a repeat “100th performance” was staged. A gala concert and
banquet was arranged to honour Smetana’s 60th birthday in March 1884, but he was too ill to attend.

Illness and death

Smetana’s gravestone at the Vyšehrad Cemetery, Prague

In 1879, Smetana had written to a friend, the Czech poet Jan Neruda, revealing fears of the onset of
madness. By the winter of 1882–83 he was experiencing depression, insomnia, and hallucinations, together with
giddiness, cramp and a temporary loss of speech. In 1883 he began writing a new symphonic suite, Prague
Carnival, but could get no further than an Introduction and a Polonaise. He started a new opera, Viola, based on
the character in Shakespeare’s Twelfth Night, but wrote only fragments as his mental state gradually
deteriorated. In October 1883 his behaviour at a private reception in Prague disturbed his friends; by the middle of
February 1884 he had ceased to be coherent, and was periodically violent. On 23 April his family, unable to nurse
him any longer, removed him to the Kateřinky Lunatic Asylum in Prague, where he died on 12 May 1884.
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The Bedřich Smetana Museum on the banks of the Vltava, Prague

The hospital registered the cause of death as senile dementia. However, Smetana’s family believed that his
physical and mental decline was due to syphilis. An analysis of the autopsy report, published by the German
neurologist Dr Ernst Levin in 1972, came to the same conclusion. Tests carried out by Prof. Emanuel Vlček in the
late 20th century on samples of muscular tissue from Smetana’s exhumed body provided further evidence of the
disease. However, this research has been challenged by Czech physician Dr Jiří Ramba, who has argued that
Vlček’s tests do not provide a basis for a reliable conclusion, citing the age and state of the tissues and
highlighting reported symptoms of Smetana’s that were incompatible with syphilis.

Smetana’s funeral took place on 15 May, at the Týn Church in Prague’s Old Town. The subsequent procession to
the Vyšehrad Cemetery was led by members of the Hlahol, bearing torches, and was followed by a large
crowd. The grave later became a place of pilgrimage for musical visitors to Prague. On the funeral evening, a
scheduled performance of The Bartered Bride at the National Theatre was allowed to proceed, the stage draped
with black cloth as a mark of respect.

Smetana was survived by Bettina, their daughters Zdeňka and Božena, and by Žofie. None of them played any
significant role in Smetana’s musical life. Bettina lived until 1908; Žofie, who had married Josef Schwarz in 1874,
predeceased her stepmother, dying in 1902. The younger daughters eventually married, living out their lives
away from the public eye. A permanent memorial to Smetana’s life and work is the Bedřich Smetana Museum in
Prague, originally founded in 1926 within the Charles University’s Institute for Musicology. In 1936 the museum
moved to the former Waterworks building on the banks of the Vltava, and since 1976 has been part of the Czech
Museum of Music.

Music

The basic materials from which Smetana fashioned his art, according to Newmarch, were nationalism, realism
and romanticism. A particular feature of all his later music is its descriptive character – all his major compositions
outside his operas are written to programmes, and many are specifically autobiographical. Smetana’s champions
have recognised the major influences on his work as Liszt, Wagner and Berlioz – the “progressives” – while those
same advocates have often played down the significance of “traditionalist” composers such as Rossini, Donizetti,
Verdi and Meyerbeer.

Piano works

All but a handful of Smetana’s compositions before his departure for Gothenburg had been piano works. Some of
these early pieces have been dismissed by music historian Harold Schonberg as “bombastic virtuoso rhetoric
derived from Liszt”. Under Proksch, however, Smetana acquired more polish, as revealed in works such as the G
minor Sonata of 1846 and the E-flat Polka of the same year. The set of Six Characteristic Pieces of 1848 was
dedicated to Liszt, who described it as “the most outstanding, finely felt and finely finished pieces that have
recently come to my note.” In this period Smetana planned a cycle of so-called “album leaves”, short pieces in
every major and minor key, after the manner of Chopin’s Preludes. The project became somewhat disorganised;
in the pieces completed, some keys are repeated while others are unrepresented. After Smetana’s final return
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from Gothenburg, when he committed himself primarily to the development of Czech opera, he wrote nothing for
the piano for 13 years.

In his last decade Smetana composed three substantial piano cycles. The first, from 1875, was entitled Dreams. It
was dedicated to former pupils of Smetana’s, who had raised funds to cover medical expenses, and is also a
tribute to the composer’s models of the 1840s—Schumann, Chopin and Liszt. Smetana’s last major piano works
were the two Czech Dances cycles of 1877 and 1879. The first of these had the purpose, as Smetana explained
to his publisher, of “idealising the polka, as Chopin in his day did with the mazurka.” The second cycle is a
medley of dances, each given a specific title so that people would know “which dances with real names we
Czechs have.”

Vocal and choral

Smetana’s early songs are settings of German poems for single voice. Apart from his 1848 Song of Freedom, he
did not begin to write pieces for a full choir until after his Gothenburg sojourn, when he composed numerous
works for the Hlahol choral society, mostly for unaccompanied male voices. Smetana’s choral music is generally
nationalistic in character, ranging in scale from the short Ceremonial Chorus written after the death of the
composer’s revolutionary friend Havlíček, to the setting of Song of the Sea, a substantial work with the character
of a choral drama.

Towards the end of his life Smetana returned to simple song-writing, with five Evening Songs (1879) to words by
the poet Vítězslav Hálek. His final completed work, Our Song (1883), is the last of four settings of texts by Josef
Srb-Debrnov. Despite the state of Smetana’s health, this is a happy celebration of Czech song and dance. The
piece was lost for many years, and only received its first performance after rediscovery in 1924.

Chamber

Apart from a juvenile fantasia for violin and piano, Smetana composed only four chamber works, yet each had a
deep personal significance.The Piano Trio in G minor of 1855 was composed after the death of his daughter
Bedřiška; its style is close to that of Robert Schumann, with hints of Liszt, and the overall tone is elegiac. It was
20 years before he returned to the chamber genre with his first String Quartet. This E minor work, subtitled From
My Life, was autobiographical in character, illustrating the composer’s youthful enthusiasm for his art, his
friendships and loves and, in a change of mood, the onset of his deafness represented by a long harmonic E in
the final movement above ominous string tremolos. His second String Quartet, in D minor, written in 1882–83 in
defiance of his doctor’s orders to refrain from all musical activity, was composed in short snatches, “a swirl of
music of a person who has lost his hearing.”It represents Smetana’s frustrations with his life, but is not wholly
gloomy, and includes a bright polka. It was one of his final compositions; between the two quartets he wrote a
violin and piano duet From the homeland, a mixture of melancholy and happiness with strong affinity to Czech folk
material.

Orchestral

Dissatisfied with his first large-scale orchestral work, the D major Overture of 1848, Smetana studied passages
from Beethoven, Mendelssohn, Weber and Berlioz before producing his Triumphal Symphony of 1853. Though
this is dismissed by Rosa Newmarch as “an epithalamium for a Habsburg Prince”, Smetana’s biographer Brian
Large identifies much in the piece that characterises the composer’s more mature works. Despite the symphony’s
rejection by the Court and the lukewarm reception on its premiere, Smetana did not abandon the work. It was well
received in Gothenburg in 1860, and a revised version was performed in Prague in 1882, without the “triumphal”
tag, under Adolf Čech. The piece is now sometimes called the Festive Symphony.

Smetana’s visit to Liszt at Weimar in the summer of 1857, where he heard the latter’s Faust Symphony and Die
Ideale, caused a material reorientation of Smetana’s orchestral music. These works gave Smetana answers to
many compositional problems relating to the structure of orchestral music, and suggested a means for expressing
literary subjects by a synthesis between music and text, rather than by simple musical illustration. These insights
enabled Smetana to write the three Gothenburg symphonic poems, (Richard III, Wallenstein’s Camp and Hakon
Jarl), works which transformed Smetana from a composer primarily of salon pieces to a modern neo-Romantic,
capable of handling large-scale forces and demonstrating the latest musical concepts.
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From 1862 Smetana was largely occupied with opera and, apart from a few short pieces, did not return to purely
orchestral music before beginning Má vlast in 1872. In his introduction to the Collected Edition Score, František
Bartol brackets Má vlast with the opera Libuše as “direct symbols of [the] consummating national struggle”. Má
vlast is the first of Smetana’s mature large-scale works that is independent of words, and its musical ideas are
bolder than anything he had tried before. To musicologist John Clapham, the cycle presents “a cross-section of
Czech history and legend and impressions of its scenery, and … conveys vividly to us Smetana’s view of the
ethos and greatness of the nation.” Despite its nationalistic associations this work has, according to Newmarch,
carried Smetana’s name further afield than anything he wrote, with the exception of The Bartered Bride
Overture. Smetana dedicated Má vlast to the city of Prague; after its first performance in November 1882 it was
acclaimed by the Czech musical public as the true representation of Czech national style. Its Vltava (or “The
Moldau” in German) movement, depicting the river that runs through Prague towards its junction with the Elbe, is
Smetana’s best-known and most internationally popular orchestral composition.

Opera

Smetana had virtually no precursors in Czech opera apart from František Škroup, whose works had rarely lasted
beyond one or two performances. In his mission to create a new canon, rather than using traditional folksong
Smetana turned to the popular dance music of his youth, especially the polka, to establish his link with the
vernacular. He drew on existing European traditions, notably Slavonic and French, but made only scarce use of
arias, preferring to base his scores on ensembles and choruses.

A 1919 edition of the score of The Bartered Bride
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Although a follower of Wagner’s reforms of the operatic genre, which he believed would be its salvation, Smetana
rejected accusations of excessive Wagnerism, claiming that he was sufficiently occupied with “Smetanism, for
that is the only honest style!” The predominantly “national” character of the first four operas is tempered by the
lyrical romanticism of those written later, particularly the last three, composed in the years of Smetana’s deafness.
The first of this final trio, The Kiss, written when Smetana was receiving painful medical treatment is described by
Newmarch as a work of serene beauty, in which tears and smiles alternate throughout the score. Smetana’s
librettist for “The Kiss” was the young feminist Eliška Krásnohorská, who also supplied the texts for his final two
operas. She dominated the ailing composer, who had no say in the subject-matter, the voice types or the balance
between solos, duets and ensembles. Nevertheless, critics have noted few signs of a decline in Smetana’s
powers in these works, while his increasing proficiency in the Czech language meant that his settings of the
language are much superior to those of his earlier operas.
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Smetana’s eight operas created the bedrock of the Czech opera repertory, but of these only The Bartered Bride is
performed regularly outside the composer’s homeland. After reaching Vienna in 1892,and London in 1895, it
rapidly became part of the repertory of every major opera company worldwide. Newmarch argues that The
Bartered Bride, while not a “gem of the first order”, is nevertheless “a perfectly cut and polished stone of its
kind.” Its trademark overture, which Newmarch says “lifts us off our feet with its madcap vivacity”, was composed
in a piano version before Smetana received the draft libretto. Clapham believes that this has few precedents in
the entire history of opera. Smetana himself was later inclined to disparage his achievement: “The Bartered Bride
was merely child’s play, written straight off the reel”. In the view of German critic William Ritter, Smetana’s
creative powers reached their zenith with his third opera, Dalibor.

Reception

Smetana Hall in the Municipal House

Even in his own homeland the general public was slow to recognise Smetana. As a young composer and pianist
he was well regarded in Prague musical circles, and had the approval of Liszt, Proksch and others, but the
public’s lack of acknowledgement was a principal factor behind his self-imposed exile in Sweden. After his return
he was not taken particularly seriously, and was hard put to get audiences for his new works, hence his “prophet
without honour” remark after the nearly empty hall and indifferent reception of Richard III and Wallenstein’s Camp
at Žofín Island in January 1862.

Smetana’s first noteworthy public success was his initial opera The Brandenburgers in Bohemia, in 1866 when he
was already 42 years old. His second opera, The Bartered Bride, survived the unfortunate mistiming of its
opening night and became an enduring popular triumph. The different style of his third opera, Dalibor, closer to
that of Wagnerian music drama, was not readily understood by the public and was condemned by critics who
believed that Czech opera should be based on folk-song. It disappeared from the repertory after only a handful of
performances. Thereafter the machinations which accompanied Smetana’s tenure as Provisional Theatre
conductor restricted his creative output until 1874.

In his final decade, the most fruitful of his compositional career despite his deafness and increasing ill-health,
Smetana belatedly received national recognition. Of his later operas, The Two Widows and The Secret were
warmly received, while The Kiss was greeted by an “overwhelming ovation”. The ceremonial opera Libuše was
received with thunderous applause for the composer; by this time (1881) the disputes around his music had
declined, and the public was ready to honour him as the founder of Czech music. Nevertheless, the first few
performances in October 1882 of an evidently under-rehearsed The Devil’s Wall were chaotic, and the composer
was left feeling “dishonoured and dispirited”. This disappointment was swiftly mitigated by the acclaim which
followed the first performance of the complete Má vlast cycle in November: “Everyone rose to his feet and the
same storm of unending applause was repeated after each of the six parts … At the end of Blaník [the final part]
the audience was beside itself and the people could not bring themselves to take leave of the composer.”

Character and reputation

Smetana’s biographers describe him as physically frail and unimpressive in appearance, yet at least in his youth
he had a joie-de-vivre which women evidently found attractive. He was also excitable, passionate and strong-
willed, determined to make his career in music whatever the hardships, over the wishes of his father who wanted
him to become a brewer or a civil servant. Throughout his career he stood his ground; when under the severest
of criticism for the “Wagnerism” in Dalibor he responded by writing Libuše, even more firmly based on the scale
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and concept of Wagnerian music drama. His personal life became stressful; his marriage to Bettina was loveless,
and effectively broke down altogether in the years of illness and relative poverty towards the end of his life. Little
of his relationships with his children is recorded, although it is reported that, on the day that he was transferred to
the asylum, Žofie was “crying as though her heart would break”.

The Vltava river, flowing through Prague

There is broad agreement among most commentators that Smetana created a canon of Czech opera where none
had previously existed, and that he developed a style of music in all his compositions that equated with the
emergent Czech national spirit. A modified view is presented by music writer Michael Steen, who questions
whether “nationalistic music” can in fact exist: “We should recognise that, whereas music is infinitely expressive,
on its own it is not good at describing concrete, earthly objects or concepts.” He concludes that much is
dependent upon what listeners are conditioned to hear.

According to musicologist John Tyrrell, Smetana’s close identification with Czech nationalism, and the tragic
circumstances of his last years, have tended to affect the objectivity with which his work has been assessed,
particularly in his native land. Tyrrell argues that the almost iconic status awarded to Smetana in his homeland
“monumentalized him into a figure where any criticism of his life or work was discouraged” by the Czech
authorities, even as late as the last part of the 20th century. As a result, Tyrrell claims, a view of Czech music has
been propagated which downplays the contributions of contemporaries and successors such as Dvořák, Janáček,
Josef Suk and other lesser-known figures. This is at odds with perceptions in the outside world, where Dvořák is
far more frequently played and much better known. Harold Schonberg observes that “Smetana was the one who
founded Czech music, but Antonín Dvořák … was the one who popularized it.”
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External links

• Media related to Bedřich Smetana at Wikimedia Commons
• Free scores by Smetana at the International Music Score Library Project
• Bedrich Smetana at the Internet Movie Database
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SMETANA: MÁ VLAST

Má vlastMá vlast

Má vlast (Czech pronunciation: [maː vlast], meaning “My homeland”) is a set of six symphonic poems composed
between 1874 and 1879 by the Czech composer Bedřich Smetana. While it is often presented as a single
work in six movements and – with the exception of Vltava – is almost always recorded that way, the six pieces
were conceived as individual works. They had their own separate premieres between 1875 and 1880; the
premiere of the complete set took place on 5 November 1882 in Prague, under Adolf Čech, who had also
conducted two of the individual premieres.

In these works Smetana combined the symphonic poem form pioneered by Franz Liszt with the ideals of
nationalistic music which were current in the late nineteenth century. Each poem depicts some aspect of the
countryside, history, or legends of Bohemia.

Vyšehrad

Vyšehrad above the Vltava River

The first poem, Vyšehrad (The High Castle), composed between the end of September and 18 November 1874
and premiered on 14 March 1875, describes the Vyšehrad castle in Prague which was the seat of the earliest
Czech kings. During the summer of 1874, Smetana began to lose his hearing, and total deafness soon followed;
he described the gradual, but rapid loss of his hearing in a letter of resignation to the director of the Royal
Provincial Czech Theatre, Antonín Čížek. In July 1874 he began hearing anomalous noise and then a permanent
buzzing. Not long after the onset he was unable to distinguish individual sounds. At the beginning of October he
lost all hearing in his right ear, and finally on 20 October in his left. His treatment was based on maintaining
isolation from all sounds, but was unsuccessful. The poem begins with the sounds of the harp of the mythical
singer Lumír, and then crosses over into the tones of the castle’s arsenal. This section of the music introduces the
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main motifs, which are used in other parts of the cycle. A four note motif (B♭-E♭-D-B♭) represents the castle of
Vyšehrad; this is heard again at the end of ‘Vltava’ and once more, to round the whole cycle off, at the conclusion
of ‘Blaník’.

In the score two harps are required to perform the opening arpeggios. After a dominant seventh chord, the winds
take up the theme, followed by the strings, before the whole orchestra is employed to reach a climax. In the next
part, Smetana recalls the story of the castle, using a faster tempo which becomes a march. A seemingly
triumphant climax is cut short by a descending passage depicting the collapse of the castle, and the music falls
quiet. Then the opening harp material is heard again and the music reminds again of the beauty of the castle, now
in ruins. The music ends quietly, depicting the River Vltava flowing below the castle.

Conceived between 1872 and 1874, it is the only piece in the cycle to be mostly completed before Smetana
began to go noticeably deaf in the summer of 1874. Most performances last approximately fifteen minutes in
duration.

Vltava

The Vltava in Prague

Hear the MusicHear the Music
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Vltava Die Moldau (12:51)
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Vltava, also known by its German name Die MoldauDie Moldau (or The Moldau), was composed between 20 November and
8 December 1874 and was premiered on 4 April 1875 under Adolf Čech. It is about 12 minutes long, and is in the
key of E minor.

In this piece, Smetana uses tone painting to evoke the sounds of one of Bohemia’s great rivers. In his own words:

The composition describes the course of the Vltava, starting from the two small springs, the Cold and
Warm Vltava, to the unification of both streams into a single current, the course of the Vltava through
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woods and meadows, through landscapes where a farmer’s wedding is celebrated, the round dance of
the mermaids in the night’s moonshine: on the nearby rocks loom proud castles, palaces and ruins
aloft. The Vltava swirls into the St John’s Rapids; then it widens and flows toward Prague, past the
Vyšehrad, and then majestically vanishes into the distance, ending at the Labe (or Elbe, in German).

The piece contains Smetana’s most famous tune. It is an adaptation of the melody La Mantovana, attributed to
the Italian renaissance tenor, Giuseppe Cenci, which, in a borrowed Moldovan form, was also the basis for the
Israeli national anthem, Hatikvah. The tune also appears in major in an old folk Czech song Kočka leze dírou
(“The Cat Crawls Through the Hole”), and Hanns Eisler used it for his “Song of the Moldau”.

Šárka
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Šárka
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The third poem was finished on 20 February 1875 and is named for the female warrior Šárka, a central figure in
the ancient Czech legend of the Maidens’ War. Šárka ties herself to a tree as bait and waits to be saved by the
princely knight Ctirad, deceiving him into believing that she is an unwilling captive of the rebelling women. Once
released by Ctirad, who has quickly fallen in love with her, Šárka serves him and his comrades with drugged
mead and once they have fallen asleep she sounds a hunting horn: an agreed signal to the other women. The
poem ends with the warrior maidens falling upon and murdering the sleeping men. It was first performed under
the baton of Adolf Čech (sources disagree whether this was on 10 December 1876 or 17 March 1877).

Z českých luhů a hájů

Smetana finished composing this piece, the title of which means “From Bohemia’s woods and fields”, on 18
October 1875 and received its first public performance nearly eight weeks later, on 10 December. A depiction of
the beauty of the Czech countryside, the tone poem tells no real story, but includes, after a section evoking the
grandeur of the forest, the depiction of a village festival in full swing.
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Tábor

This piece, which was finished on 13 December 1878 and premiered on 4 January 1880, is named for the city of
Tábor in the south of Bohemia founded by the Hussites and serving as their center during the Hussite Wars. The
theme for the piece is quoted from the first two lines of the Hussite hymn, “Ktož jsú boží bojovníci” (“Ye Who Are
Warriors of God”).

Blaník

Blaník was finished on 9 March 1879 and premiered on 4 January 1880. It is named for the mountain Blaník
inside which a legend says that a huge army of knights led by St. Wenceslas sleep. The knights will awake and
help the country in its gravest hour (sometimes described as four hostile armies attacking from all cardinal
directions).

Musically, Blaník begins exactly as Tábor ends, “hammering” out the motto which was left unresolved, but now
continuing on, as if in the aftermath of the battle. Thus these last two tone poems of the cycle form a cohesive
pair, as do the first two; the High Castle’s theme returns as the Vltava’s river journey triumphantly reaches that
same destination, and again returns triumphantly at the end of Blaník. Once again, the Hussite hymn used in
Tábor is quoted, though this time it is the third line which rings out in the march at the end of the piece. The
original lyrics to this line in the hymn are “so that finally with Him you will always be victorious”, a reference to the
eventual victorious rise of the Czech state.

Photochoreography

In March 2013 the Royal Scottish National Orchestra performed all 6 movements with symphonic
photochoreography they commissioned by James Westwater and Nicholas Bardonnay. This art form created by
Westwater, fused live symphonic music with multi-image projected photographs of the Czech Republic
choreographed to reflect the musical composition.

External links

• Recording of Má vlast in MP3 format by the Queen’s College Orchestra (April 29, 2009)
• A symphonic poem to the nation Czech Radio programme in English by Christian Falvey
• Full score of the second poem Vltava
• Ma Vlast: Free scores at the International Music Score Library Project
• Sheet music of piano duet version (arranged by the composer)
• Ates Orga Má vlast (comparative CD review, 2006)
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ROMANTIC PERIOD

THE RUSSIAN HANDFUL

The FiveThe Five

Mily Balakirev
César Cui

Modest Mussorgsky
Nikolai Rimsky-Korsakov

Alexander Borodin

The FiveThe Five

The FiveThe Five, also known as The Mighty HandfulThe Mighty Handful (Russian: Могучая кучка, Moguchaya kuchka), The BalakirevThe Balakirev
CircleCircle, and The New Russian SchoolThe New Russian School, refers to a circle of composers who met in Saint Petersburg, Russia, in
the years 1856–1870: Mily Balakirev (the leader), César Cui, Modest Mussorgsky, Nikolai Rimsky-Korsakov
and Alexander Borodin. The group had the aim of producing a specifically Russian kind of art music, rather
than one that imitated older European music or relied on European-style conservatory training. In a sense,
they were a branch of the Romantic Nationalist movement in Russia, sharing similar artistic goals with the
Abramtsevo Colony and Russian Revival.
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History

Name

Vladimir Stasov (1824–1906)

In May 1867 the critic Vladimir Stasov wrote an article, Mr. Balakirev’s Slavic Concert, on a concert given for
visiting Slav delegations to the “All-Russian Ethnographical Exhibition” in Moscow. The four Russian composers
whose works were played at the concert were Mikhail Glinka, Alexander Dargomyzhsky, Mily Balakirev, and
Nikolai Rimsky-Korsakov. The article ended with the following statement:

God grant that our Slav guests may never forget today’s concert; God grant that they may forever
preserve the memory of how much poetry, feeling, talent, and intelligence are possessed by the small
but already mighty handful of Russian musicians.
—Vladimir Stasov, Sankt-Peterburgskie Vedomosti, 1867

The expression “mighty handful” (Russian: Могучая кучка, Moguchaya kuchka, “Mighty Bunch”), was mocked by
enemies of Balakirev and Stasov: Aleksandr Serov, academic circles of the conservatory, the Russian Musical
Society, and their press supporters. The group responded by defiantly adopting the name. This loose collection of
composers gathered around Balakirev now included Cui, Mussorgsky, Rimsky-Korsakov, and Borodin — the five
who have come to be associated with the name “Mighty Handful”, or sometimes “The Five”. Gerald Abraham
stated flatly in the Grove Dictionary of Music and Musicians that “they never called themselves, nor were they
ever called in Russia, ‘The Five'” (although today the Russian equivalent “Пятёрка” (“Pyatyorka”) is occasionally
used to refer to this group). In his memoirs, Rimsky-Korsakov routinely refers to the group as “Balakirev’s circle”,
and occasionally uses “The Mighty Handful”, usually with an ironic tone. He also makes the following reference to
“The Five”:

If we leave out of account Lodyzhensky, who accomplished nothing, and Lyadov, who appeared later,
Balakirev’s circle consisted of Balakirev, Cui, Mussorgsky, Borodin, and me (the French have retained
the denomination of “Les Cinq” for us to this day).
—Nikolay Rimsky-Korsakov, Chronicle of My Musical Life, 1909

The Russian word kuchka also spawned the terms “kuchkism” and “kuchkist”, which may be applied to artistic
aims or works in tune with the sensibilities of the Mighty Handful.

The name of Les Six, an even looser collection of French-speaking composers, emulates that of “The Five”.
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Formation

The formation of the group began in 1856, with the first meeting of Balakirev and César Cui. Modest Mussorgsky
joined them in 1857, Nikolai Rimsky-Korsakov in 1861, and Alexander Borodin in 1862. All the composers in The
Five were young men in 1862. Balakirev was 25, Cui 27, Mussorgsky 23, Borodin the eldest at 28, and Rimsky-
Korsakov just 18. They were all self-trained amateurs. Borodin combined composing with a career in chemistry.
Rimsky-Korsakov was a naval officer (he wrote his First Symphony on a three-year naval voyage
circumnavigating the globe). Mussorgsky had been in the Guards, then in the civil service before taking up music;
even at the height of his career in the 1870s he was forced by the expense of his drinking habit to hold down a
full-time job in the State Forestry Department.

In contrast to the élite status and court connections of Conservatory composers such as Pyotr Ilyich Tchaikovsky,
The Five were mainly from the minor gentry of the provinces. To some degree their esprit de corps depended on
the myth, which they themselves created, of a movement that was more “authentically Russian,” in the sense that
it was closer to the native soil, than the classic academy.

Before them, Mikhail Glinka and Alexander Dargomyzhsky had gone some way towards producing a distinctly
Russian kind of music, writing operas on Russian subjects, but the Mighty Handful represented the first
concentrated attempt to develop such a music, with Stasov as their artistic adviser and Dargomyzhsky as an elder
statesman to the group, so to speak. The circle began to fall apart during the 1870s, no doubt partially due to the
fact that Balakirev withdrew from musical life early in the decade for a period of time. All of “The Five” are buried
in Tikhvin Cemetery in Saint Petersburg.

Musical language

Stylization

The musical language The Five developed set them far apart from the Conservatoire. This self-conscious Russian
styling was based on two elements:

• They tried to incorporate in their music what they heard in village songs, in Cossack and Caucasian
dances, in church chants and the tolling of church bells (to the point where the bell tolling became a
cliché). The Five’s music became filled with imitative sounds of Russian life. They also tried to reproduce
the long-drawn, lyrical and melismatic peasant song, what Glinka had once called “the soul of Russian
music.” Balakirev made this possible by his study of songs from the Volga in the 1860s. More than any
previous anthology, his transcriptions artfully preserved the distinctive aspects of Russian folk music:

◦ Tonal mutability
A tune seems to shift naturally from one tonal center to another, often ending up in a different key
than the one in which the song began. This can produce a feeling of elusiveness, a lack of definition
or of logical progression in the harmony. Even when stylized by The Five, this quality can make
Russian music sound very different from the tonal structures of the West.

◦ Heterophony
A melody is simultaneously rendered by two or more performers in different variations. This is
improvised by the singers until the end, when the song reverts to a single melodic line.

◦ Parallel fifths, fourths and thirds
The effect lends Russian music a raw sonority missing entirely from the comparatively polished
harmonies of Western music.

• The Five also adopted a series of harmonic devices to create a distinct “Russian” style and color
different from Western music. This “exotic” styling of “Russia” was not just self-conscious but entirely
invented. None of these devices was actually used in Russian folk or church music:

◦ Whole tone scale
Although Glinka did not invent this scale, his application of it in the opera Ruslan and Lyudmila
(1842) — most recognizable at the end of the festive overture — provided a characteristic harmonic
and melodic device. This scale in “Russian” works often suggests evil or ominous personages or
situations. It was used by all the major composers from Tchaikovsky (the appearance of the
Countess’s ghost in The Queen of Spades) to Rimsky-Korsakov (in all his magic-story



operas—Sadko, Kashchey the Deathless and The Invisible City of Kitezh). Claude Debussy also
uses this scale in his music, taking this, among many things, from the Russians. Later it became a
standard device in horror-movie scores.

◦ The Russian submediant
Also linked to Glinka’s Ruslan, this is a harmonic pattern (in major mode) in which one upper part
proceeds from the dominant pitch chromatically to the submediant while the other harmony parts
remain constant. The most basic form of this pattern can be shown as follows (beginning with
typical tonic): root-position tonic triad –> root-position augmented tonic triad -> 1st inversion
submediant minor triad. A famous example of the Russian submediant occurs in the very opening
bars of the third movement of Rimsky-Korsakov’s Scheherezade.

◦ Diminished or octatonic scale
Rimsky-Korsakov first used this in his symphonic poem Sadko in 1867. This scale became a sort of
Russian calling-card — a leitmotif of magic and menace used not just by Rimsky-Korsakov but all of
his followers, above all Alexander Scriabin, Maurice Ravel, Igor Stravinsky and Olivier Messiaen
(mode 2).

◦ Modular rotation in sequences of thirds
The Five made this device of Franz Liszt their own to base a loose symphonic-poem type of
structure. This way, they could avoid the rigid Western laws of modulation in sonata form, allowing
the form of a musical composition to be shaped entirely by the “content” of the music (its
programmatic statements and visual descriptions) rather than by formal laws of symmetry. This
loose structure became especially important for Mussorgsky’s Pictures at an Exhibition, a work that
may have done more than any other to define the Russian style.

◦ Pentatonic scale
This stylistic aspect became used by every Russian nationalist composer. Its distinctive feature is
to have only five notes in the octave, rather than the seven of the heptatonic scales (e.g., major and
minor). The pentatonic scale is one of the ways of suggesting a “primitive” folk-melodic style as well
as the “Eastern” element (Middle East, Asia). A melodic example of the “major-mode” pentatonic
scale (C-D-E-G-A) can be heard at the entrance of the chorus at the beginning of Borodin’s Prince
Igor.

Orientalism

One hallmark of “The Five” was its reliance on orientalism. Many quintessentially “Russian” works were
composed in orientalist style, such as Balakirev’s Islamey, Borodin’s Prince Igor and Rimsky-Korsakov’s
Scheherazade. Orientalism, in fact, became widely considered in the West both one of the best-known aspects of
Russian music and a trait of Russian national character. As leader of “The Five,” Balakirev encouraged the use of
eastern themes and harmonies to set their “Russian” music apart from the German symphonism of Anton
Rubinstein and other Western-oriented composers. Because Rimsky-Korsakov used Russian folk and oriental
melodies in his First Symphony, Stasov and the other nationalists dubbed it the “First Russian Symphony,” even
though Rubinstein had written his Ocean Symphony a dozen years before it. These were themes Balakirev had
transcribed in the Caucasus. “The symphony is good,” Cui wrote to Rimsky-Korsakov in 1863, while the latter was
out on naval deployment. “We played it a few days ago at Balakirev’s—to the great pleasure of Stassov. It is
really Russian. Only a Russian could have composed it, because it lacks the slightest trace of any stagnant
Germanness.”

Orientalism was not confined to using authentic Eastern melodies. What became more important than the
melodies themselves were the musical conventions added to them. These conventions allowed orientalism to
become an avenue for writing music on subjects considered unmentionable otherwise, such as political themes
and erotic fantasies. It also became a means of expressing Russian supremacy as the empire expanded under
Alexander II. This was often reinforced through misogynist symbolism—the rational, active and moral Western
man versus the irrational, passive and immoral Eastern woman.

Two major works entirely dominated by orientalism are Rimsky-Korsakov’s symphonic suite Antar and Balakirev’s
symphonic poem Tamara. Antar, set in Arabia, uses two different styles of music, Western (Russian) and Eastern
(Arabian). The first theme, Antar’s, is masculine and Russian in character. The second theme, feminine and
oriental in melodic contour, belongs to the queen, Gul Nazar. Rimsky-Korsakov was able to soften the implicit



misogyny to some extent. However, female sensuality does exert a paralyzing, ultimately destructive
influence. With Gul Nazar extinguishing Antar’s life in a final embrace, the woman overcomes the man.

Balakirev gives a more overtly misogynistic view of oriental women in Tamara. He had originally planned to write
a Caucasan dance called a lezginka, modeled on Glinka, for this work. However, he discovered a poem by
Mikhail Lermontov about the beautiful Tamara, who lived in a tower alongside the gorge of Daryal. She lured
travelers and allowed them to enjoy a night of sensual delights, only to kill them and throw their bodies into the
River Terek. Balakirev uses two specific codes endemic to orientalism in writing Tamara. The first code, based on
obsessive rhythms, note repetitions, climactic effects and accelerated tempi, represents Dionysian
intoxication. The second code, consisting of unpredictable rhythms, irregular phrasing and based on long
passages with many repeat notes, augmented and diminished intervals and extended melismas, depict sensual
longing. Not only did Balakirev use these codes extensively, but he also attempted to supercharge them further
when he revised the orchestration of Tamara in 1898.

A direct result of such orientalism was the big influence that this circle left on the formation of classical traditions
in other nations of the east and south of Russia. For instance, one of Rimsky-Korsakov’s famous students,
Alexander Spendiaryan went on to become the founder of Armenian classical music, carrying on the traditions
and aesthetics of the Mighty Handful to the Caucasus.

Quotations

Rimsky-Korsakov provides the following picture of “The Mighty Handful” in his memoirs, Chronicle of My Musical
Life (translated by J. A. Joffe):

Tastes

“The tastes of the circle leaned towards Glinka, Schumann, and Beethoven’s last quartets … they had
little respect for Mendelssohn … Mozart and Haydn were considered out of date and naive … J. S.
Bach was held to be petrified … Chopin was likened by Balakirev to a nervous society lady … Berlioz
was highly esteemed …Liszt was comparatively unknown … Little was said of Wagner … They
respected Dargomyzhsky for the recitative portions of Rusalka … [but] he was not credited with any
considerable talent and was treated with a shade of derision. …Rubinstein had a reputation as a
pianist, but was thought to have neither talent nor taste as a composer.”

Balakirev

“Balakirev, who had never had any systematic course in harmony and counterpoint and had not even
superficially applied himself to them, evidently thought such studies quite unnecessary … An excellent
pianist, a superior sight reader of music, a splendid improviser, endowed by nature with the sense of
correct harmony and part-writing, he possessed a technique partly native and partly acquired through a
vast musical erudition, with the help of an extraordinary memory, keen and retentive, which means so
much in steering a critical course in musical literature … He instantly felt every technical imperfection or
error, he grasped a defect in form at once. Whenever I or other young men, later on, played him our
essays at composition, he instantly caught all the defects of form, modulation, and so on, and forthwith
seating himself at the piano, he would improvise and show how the composition in question should be
changed exactly as he indicated, and frequently entire passages in other people’s compositions
became his and not their putative authors’ at all. He was obeyed absolutely, for the spell of his
personality was tremendous. … His influence over those around him was boundless, and resembled
some magnetic or mesmeric force. … he despotically demanded that the tastes of his pupils should
exactly coincide with his own. The slightest deviation from his taste was severely censured by him. By
means of raillery, a parody or caricature played by him, whatever did not suit him at the moment was
belittled — and the pupil blushed with shame for his expressed opinion and recanted….”



Abilities

“Balakirev considered me a symphony specialist … in the sixties, Balakirev and Cui, though very
intimate with Mussorgsky and sincerely fond of him, treated him like a lesser light, and of little promise
at that, in spite of his undoubted talent. It seemed to them that there was something missing in him and,
in their eyes, he was in need of advice and criticism. Balakirev often said that Mussorgsky had “no
head” or that his “brains were weak.” … Balakirev thought that Cui understood little in symphony and
musical forms and nothing in orchestration, but was a past master in vocal and operatic music; Cui, in
turn, thought Balakirev a master in symphony, form, and orchestration, but with little liking for operatic
composition and vocal music in general. Thus they complemented each other, but each, in his own
way, felt mature and grown up. Borodin, Mussorgsky, and I, however — we were immature and
juvenile. Obviously, towards Balakirev and Cui we were in somewhat subordinate relations; their
opinions were listened to unconditionally….”

Influence

Except perhaps for Cui, the members of this group influenced or taught many of the great Russian composers
who were to follow, including Alexander Glazunov, Mikhail Ippolitov-Ivanov, Sergei Prokofiev, Igor Stravinsky, and
Dmitri Shostakovich. They also influenced the two French symbolist composers Maurice Ravel and Claude
Debussy through their radical tonal language.

Timeline
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Modest Petrovich Mussorgsky, 1870

Modest Petrovich MussorgskyModest Petrovich Mussorgsky

Modest Petrovich MussorgskyModest Petrovich Mussorgsky (Russian: Модест Петрович Мусоргский; IPA: [mɐˈdʲest pʲɪˈtrovʲɪtɕ ˈmusərkskʲɪj];
21 March [O.S. 9 March] 1839 – 28 March [O.S. 16 March] 1881) was a Russian composer, one of the group
known as “The Five”. He was an innovator of Russian music in the romantic period. He strove to achieve a
uniquely Russian musical identity, often in deliberate defiance of the established conventions of Western
music.

Many of his works were inspired by Russian history, Russian folklore, and other nationalist themes. Such
works include the opera Boris Godunov, the orchestral tone poem Night on Bald Mountain, and the piano
suite Pictures at an Exhibition.

For many years Mussorgsky’s works were mainly known in versions revised or completed by other
composers. Many of his most important compositions have recently come into their own in their original forms,
and some of the original scores are now also available.
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Name

The aristocratic Mussorgsky brothers—Filaret (also known as “Yevgeniy”, left), and Modest (right), 1858.

The spelling and pronunciation of the composer’s name has been a matter of some controversy.

The family name is derived from a 15th or 16th century ancestor, Roman Vasilyevich Monastïryov, who was
mentioned in the Velvet Book, the 17th century genealogy of Russian boyars. Roman Vasilyevich bore the
nickname “Musorga”, and was the grandfather of the first ‘Mussorgsky’. The composer is of the lineage of Rurik,
the legendary founder of the Russian state.

In Mussorgsky family documents, the spelling of the name varies: ‘Musarskiy’, ‘Muserskiy’, ‘Muserskoy’,
‘Musirskoy’, ‘Musorskiy’, and ‘Musurskiy’. According to his baptismal record the composer’s name is ‘Muserskiy’.

In early (up to 1858) letters to Mily Balakirev, the composer signed his name ‘Musorskiy’ (Russian:
Мусoрский). The ‘g’ made its first appearance in a letter to Balakirev in 1863. Mussorgsky used this new
spelling (Russian: Мусoргский, Musorgskiy) to the end of his life, but occasionally reverted to the earlier
‘Musorskiy’. The addition of the ‘g’ to the name was likely initiated by the composer’s elder brother Filaret to
obscure the resemblance of the name’s root to an unsavory Russian word:

мусoр (músor) — n. m. debris, rubbish, refuse

Mussorgsky apparently did not take the new spelling seriously, and played on the ‘rubbish’ connection in letters to
Vladimir Stasov and Stasov’s family, routinely signing his name ‘Musoryanin’, roughly ‘garbage-dweller’ (cf.,
dvoryanin: ‘nobleman’).

The first syllable of the name originally received the stress (i.e., MÚS-ər-ski), and does so to this day in Russia
and in the composer’s home district. The mutability of the second-syllable vowel in the versions of the name
mentioned above is evidence that this syllable did not receive the stress.

The addition of the ‘g’ and the accompanying shift in stress to the second syllable (i.e., Mu-SÓRK-ski), sometimes
described as a Polish variant, was supported by Filaret Mussorgsky’s descendants until his line was extinguished
in the 20th century. Their example was followed by many influential Russians, such as Fyodor Shalyapin, Nikolay
Golovanov, and Tikhon Khrennikov, who, perhaps dismayed that the great composer’s name was “reminiscent of
garbage”, supported the erroneous second-syllable stress that has also become entrenched in the West.
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The Western convention of doubling the first ‘s’, which is not observed in scholarly literature (e.g. The Grove
Dictionary of Music and Musicians), likely arose because in many Western European languages a single
intervocalic ‘s’ often becomes voiced to ‘z’ (e.g., ‘music’), unlike Slavic languages where it remains unvoiced.
Doubling the consonant thus reinforces its voiceless sibilant ‘s’ sound.

Life

Early years

Young Mussorgsky as a cadet in the Preobrazhensky Regiment of the Imperial Guard.

Mussorgsky was born in Karevo, Toropets Uyezd, Pskov Governorate, Russian Empire, 400 km (250 mi) south of
Saint Petersburg. His wealthy and land-owning family, the noble family of Mussorgsky, is reputedly descended
from the first Ruthenian ruler, Rurik, through the sovereign princes of Smolensk. At age six Mussorgsky began
receiving piano lessons from his mother, herself a trained pianist. His progress was sufficiently rapid that three
years later he was able to perform a John Field concerto and works by Franz Liszt for family and friends. At 10,
he and his brother were taken to Saint Petersburg to study at the elite German language Petrischule (St. Peter’s
School). While there, Modest studied the piano with the noted Anton Gerke. In 1852, the 12-year-old Mussorgsky
published a piano piece titled “Porte-enseigne Polka” at his father’s expense.

Mussorgsky’s parents planned the move to Saint Petersburg so that both their sons would renew the family
tradition of military service. To this end, Mussorgsky entered the Cadet School of the Guards at age 13. Sharp
controversy had arisen over the educational attitudes at the time of both this institute and its director, a General
Sutgof. All agreed the Cadet School could be a brutal place, especially for new recruits. More tellingly for
Mussorgsky, it was likely where he began his eventual path to alcoholism. According to a former student, singer
and composer Nikolai Kompaneisky, Sutgof “was proud when a cadet returned from leave drunk with
champagne.”

Music remained important to him, however. Sutgof’s daughter was also a pupil of Herke, and Mussorgsky was
allowed to attend lessons with her. His skills as a pianist made him much in demand by fellow-cadets; for them
he would play dances interspersed with his own improvisations. In 1856 Mussorgsky – who had developed a
strong interest in history and studied German philosophy – successfully graduated from the Cadet School.
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Following family tradition he received a commission with the Preobrazhensky Regiment, the foremost regiment of
the Russian Imperial Guard.

Maturity

In October 1856 the 17-year-old Mussorgsky met the 22-year-old Alexander Borodin while both men served at a
military hospital in Saint Petersburg. The two were soon on good terms. Borodin later remembered,

His little uniform was spic and span, close-fitting, his feet turned outwards, his hair smoothed down and
greased, his nails perfectly cut, his hands well groomed like a lord’s. His manners were elegant,
aristocratic: his speech likewise, delivered through somewhat clenched teeth, interspersed with French
phrases, rather precious. There was a touch—though very moderate—of foppishness. His politeness
and good manners were exceptional. The ladies made a fuss of him. He sat at the piano and, throwing
up his hands coquettishly, played with extreme sweetness and grace (etc) extracts from Trovatore,
Traviata, and so on, and around him buzzed in chorus: “Charmant, délicieux!” and suchlike. I met
Modest Petrovich three or four times at Popov’s in this way, both on duty and at the hospital.”

Alexander Dargomyzhsky

More portentous was Mussorgsky’s introduction that winter to Alexander Dargomyzhsky, at that time the most
important Russian composer after Mikhail Glinka. Dargomyzhsky was impressed with Mussorgsky’s pianism. As a
result, Mussorgsky became a fixture at Dargomyzhsky’s soirées. There, critic Vladimir Stasov later recalled, he
began “his true musical life.”

Over the next two years at Dargomyzhsky’s, Mussorgsky met several figures of importance in Russia’s cultural
life, among them Stasov, César Cui (a fellow officer), and Mily Balakirev. Balakirev had an especially strong
impact. Within days he took it upon himself to help shape Mussorgsky’s fate as a composer. He recalled to
Stasov, “Because I am not a theorist, I could not teach him harmony (as, for instance Rimsky-Korsakov now
teaches it) … [but] I explained to him the form of compositions, and to do this we played through both Beethoven
symphonies [as piano duets] and much else (Schumann, Schubert, Glinka, and others), analyzing the form.” Up
to this point Mussorgsky had known nothing but piano music; his knowledge of more radical recent music was
virtually non-existent. Balakirev started filling these gaps in Mussorgsky’s knowledge.

In 1858, within a few months of beginning his studies with Balakirev, Mussorgsky resigned his commission to
devote himself entirely to music. He also suffered a painful crisis at this time. This may have had a spiritual
component (in a letter to Balakirev the young man referred to “mysticism and cynical thoughts about the Deity”),
but its exact nature will probably never be known. In 1859, the 20-year-old gained valuable theatrical experience
by assisting in a production of Glinka’s opera A Life for the Tsar on the Glebovo estate of a former singer and her
wealthy husband; he also met Konstantin Lyadov (father of Anatoly Lyadov) and enjoyed a formative visit to
Moscow – after which he professed a love of “everything Russian”.

In spite of this epiphany, Mussorgsky’s music still leaned more toward foreign models; a four-hand piano sonata
which he produced in 1860 contains his only movement in sonata form. Nor is any ‘nationalistic’ impulse easily
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discernible in the incidental music for Vladislav Ozerov’s play Oedipus in Athens, on which he worked between
the ages of 19 and 22 (and then abandoned unfinished), or in the Intermezzo in modo classico for piano solo
(revised and orchestrated in 1867). The latter was the only important piece he composed between December
1860 and August 1863: the reasons for this probably lie in the painful re-emergence of his subjective crisis in
1860 and the purely objective difficulties which resulted from the emancipation of the serfs the following year – as
a result of which the family was deprived of half its estate, and Mussorgsky had to spend a good deal of time in
Karevo unsuccessfully attempting to stave off their looming impoverishment.

Gustave Flaubert. Mussorgsky started an opera based on his Salammbô but did not finish it.

By this time, Mussorgsky had freed himself from the influence of Balakirev and was largely teaching himself. In
1863 he began an opera – Salammbô – on which he worked between 1863 and 1866 before losing interest in the
project. During this period he had returned to Saint Petersburg and was supporting himself as a low-grade civil-
servant while living in a six-man “commune”. In a heady artistic and intellectual atmosphere, he read and
discussed a wide range of modern artistic and scientific ideas – including those of the provocative writer
Chernyshevsky, known for the bold assertion that, in art, “form and content are opposites”. Under such influences
he came more and more to embrace the ideal of artistic realism and all that it entailed, whether this concerned the
responsibility to depict life “as it is truly lived”; the preoccupation with the lower strata of society; or the rejection of
repeating, symmetrical musical forms as insufficiently true to the unrepeating, unpredictable course of “real life”.

Hear the MusicHear the Music
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Night on Bald Mountain

Rimsky-Korsakov’s edited version of the piece, performed by the Skidmore College Orchestra.
Courtesy of Musopen
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“Real life” affected Mussorgsky painfully in 1865, when his mother died; it was at this point that the composer had
his first serious bout of alcoholic dipsomania. The 26-year-old was, however, on the point of writing his first
realistic songs (including “Hopak” and “Darling Savishna”, both of them composed in 1866 and among his first
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“real” publications the following year). 1867 was also the year in which he finished the original orchestral version
of his Night on Bald Mountain (which, however, Balakirev criticised and refused to conduct, with the result that it
was never performed during Mussorgsky’s lifetime).

Peak

Mussorgsky’s career as a civil servant was by no means stable or secure: though he was assigned to various
posts and even received a promotion in these early years, in 1867 he was declared ‘supernumerary’ – remaining
‘in service’, but receiving no wages. Decisive developments were occurring in his artistic life, however. Although it
was in 1867 that Stasov first referred to the ‘kuchka’ (‘The Five’) of Russian composers loosely grouped around
Balakirev, Mussorgsky was by then ceasing to seek Balakirev’s approval and was moving closer to the older
Alexander Dargomyzhsky .

Ivan Melnikov as the title character in Boris Godunov, 1874

Since 1866 Dargomïzhsky had been working on his opera The Stone Guest, a version of the Don Juan story with
a Pushkin text that he declared would be set “just as it stands, so that the inner truth of the text should not be
distorted”, and in a manner that abolished the ‘unrealistic’ division between aria and recitative in favour of a
continuous mode of syllabic but lyrically heightened declamation somewhere between the two.

Under the influence of this work (and the ideas of Georg Gottfried Gervinus, according to whom “the highest
natural object of musical imitation is emotion, and the method of imitating emotion is to mimic speech”),
Mussorgsky in 1868 rapidly set the first eleven scenes of Nikolai Gogol’s The Marriage (Zhenitba), with his priority
being to render into music the natural accents and patterns of the play’s naturalistic and deliberately humdrum
dialogue. This work marked an extreme position in Mussorgsky’s pursuit of naturalistic word-setting: he
abandoned it unorchestrated after reaching the end of his ‘Act 1’, and though its characteristically ‘Mussorgskyian’
declamation is to be heard in all his later vocal music, the naturalistic mode of vocal writing more and more
became merely one expressive element among many.

Fyodor Komissarzhevsky as The Pretender in Boris Godunov
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A few months after abandoning Zhenitba, the 29-year-old Mussorgsky was encouraged to write an opera on the
story of Boris Godunov. This he did, assembling and shaping a text from Pushkin’s play and Karamzin’s history.
He completed the large-scale score the following year while living with friends and working for the Forestry
Department. In 1871, however, the finished opera was rejected for theatrical performance, apparently because of
its lack of any ‘prima donna’ role. Mussorgsky set to work producing a revised and enlarged ‘second version’.
During the next year, which he spent sharing rooms with Rimsky-Korsakov, he made changes that went beyond
those requested by the theatre. In this version the opera was accepted, probably in May 1872, and three excerpts
were staged at the Mariinsky Theatre in 1873. It is often asserted that in 1872 the opera was rejected a second
time, but no specific evidence for this exists.

By the time of the first production of Boris Godunov in February 1874, Mussorgsky had taken part in the ill-fated
Mlada project (in the course of which he had made a choral version of his Night on Bald Mountain) and had begun
Khovanshchina. Though far from being a critical success – and in spite of receiving only a dozen or so
performances – the popular reaction in favour of Boris made this the peak of Mussorgsky’s career.

Decline

From this peak a pattern of decline becomes increasingly apparent. Already the Balakirev circle was
disintegrating. Mussorgsky was especially bitter about this. He wrote to Vladimir Stasov, “[T]he Mighty Handful
has degenerated into soulless traitors.” In drifting away from his old friends, Mussorgsky had been seen to fall
victim to ‘fits of madness’ that could well have been alcoholism-related. His friend Viktor Hartmann had died, and
his relative and recent roommate Arseny Golenishchev-Kutuzov (who furnished the poems for the song-cycle
Sunless and would go on to provide those for the Songs and Dances of Death) had moved away to get married.

Ilya Repin’s celebrated portrait of Mussorgsky, painted 2–5 March 1881, only a few days before the composer’s
death.

While alcoholism was Mussorgsky’s personal weakness, it was also a behavior pattern considered typical for
those of Mussorgsky’s generation who wanted to oppose the establishment and protest through extreme forms of
behavior. One contemporary notes, “an intense worship of Bacchus was considered to be almost obligatory for a
writer of that period. It was a showing off, a ‘pose,’ for the best people of the [eighteen-]sixties.” Another writes,
“Talented people in Russia who love the simple folk cannot but drink.”Mussorgsky spent day and night in a Saint
Petersburg tavern of low repute, the Maly Yaroslavets, accompanied by other bohemian dropouts. He and his
fellow drinkers idealized their alcoholism, perhaps seeing it as ethical and aesthetic opposition. This bravado,
however, led to little more than isolation and eventual self-destruction.
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Pictures at an Exhibition (first part of three)

Pictures at an Exhibition (second part of three)

Pictures at an Exhibition (third part of three)

Arrangement for two pianos
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For a time Mussorgsky was able to maintain his creative output: his compositions from 1874 include Sunless, the
Khovanschina Prelude, and the piano suite Pictures at an Exhibition (in memory of Hartmann); he also began
work on another opera based on Gogol, The Fair at Sorochyntsi (for which he produced another choral version of
Night on Bald Mountain).

Grave of Modest Mussorgsky in the Tikhvin Cemetery of the Alexander Nevsky Monastery in Saint Petersburg
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In the years that followed, Mussorgsky’s decline became increasingly steep. Although now part of a new circle of
eminent personages that included singers, medical men and actors, he was increasingly unable to resist drinking,
and a succession of deaths among his closest associates caused him great pain. At times, however, his
alcoholism would seem to be in check, and among the most powerful works composed during his last 6 years are
the four Songs and Dances of Death. His civil service career was made more precarious by his frequent
‘illnesses’ and absences, and he was fortunate to obtain a transfer to a post (in the Office of Government Control)
where his music-loving superior treated him with great leniency – in 1879 even allowing him to spend 3 months
touring 12 cities as a singer’s accompanist.

The decline could not be halted, however. In 1880 he was finally dismissed from government service. Aware of
his destitution, one group of friends organised a stipend designed to support the completion of Khovanschina;
another group organised a similar fund to pay him to complete The Fair at Sorochyntsi. However, neither work
was completed (although Khovanschina, in piano score with only two numbers uncomposed, came close to being
finished).

In early 1881 a desperate Mussorgsky declared to a friend that there was ‘nothing left but begging’, and suffered
four seizures in rapid succession. Though he found a comfortable room in a good hospital – and for several
weeks even appeared to be rallying – the situation was hopeless. Repin painted the famous red-nosed portrait in
what were to be the last days of the composer’s life: a week after his 42nd birthday, he was dead. He was interred
at the Tikhvin Cemetery of the Alexander Nevsky Monastery in Saint Petersburg.

In 1935–37, in connection with the reconstruction and redevelopment of the so-called Necropolis of Masters of
Arts, the square in front of the Lavra was substantially extended and the border line of the Tikhvin cemetery was
accordingly moved. The Soviet government, however, moved only gravestones to a new location, and the tombs
were covered with asphalt, including Mussorgsky’s grave. The burial place of Mussorgsky is now a bus stop.

Mussorgsky, like others of ‘The Five’, was perceived as extremist by the Emperor and much of his court. This may
have been the reason Tsar Alexander III personally crossed off Boris Godunov from the list of proposed pieces for
the Imperial Opera in 1888.

Works

Mussorgsky’s works, while strikingly novel, are stylistically Romantic and draw heavily on Russian musical
themes. He has been the inspiration for many Russian composers, including most notably Dmitri Shostakovich (in
his late symphonies) and Sergei Prokofiev (in his operas).

Statue of Mussorgsky near his native village

In 1868/9 he composed the opera Boris Godunov, about the life of the Russian tsar, but it was rejected by the
Mariinsky Opera. Mussorgsky thus edited the work, making a final version in 1874. The early version is
considered darker and more concise than the later version, but also more crude. Nikolai Rimsky-Korsakov re-
orchestrated the opera in 1896 and revised it in 1908. The opera has also been revised by other composers,
notably Shostakovich, who made two versions, one for film and one for stage.
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The opera Khovanshchina was unfinished and unperformed when Mussorgsky died, but it was completed by
Rimsky-Korsakov and received its premiere in 1886 in Saint Petersburg. This opera, too, was revised by
Shostakovich. The Fair at Sorochyntsi, another opera, was left incomplete at his death but a dance excerpt, the
Gopak, is frequently performed.

Mussorgsky’s most imaginative and frequently performed work is the cycle of piano pieces describing paintings in
sound called Pictures at an Exhibition. This composition, best known through an orchestral arrangement by
Maurice Ravel, was written in commemoration of his friend, the architect Viktor Hartmann.

Mussorgsky’s single-movement orchestral work Night on Bald Mountain enjoyed broad popular recognition in the
1940s when it was featured, in tandem with Schubert’s ‘Ave Maria’, in the Disney film Fantasia.

Among the composer’s other works are a number of songs, including three song cycles: The Nursery (1872),
Sunless (1874) and Songs and Dances of Death (1877); plus Mephistopheles’ Song of the Flea and many others.
Important early recordings of songs by Mussorgsky were made by tenor Vladimir Rosing in the 1920s and
30s. Other recordings have been made by Boris Christoff between 1951 and 1957 and by Sergei Leiferkus in
1993.
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Criticism

Contemporary opinions of Mussorgsky as a composer and person varied from positive to ambiguous to negative.
Mussorgsky’s eventual supporters, Stasov and Balakirev, initially registered strongly negative impressions of the
composer. Stasov wrote Balakirev, in an 1863 letter, “I have no use whatever for Mussorgsky. All in him is flabby
and dull. He is, I think, a perfect idiot. Were he left to his own devices and no longer under your strict supervision,
he would soon run to seed as all the others have done. There is nothing in him.”

Balakirev agreed: “Yes, Mussorgsky is little short of an idiot.”

Mixed impressions are recorded by Rimsky-Korsakov and Tchaikovsky, colleagues of Mussorgsky who, unlike
him, made their living as composers. Both praised his talent while expressing disappointment with his technique.
About Mussorgsky’s scores Rimsky-Korsakov wrote, “They were very defective, teeming with clumsy,
disconnected harmonies, shocking part-writing, amazingly illogical modulations or intolerably long stretches
without ever a modulation, and bad scoring. …what is needed is an edition for practical and artistic purposes,
suitable for performances and for those who wish to admire Mussorgsky’s genius, not to study his idiosyncrasies
and sins against art.”

Rimsky-Korsakov’s own editions of Mussorgsky’s works met with some criticism of their own. Rimsky-Korsakov’s
student, Anatoly Lyadov, found them to be lacking, writing “It is easy enough to correct Mussorgsky’s
irregularities. The only trouble is that when this is done, the character and originality of the music are done away
with, and the composer’s individuality vanishes.”

Tchaikovsky, in a letter to his patroness Nadezhda von Meck was also critical of Mussorgsky: “Mussorgsky you
very rightly call a hopeless case. In talent he is perhaps superior to all the [other members of The Five], but his
nature is narrow-minded, devoid of any urge towards self-perfection, blindly believing in the ridiculous theories of
his circle and in his own genius. In addition, he has a certain base side to his nature which likes coarseness,
uncouthness, roughness…. He flaunts … his illiteracy, takes pride in his ignorance, mucks along anyhow, blindly
believing in the infallibility of his genius. Yet he has flashes of talent which are, moreover, not devoid of
originality.”

Not all of the criticism of Mussorgsky was negative. In a letter to Pauline Viardot, Ivan Turgenev recorded his
impressions of a concert he attended in which he met Mussorgsky and heard two of his songs and excerpts from
Boris Godunov and Khovanshchina):
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Today I was invited to have dinner in old Petrov’s house: I gave him a copy of your song, which pleased
him greatly […] Petrov still admires you as enthusiastically as in the past. In his drawing-room there’s a
bust of you, crowned with laurels, which still bears a strong resemblance to you. I also met his wife (the
contralto) [Anna Vorobyova-Petrova, who created the role of Vanya in Glinka’s A Life for the Tsar]. She
is sixty years old… After dinner she sang two quite original and touching romances by Musorgsky (the
author of Boris Godunov, who was also present), in a voice that is still young and charming and has a
very expressive timbre. She sang them wonderfully! I was moved to tears, I assure you. Then
Mussorgsky played for us and sang, with a rather hoarse voice, some excerpts from his opera and the
other one that he is composing now – and the music seemed to me very characteristic and interesting,
upon my honour! Old Petrov sang the role of the old profligate and vagabond monk [Varlaam’s song
about Ivan the Terrible] – it was splendid! I am starting to believe that there really is a future in all of
this. Outwardly, Mussorgsky reminds one of Glinka – it is just that his nose is all red (unfortunately, he
is an alcoholic), he has pale but beautiful eyes, and fine lips which are squeezed into a fat face with
flabby cheeks. I liked him: he is very natural and unaffected, and does not put on any airs. He played us
the introduction to his second opera [Khovanshchina]. It is a bit Wagnerian, but full of feeling and
beautiful. Forward, forward! Russian artists!!

Western perceptions of Mussorgsky changed with the European premiere of Boris Godunov in 1908. Before the
premiere, he was regarded as an eccentric in the west. Critic Edward Dannreuther, wrote, in the 1905 edition of
The Oxford History of Music, “Mussorgsky, in his vocal efforts, appears wilfully eccentric. His style impresses the
Western ear as barbarously ugly.”

However, after the premiere, views on Mussorgsky’s music changed drastically. Gerald Abraham, a musicologist,
and an authority on Mussorgsky: “As a musical translator of words and all that can be expressed in words, of
psychological states, and even physical movement, he is unsurpassed; as an absolute musician he was
hopelessly limited, with remarkably little ability to construct pure music or even a purely musical texture.”
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MUSSORGSKY: NIGHT ON BALD MOUNTAIN

Modest Mussorgsky, 1865

Night on Bald MountainNight on Bald Mountain

Night on Bald Mountain (Russian: Ночь на лысой горе, Noch’ na lysoy gore), refers to a series of
compositions by Modest Mussorgsky (1839–1881). Inspired by Russian literary works and legend,
Mussorgsky composed a “musical picture”, St. John’s Eve on Bald Mountain (Russian: Иванова ночь на
лысой горе, Ivanova noch’ na lysoy gore) on the theme of a witches’ sabbath occurring on St. John’s Eve,
which he completed on that very night, June 23, in 1867. Together with Nikolay Rimsky-Korsakov’s Sadko
(1867), it is one of the first tone poems by a Russian composer.

Although Mussorgsky was proud of his youthful effort, his mentor, Miliy Balakirev, refused to perform it. To
salvage what he considered worthy material, Mussorgsky attempted to insert his Bald Mountain music, recast
for vocal soloists, chorus, and orchestra, into two subsequent projects—the collaborative opera-ballet Mlada
(1872), and the opera The Fair at Sorochyntsi (1880). However, Night on Bald Mountain was never performed
in any form during Mussorgsky’s lifetime.

In 1886, five years after Mussorgsky’s death, Rimsky-Korsakov published an arrangement of the work,
described as a “fantasy for orchestra.” Some musical scholars consider this version to be an original
composition of Rimsky-Korsakov, albeit one based on Mussorgsky’s last version of the music, for The Fair at
Sorochyntsi:

I need hardly remind the reader that the orchestral piece universally known as ‘Mussorgsky’s Night
on the Bare Mountain’ is an orchestral composition by Rimsky-Korsakov based on the later version
of the Bare Mountain music which Mussorgsky prepared for Sorochintsy Fair.
—Gerald Abraham, musicologist and an authority on Mussorgsky, 1945

It is through Rimsky-Korsakov’s version that Night on Bald Mountain achieved lasting fame. Premiering in
Saint Petersburg in 1886, the work became a concert favourite. Half a century later, the work obtained
perhaps its greatest exposure through the Walt Disney animated film Fantasia (1940), featuring an
arrangement by Leopold Stokowski, based on Rimsky-Korsakov’s version. Mussorgsky’s tone poem was not
published in its original form until 1968. Although still rarely performed, it has started to gain exposure and
become familiar to modern audiences.
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Name

The original Russian title of the tone poem, Иванова ночь на лысой горе, translates literally as Saint John’s Eve
on Bald Mountain, usually shortened to Night on Bald Mountain. However, due to several ambiguities, the
composition is also known by a number of alternate titles in English.

The Russian word “ночь” (noch) is literally “night” in English, but idiomatically this would refer to the night
following St. John’s Day, variously observed between June 21 (the summer solstice) and June 25. The night
before St. John’s Day is usually referred to as “St. John’s Eve” in English; Russian does not make this distinction.

Bald Mountain is the most familiar translation of лысой горе in English, and is also the most literal. The adjective
“bald” is commonly used in English place names for barren hills, mountains, and other features, and so is also
idiomatic. However, because the most familiar use of “bald” describes hairlessness, this part of the title is also
known as Bare Mountain. The use of “bald” to describe barren landscapes is common in European languages. In
French, the piece is known as Une nuit sur le mont Chauve (A Night on the Bald Mountain); and in Italian Una
Notte sul Monte Calvo (A Night on Bald Mountain).

Some performances of the work also insert the article “the” before “Bald Mountain” or “Bare Mountain”. Articles
are not used in Russian, but are often applied to nouns when translating Russian into languages that regularly
use articles, such as English and French. However, because the title of the work refers to a specific place called
“Bald Mountain,” an article would not normally be used in English.

Early unrealized projects

Opera project: St. John’s Eve (1858)

A sheet of paper apparently found among Mussorgsky’s manuscripts contains the following statement:

Program of the opera St. John’s Night, in three acts, after the tale by Gogol, written by P. Boborïkin, in
the presence and with the help of Modest Mussorgsky, Yevgeniy Mussorgsky, and Vasiliy. Witness to
the proceedings: Miliy Balakirev.

This curious fragment, dated 25 December 1858, has been interpreted as an indication of Mussorgsky’s intent to
write an opera on the subject of Gogol’s short story St. John’s Eve (Russian: Вечер накануне Ивана Купала,
Vecher nakanune Ivana Kupala, St. John’s Eve). Gogol’s tale contains the elements of witchcraft common to
other stories in the Evenings on a Farm near Dikanka collection, but does not feature a witches’ sabbath. No
further plans for this project were mentioned.

Opera project: The Witch (1860)

The theme of a witches’ sabbath, the central theme in all subsequent Night on Bald Mountain projects, appears to
have been derived from the nonextant play The Witch (Russian: Ведьма, Ved’ma, Witch) by Baron Georgiy
Mengden, a military friend of the composer. In 1860 Mussorgsky informed Balakirev that he had been
commissioned to write one act of an opera on this subject:

I have also received some highly interesting work which needs to be prepared for the coming summer.
This work is: a whole act on The Bald Mountain (from Mengden’s drama The Witch), a witches’
sabbath, separate episodes of sorcerers, a ceremonial march of all this rubbish, a finale—glory to the
sabbath… The libretto is very good. There are already some materials, perhaps a very good thing will
come of it.
—Modest Mussorgsky, letter to Balakirev, 26 September 1860

However, as with the previous project, it is unknown whether any materials were written down, and, if so, whether
they were transferred to subsequent projects.



Work for piano and orchestra (early 1860s)

Rimsky-Korsakov declares in his memoirs (Chronicle of My Musical Life) that in the early 1860s Mussorgsky,
under the influence of Franz Liszt’s Totentanz, had written a version of the Bald Mountain music for piano and
orchestra. However, it is believed that Mussorgsky did not hear Liszt’s work until 1866, by which time he was
planning the orchestral tone poem St. John’s Eve on Bald Mountain (see below). No trace of a work for piano and
orchestra has survived outside Rimsky-Korsakov’s recollections, so it is assumed that the score has been lost, or,
more likely, that it never existed.

Tone poem: St. John’s Eve on Bald Mountain (1867)

Composition history

In 1866 Mussorgsky wrote to Balakirev expressing a desire to discuss his plans for The Witches, his informal
name for his Bald Mountain music. In early June 1867, he began composing the orchestral version of the piece.
The score is inscribed with the following details:

Conceived in 1866. Began to write for orchestra 12 June 1867, completed work on the eve of St. John’s
Day, 23 June 1867, in Luga District on Minkino Farm. Modest Musorgskiy.

Mussorgsky described the piece in a letter to Vladimir Nikolsky:

So far as my memory doesn’t deceive me, the witches used to gather on this mountain, … gossip, play
tricks and await their chief—Satan. On his arrival they, i.e. the witches, formed a circle round the throne
on which he sat, in the form of a kid, and sang his praise. When Satan was worked up into a sufficient
passion by the witches’ praises, he gave the command for the sabbath, in which he chose for himself
the witches who caught his fancy. So this is what I’ve done. At the head of my score I’ve put its content:
1. Assembly of the witches, their talk and gossip; 2. Satan’s journey; 3. Obscene praises of Satan; and
4. Sabbath … The form and character of the composition are Russian and original … I wrote St. John’s
Eve quickly, straight away in full score, I wrote it in about twelve days, glory to God … While at work on
St. John’s Eve I didn’t sleep at night and actually finished the work on the eve of St. John’s Day, it
seethed within me so, and I simply didn’t know what was happening within me … I see in my wicked
prank an independent Russian product, free from German profundity and routine, and, like Savishna,
grown on our native fields and nurtured on Russian bread.

He also stated—incorrectly, as it turned out—that he would never re-model it: “with whatever shortcomings, it is
born; and with them it must live if it is to live at all.” Having finally completed the work, Mussorgsky was crushed
when his mentor Mily Balakirev was savagely critical of it. The score is peppered with comments such as “the
devil knows what [this is]”, “what rubbish”, and “this might be of use”, probably pencilled in by Balakirev. This “first
version” was put aside, and did not appear in print until 1968, in a new edition prepared by Georgiy Kirkor.

Performance history

The original tone poem, St. John’s Eve on Bald Mountain (1867), was not performed until the 20th century.
Musicologist Aleksandra Orlova claims that the original manuscript of this version was discovered in the library of
the Leningrad Conservatory by musicologist Georgiy Orlov in the late 1920s, that it was performed once by the
Leningrad Philharmonic Society, and that Nikolay Malko brought along a copy of it when he emigrated to the
West. Gerald Abraham states that this version was performed by Malko on 3 February 1932, apparently in
England. Michel-Dimitri Calvocoressi claims that Malko performed this version in several countries in 1933.

Russian originalRussian original

«Задумана в 1866 году. Начал писать на оркестр 12-го июня 1867 года, окончил работу в Канун
Иванова дня 23 июня 1867 года в Лугском уезде на Мызе Минкино. Модест Мусоргский»



Instrumentation

• Strings: violins I & II, violas, cellos, double basses
• Woodwinds: 1 piccolo, 2 flutes, 2 oboes, 2 clarinets, 2 bassoons
• Brass: 4 French horns, 2 cornets, 2 trumpets, 3 trombones, 1 tuba
• Percussion: timpani, bass drum, cymbals, tam-tam

Program

SettingSetting

Russian legend tells of a witches’ sabbath taking place on St. John’s Night (June 23–24) on the Lysa Hora (Bald
Mountain), near Kiev.

ProgramProgram

The following program is taken from the score:

Seq.Seq. OriginalOriginal TransliterationTransliteration EnglishEnglish

1
Сбор ведьм, их толки и
сплетни

Sbor ved’m, ikh tolki i
spletni

Assembly of the witches, their chatter
and gossip

2 Поезд Сатаны Poyezd Satanï Cortège of Satan

3
Чёрная служба (Messe
noire)

Chornaya sluzhba (Messe
noire)

Black service (Black mass)

4 Шабаш Shabash Sabbath

Recordings

1971, David Lloyd-Jones, London Philharmonic Orchestra

1980, Claudio Abbado, London Symphony Orchestra

1991, Christoph von Dohnanyi, Cleveland Orchestra

1991, Dmitriy Kitayenko, Bergen Philharmonic Orchestra

1993, Claudio Abbado, Berliner Philharmoniker

2001, Peter Richard Conte, transcribed for the Wanamaker Organ

2003, Theodore Kuchar, National Symphony Orchestra of Ukraine

2004, Valery Gergiev, BBC Symphony Orchestra

2006, Esa-Pekka Salonen, Los Angeles Philharmonic Orchestra

Glorification of Chernobog from Mlada (1872)

Composition history

The first re-modelling of the tone poem took place in 1872, when Mussorgsky revised and recast it for vocal
soloists, chorus, and orchestra as part of act 3 that he was assigned to contribute to the collaborative opera-ballet



Mlada. In this new version the music was to form the basis of the Night on Mt. Triglav (Russian: Ночь на горе
Триглаве, Noch’ na gore Triglave) scene.

Mussorgsky referred to this piece under the title Glorification of Chernobog (Russian: Славленье Чёрнобога,

Slavlenye Chornoboga) in a list of his compositions given to Vladimir Stasov.[14] In 1930, Pavel Lamm, in his
edition of Mussorgsky’s complete works, referred to the piece as Worship of the Black Goat (Russian: Служение
чёрному козлу, Sluzheniye chornomy kozlu).

Mlada was a project doomed to failure, however, and this “second version” languished along with the first. The
score of Glorification of Chernobog has not survived, and was never published or performed.

Program

The following scenario is taken from Rimsky-Korsakov’s later “magic opera-ballet” Mlada (1890), based on the
same libretto by Viktor Krïlov.

SettingSetting

Mlada is set in the 9th or 10th century city of Retra, in the (formerly) Slavic lands between the Baltic Sea coast
and the Elbe River. This would be the land of the pre-Christian Polabian Slavs, in the region corresponding to the
modern German areas of Holstein, Mecklenburg, or Vorpommern.

The Mlada scenario is the only Bald Mountain setting that mentions a “Mt. Triglav”, where the supernatural events
of act 3 take place. The name Triglav [“tri” (three) + “glav” (heads)] happens to be the name of an ancient three-
headed Slavic deity or a trinity of deities, and is also the name of a famous peak in Slovenia, which is, however,
some 750 kilometers distant.

PlotPlot

Voyslava and her father Mstivoy, the Prince of Retra, have poisoned Mlada, the betrothed of Yaromir, Prince of
Arkona. Voyslava sells her soul to Morena, an evil goddess, to obtain her aid in making Yaromir forget Mlada so
she may have him to herself. In act 3, the shade (ghost) of Mlada leads Yaromir up the slopes of Mt. Triglav to a
pine wood in a gorge on top of the mountain. Mlada’s shade joins a gathering of the spirits of the dead. She
expresses in mime to Yaromir the wish to be reunited with him in the kingdom of dead souls. He is eager to join
her. However, there is a rumbling sound announcing the appearance, apparently from underground, of the
following fantastic characters (many of whom also appear in Dream Vision of the Peasant Lad from The Fair at
Sorochyntsi, described below):

RussianRussian TransliterationTransliteration DescriptionDescription

Злые духи Zlïye dukhi Evil spirits

Ведьмы Véd’mï Witches

Кикиморы Kikímorï Female hobgoblins

Чёрнобог Chórnobog “Cherno” (black) + “bog” (god), an infernal Slavic deity, in the form of a goat

Морена Moréna An infernal Slavic deity

Кащей Kashchéy An ogre familiar from Russian folktales; plays a gusli

Червь Cherv Worm, god of famine

Чума Chumá Plague, god of pestilence

Топелец Topelets ‘Drowner’, god of floods



The evil spirits sing in a strange demonic language, in the manner of the “demons and the damned” of Hector
Berlioz’s La damnation de Faust. Morena calls on Chernobog to help make Yaromir forsake Mlada. Kashchey
determines that Morena and Chernobog will be successful if Yaromir is seduced by another. Chernobog
commands Yaromir’s soul to separate from his body, and for Queen Cleopatra to appear. Instantly the scene
changes to a hall in Egypt, where the shade of Cleopatra attempts to entice Yaromir’s soul to her side with a
seductive dance. She almost succeeds in doing so when a cock crow announcing the break of day causes the
entire infernal host to vanish. Yaromir awakens and ponders the mysterious events he has witnessed.

Dream Vision of the Peasant Lad from The Fair at Sorochyntsi
(1880)

Composition history

The work’s “third version”, the Dream Vision of the Peasant Lad (Russian: Сонное видение паробка, Sonnoye
videniye parobka), was composed eight years later when Mussorgsky revived and revised the second version to
function as a “dream intermezzo” in his opera The Fair at Sorochyntsi (1874–80), a work which was still
incomplete at the time of his death in 1881. Mussorgsky’s piano-vocal score is dated 10 May 1880.

Mussorgsky originally chose the end of act 1 of the opera as the location for his choral intermezzo. It is now
generally performed in the Shebalin version (1930) of the opera, where it is relocated to act 3, just after the
peasant lad’s dumka. The theme of the dumka also serves as one of the main themes of the new quiet ending.

Performance history

The Dream Vision of the Peasant Lad was first performed as part of Vissarion Shebalin’s performing edition of
The Fair at Sorochyntsi, which premiered in 1931 in Leningrad at the Maly Theater, conducted by Samuil
Samosud. Shebalin’s orchestration was published by Muzgiz in 1934.

Program

SettingSetting

The Fair at Sorochyntsi is set in and around the Ukrainian village of Velyki Sorochyntsi, some 500 kilometers east
of Kiev and the famous “Bald Mountain” (Lysa Hora), in the year 1800.

PlotPlot

The peasant Solopiy Cherevik, his domineering wife Khivrya, and pretty daughter Parasya are visiting the
Sorochyntsi Fair. Parasya is wooed by Gritsko Golopupenko, the “peasant lad” of the title. Gritsko desires
Cherevik’s consent to marry his daughter. Although Cherevik is not against the match, his wife objects because
Gritsko had thrown mud in her face on the way to the fair. Gritsko strikes a bargain with a gypsy to assist him in
winning Parasya. They exploit the superstitious fears of the fairgoers, who believe that the location of the fair this
year is ill-chosen, it being the haunt of a devil who was thrown out of hell, took to drinking, went broke, pawned
his jacket, and has returned to claim it. After various pranks and comic circumstances, Gritsko achieves his goal
and all ends happily.

At the end of act 1, Gritsko falls asleep some distance from the fair, and, because there has been talk of devilry,
has a dream of a witches’ sabbath. The following remarks are taken from the score (page numbers supplied):

Act 1, scene 2 – “Dream Vision of the Peasant Lad” (Intermezzo)
p. 1) A hilly desolate area. An approaching subterranean choir of infernal forces. The curtain rises.
The peasant lad sleeps at the foot of a hill.

p. 3) Witches and devils surround the sleeping peasant lad.



p. 5) On a hill appear fiery serpents. The approach of Chernobog. Chernobog rises from
underground. Following him are Kashchey, Cherv, Chuma, Topelets, Smert, and the rest of his
retinue.

p. 7) Worship of Chernobog.

p. 10) Sabbath.

p. 11) Ballet.

p. 16) Stroke of a matins bell.

p. 17) Satan and his retinue vanish. The scene is covered by clouds.

p. 21) The peasant lad awakens and stands up, stretching and looking around wildly. The clouds
disperse. The scene is illuminated by the rising sun.

Surviving the transfer from Glorification of Chernobog are the same supernatural characters, although Morena
has been replaced by Death (Russian: Смерть, Smert’). Chernobog and his accomplices form a kind of Six
Horsemen of the Apocalypse. The demon language the characters sing, of which Mussorgsky was contemptuous
in a letter, is preserved.

Mussorgsky sent the following program to Vladimir Stasov about three months after its composition in 1880:

The peasant lad sleeps at the foot of a hillock at some distance from the hut where he should have
been. In his sleep appear to him:

1. Subterranean roar of non-human voices, uttering non-human words.
2. The subterranean kingdom of darkness comes into its own—mocking the sleeping peasant

lad.
3. Foreshadowing of the appearance of Chernobog (Satan).
4. The peasant lad left by the spirits of darkness. Appearance of Chernobog.
5. Worship of Chornobog and the black mass.
6. Sabbath.
7. At the wildest moment of the sabbath the sound of a Christian church bell. Chernobog

suddenly disappears.
8. Suffering of the demons.
9. Voices of the clergy in church.

10. Disappearance of the demons and the peasant lad’s awakening.

Russian originalRussian original

Первое действие, вторая картина: «Сонное видение паробка» (Intermezzo)
л. 1: Холмистая глухая местность. Подземный приближающийся хор адских сил. Занавес
поднимается. У подножия холма спит Паробок.

л. 3: Ведьмы и бесы окружают спящего паробка.

л. 5: На холме показываются огненные змеи; приближение Чернобога. Из под земли
поднимается Чернобог; за ним Кащей, Червь, Топелец, Чума, Смерть и прочая свита.

л. 7: Служба Чернобогу.

л. 10: Шабаш.

л. 11: Балет.

л. 16: Удар утреннего колокола.

л. 17: Сатана и его свита исчезают. Сцена покрывается облаками.

л. 21: Паробок просыпается и встает, потягиваясь и дико оглядываясь. Облака
разбегаются. Сцена освещается восходящим солнцем.



Recordings

As part of The Fair at Sorochyntsi:
1969, Yuriy Aronovich, Moscow Radio Orchestra and Chorus

1983, Vladimir Yesipov, Stanislavsky Theater Orchestra and Chorus

Concert version:
1981, Gennadiy Rozhdestvensky, BBC Singers, BBC Symphony Chorus, BBC Symphony Orchestra,
Moscow Radio Orchestra

1997, Valeriy Polyansky, State Symphony Capella of Russia

1997, Claudio Abbado, Berliner Philharmoniker

1997, Zdeněk Mácal, New Jersey Symphony Orchestra

Rimsky-Korsakov’s fantasy: Night on Bald Mountain (1886)

Nikolay Rimsky-Korsakov

Composition history

In the years after Mussorgsky’s death, his friends prepared his manuscripts for publication and created performing
editions of his unfinished works to enable them to enter the repertoire. The majority of the editorial work was done
by Rimsky-Korsakov, who in 1886 produced a redacted edition of Night on Bald Mountain from the Dream Vision

Russian originalRussian original

Паробок спит у подножия пригорка, далеко, вдали от хаты, куда бы должен попасть. Во сне
ему мерещатся:

1. Подземный гул нечеловеческих голосов, произносящих нечеловеческие слова.
2. Подземное царство тьмы входит в свои права – трунит над спящим Паробком.
3. Предзнамение появления Чернобога (Сатаны).
4. Паробок оставлен духами тьмы. Появление Чернобога.
5. Величание Чернобога и Черная служба.
6. Шабаш.
7. В самом разгаре шабаша удар колокола христианской церкви. Чернобог исчезает

мгновенно.
8. Страдания бесов.
9. Голоса церковного клира.

10. Исчезновение бесов и пробуждение Паробка.
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of the Peasant Lad vocal score. Rimsky-Korsakov discusses his work on the piece, designated a “fantasy for
orchestra”, in his memoirs, Chronicle of My Musical Life (1909):

During the season of 1882/83, I continued working on Khovanshchina and other compositions of
Mussorgsky’s. A Night on Bald Mountain was the only thing I could not find my way with. Originally
composed in the sixties under the influence of Liszt’s Danse Macabre for the piano with
accompaniment of orchestra, this piece (then called St. John’s Eve, and both severely and justly
criticized by Balakirev) had long been utterly neglected by its author, gathering dust among his
unfinished works. When composing Gedeonov’s Mlada, Mussorgsky had made use of the material to
be found in Night, and, introducing singing into it, had written the scene of Chernobog on Mount Triglav.
That was the second form of the same piece in substance. Its third form had developed in his
composing of Sorochintsï Fair, when Mussorgsky conceived the queer and incoherent idea of making
the peasant lad, without rhyme or reason, see the sabbath of devilry in a dream, which was to form a
sort of stage intermezzo that did not chime at all with the rest of the scenario of Sorochintsï Fair. This
time the piece ended with the ringing of the village church bell, at the sounds of which the frightened
evil spirits vanished. Tranquility and dawn were built on the theme of the peasant lad himself, who had
seen the fantastic dream. In working on Mussorgsky’s piece, I made use of its last version for the
purpose of closing the composition. Now then, the first form of the piece was for piano solo with
orchestra; the second form and the third, vocal compositions and for the stage, into the bargain
(unorchestrated). None of these forms was fit to be published and performed. With Mussorgsky’s
material as a basis, I decided to create an instrumental piece by retaining all of the author’s best and
coherent material, adding the fewest possible interpolations of my own. It was necessary to create a
form in which Mussorgsky’s ideas would mould in the best fashion. It was a difficult task, of which the
satisfactory solution baffled me for two years, though in the other works of Mussorgsky I had got on with
comparative ease. I had been unable to get at either form, modulation, or orchestration, and the piece
lay inert until the following year.

Rimsky-Korsakov made “corrections” typical of him, as he did with Khovanshchina, and was later to do with Boris
Godunov, preserving the general thematic structure, but adding or omitting bars, and making modifications to
melody, harmony, rhythm, and dynamics.

Russian originalRussian original

«В сезоне 1882/83 года я продолжал работу над «Хованщиной» и другими сочинениями
Мусоргского. Не давалась мне только «Ночь на Лысой горе». Сочиненная первоначально в 60-х
годах под влиянием листовского «Danse macabre» для фортепиано с сопровождением
оркестра, пьеса эта (называвшаяся в то время «Ивановой ночью» и подвергшаяся суровой и
справедливой критике Балакирева) была надолго совершенно заброшена автором и лежала
без движения среди его «inachevé». При сочинении гедеоновской «Млады» Мусоргский
воспользовался имеющимся в «Ночи» материалом и, введя туда пение, написал сцену
Чернобога на горе Триглаве. Это был второй вид той же пьесы по существу. Третий вид ее
образовался при сочинении «Сорочйнской ярмарки», когда Мусоргскому пришла странная и
несуразная мысль заставить парубка, ни с того ни с сего, увидеть шабаш чертовщины во сне,
что должно было составить некое сценическое интермеццо, отнюдь не вяжущееся со всем
остальным сценариумом «Сорочинской ярмарки». На этот раз пьеса оканчивалась звоном
колокола деревенской церкви, при звуках которого испуганная нечистая сила исчезала.
Успокоение и рассвет были построены на теме самого парубка, видевшего фантастическое
сновидение. При работе над пьесой Мусоргского я воспользовался последним вариантом для
заключения сочинения. Итак, первый вид пьесы был solo фортепиано с оркестром, второй и
третий вид – вокальное произведение, и притом сценическое (не оркестрованное). Ни один из
видов этих не годился для издания и исполнения. Я решился создать из материала
Мусоргского инструментальную пьесу, сохранив в ней все, что было лучшего и связного у
автора, и добавляя своего по возможности менее. Надо было создать форму, в которую
уложились бы наилучшим способом мысли Мусоргского. Задача была трудная,
удовлетворительно разрешить которую мне не удавалось в течение двух лет, между тем как с
другими сочинениями Мусоргского я справился сравнительно легко. Не давались мне ни
форма, ни модуляции, ни оркестровка, и пьеса лежала без движения до следующего года.»



Performance history

Title page of Rimsky-Korsakov’s edition, published by V. Bessel and Co.

Rimsky-Korsakov’s edition was completed in 1886, and published in the same year by V. Bessel and Co.. It
received its premiere on 15 October 1886 in St. Petersburg’s Kononov Hall, performed by the orchestra of the
Russian Symphony Concerts. Rimsky-Korsakov conducted the performance himself, and gives the following
account of it in his memoirs, Chronicle of My Musical Life (1909):

The orchestration of A Night on Bald Mountain, which had baffled me so long, was finished for the
concerts of [the 1886/87] season, and the piece, given by me at the first concert in a manner that could
not be improved upon, was demanded again and again with unanimity. Only a tom-tom had to be
substituted for the bell; the one I selected at the bell-store proved to be off pitch in the hall, owing to a
change in temperature.

The Western European premiere performance of his edition was likely the one described further on:

In the summer of 1889, the Paris Universal Exposition took place. Belyayev decided to give there two
symphonic concerts of Russian music at the Trocadéro, under my direction… The concerts were set for
Saturdays, June 22 and 29, new style. Upon our arrival in Paris, rehearsals commenced. The
orchestra, which proved to be excellent, the men being amiable and painstaking, had been borrowed
from Colonne. Their playing in the concerts was fine… The success was considerable, with plenty of
applause, but the attendance was not large.

Night on Bald Mountain was performed at the second concert, on 29 June 1889, where it followed Borodin’s
‘Polovtsian Dances’ and ‘Polovtsian March’ from Prince Igor in the second half of the program. Rimsky-Korsakov
later mentions another performance of the piece, taking place on 25 April 1890, at the Théâtre de la Monnaie in
Brussels.
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Performed by the Skidmore College Orchestra. Courtesy of Musopen

Problems playing this file? See media help.

Instrumentation

• Strings: Violins, Violas, Cellos, Double Basses
• Woodwinds: 1 Piccolo, 2 Flutes, 2 Oboes, 2 Clarinets, 2 Bassoons
• Brass: 4 French Horns, 2 Trumpets, 3 Trombones, 1 Tuba
• Percussion: Timpani, Bass Drum, Cymbals, Tam-tam, Bell
• Other: Harp

Program

The following program is printed in Rimsky-Korsakov’s edition of Night on Bald Mountain, published in 1886 by V.
Bessel and Co.:

Subterranean sounds of non-human voices. Appearance of the spirits of darkness, followed by that of
Chernobog. Glorification of Chernobog and Black Service. Sabbath. At the height of the sabbath, the
distant ringing of a village church bell is heard; it disperses the spirits of darkness. Morning.

Recordings

Recordings of Rimsky-Korsakov’s revision are too numerous to catalog in this article.

Leopold Stokowski’s arrangement: Night on Bald Mountain (1940)

Leopold Stokowski
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Composition history

Millions of 20th-century listeners owe their initial acquaintance with Mussorgsky’s tone-poem to Leopold
Stokowski’s version, specially produced for Walt Disney’s 1940 film Fantasia. Stokowski stated that he based it on
the Rimsky-Korsakov arrangement in form and content (though notably without the “fanfare” that marks the
entrance of the black god Chernobog), but on Mussorgsky’s original in orchestration. However, like Rimsky-
Korsakov himself, Stokowski had no copy of the original tone poem from 1867, so he did what he felt Mussorgsky
would have done, being familiar to some extent with Mussorgsky’s style, having conducted the U.S. premiere of
the original version of Boris Godunov in 1929, and having subsequently produced a symphonic synthesis of Boris
for concert purposes. The Stokowski arrangement is only rarely heard today outside of Fantasia, Rimsky-
Korsakov’s orchestration being the concert favorite, and the one most often programmed.

Recordings

1940, Leopold Stokowski, Philadelphia Orchestra

1953, Stokowski, Stokowski Symphony Orchestra

1966, Leonard Bernstein, New York Philharmonic

1967, Stokowski, London Symphony Orchestra

1992, Erich Kunzel, Cincinnati Pops Orchestra

1995, Matthias Bamert, BBC Philharmonic

1996, Oliver Knussen, Cleveland Orchestra

2004, Jose Serebrier, Bournemouth Symphony Orchestra

Other arrangements

Other arrangements of this work have been made by René Leibowitz, Gottfried von Einem, Charles Gerhardt and
Henry Sopkin.

René Leibowitz recorded his own arrangement with the Royal Philharmonic for Reader’s Digest. Sir Adrian Boult
conducted Charles Gerhardt’s version with the New Symphony Orchestra of London, also for Reader’s Digest.
Alfred Walter recorded Gottfried von Einem’s version with the North German Radio Orchestra.
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Pyotr Ilyich TchaikovskyPyotr Ilyich Tchaikovsky

Pyotr Ilyich TchaikovskyPyotr Ilyich Tchaikovsky (/ˈpjɔːtər iːˈljiːtʃ tʃaɪˈkɒfski/; Russian: Пётр Ильи́ч Чайко́вский;tr. Pyotr Ilyich
Chaykovsky; 7 May 1840 – 6 November 1893), often anglicised as Peter Ilyich TchaikovskyPeter Ilyich Tchaikovsky /ˈpiːtər …/, was a
Russian composer whose works included symphonies, concertos, operas, ballets, chamber music, and a
choral setting of the Russian Orthodox Divine Liturgy. Some of these are among the most popular theatrical
music in the classical repertoire. He was the first Russian composer whose music made a lasting impression
internationally, which he bolstered with appearances as a guest conductor later in his career in Europe and
the United States. One of these appearances was at the inaugural concert of Carnegie Hall in New York City
in 1891. Tchaikovsky was honored in 1884 by Emperor Alexander III, and awarded a lifetime pension in the
late 1880s.

Although musically precocious, Tchaikovsky was educated for a career as a civil servant. There was scant
opportunity for a musical career in Russia at that time, and no system of public music education. When an
opportunity for such an education arose, he entered the nascent Saint Petersburg Conservatory, from which
he graduated in 1865. The formal Western-oriented teaching he received there set him apart from composers
of the contemporary nationalist movement embodied by the Russian composers of The Five, with whom his
professional relationship was mixed. Tchaikovsky’s training set him on a path to reconcile what he had
learned with the native musical practices to which he had been exposed from childhood. From this
reconciliation, he forged a personal but unmistakably Russian style—a task that did not prove easy. The
principles that governed melody, harmony and other fundamentals of Russian music ran completely counter to
those that governed Western European music; this seemed to defeat the potential for using Russian music in
large-scale Western composition or from forming a composite style, and it caused personal antipathies that
dented Tchaikovsky’s self-confidence. Russian culture exhibited a split personality, with its native and adopted
elements having drifted apart increasingly since the time of Peter the Great, and this resulted in uncertainty
among the intelligentsia of the country’s national identity.

Despite his many popular successes, Tchaikovsky’s life was punctuated by personal crises and depression.
Contributory factors included his leaving his mother for boarding school, his mother’s early death, as well as
that of his close friend and colleague Nikolai Rubinstein, and the collapse of the one enduring relationship of
his adult life, his 13-year association with the wealthy widow Nadezhda von Meck. His homosexuality, which
he kept private, has traditionally also been considered a major factor, though some musicologists now
downplay its importance. His sudden death at the age of 53 is generally ascribed to cholera; there is an
ongoing debate as to whether it was accidental or self-inflicted.

While his music has remained popular among audiences, critical opinions were initially mixed. Some Russians
did not feel it was sufficiently representative of native musical values and were suspicious that Europeans
accepted it for its Western elements. In apparent reinforcement of the latter claim, some Europeans lauded
Tchaikovsky for offering music more substantive than base exoticism, and thus transcending stereotypes of
Russian classical music. Tchaikovsky’s music was dismissed as “lacking in elevated thought,” according to
longtime New York Times music critic Harold C. Schonberg, and its formal workings were derided as deficient
for not following Western principles stringently.



Life

Childhood

The Tchaikovsky family in 1848. Left to right: Pyotr, Alexandra Andreyevna (mother), Alexandra (sister), Zinaida,
Nikolai, Ippolit, Ilya Petrovich (father)

Pyotr Ilyich Tchaikovsky was born in Votkinsk, a small town in Vyatka Governorate (present-day Udmurtia) in the
Russian Empire. His family had a long line of military service. His father, Ilya Petrovich Tchaikovsky, was an
engineer who served as a lieutenant colonel in the Department of Mines, and manager of the Kamsko-Votkinsk
Ironworks. His grandfather, Petro Fedorovych Chaika, received medical training in Saint Petersburg and served
as a physician’s assistant in the army before becoming city governor of Glazov in Viatka. His great-grandfather, a
Cossack named Fyodor Chaika, distinguished himself under Peter the Great at the Battle of Poltava in 1709. His
mother, Alexandra Andreyevna née d’Assier, the second of Ilya’s three wives, was 18 years her husband’s junior
and of French ancestry on her father’s side. Both of Tchaikovsky’s parents were trained in the arts, including
music. This was considered a necessity as a posting to a remote area of Russia was always possible, bringing
with it a need for entertainment, both private and at social gatherings.

Tchaikovsky had four brothers (Nikolai, Ippolit, and twins Anatoly and Modest), a sister, Alexandra and a half-
sister Zinaida from his father’s first marriage. He was particularly close to Alexandra and the twins. Anatoly later
had a prominent legal career, while Modest became a dramatist, librettist, and translator. Alexandra married Lev
Davydov and had seven children, one of whom, Vladimir Davydov, became very close to the composer, who
nicknamed him ‘Bob’. The Davydovs provided the only real family life Tchaikovsky knew as an adult, and their
estate in Kamenka (now Kamianka, Cherkasy Oblast, part of Ukraine) became a welcome refuge for him during
his years of wandering.

In 1843 the family hired Fanny Dürbach, a 22-year-old French governess, to look after the children and teach
Tchaikovsky’s elder brother Nikolai and a niece of the family. While Tchaikovsky, at four and a half, was initially
considered too young to begin studies, his insistence convinced Dürbach otherwise. Dürbach proved an excellent
teacher, teaching Pyotr Tchaikovsky to be fluent in French and German by the age of six. Tchaikovsky became
attached to the young woman and her affection for him is said to have provided a counter to Tchaikovsky’s
mother, who has been described as a cold, unhappy, distant parent, although others assert that the mother doted
on her son. Dürbach saved much of Tchaikovsky’s work from this period, which includes his earliest known
compositions. She was also the source of several anecdotes about his childhood.

Tchaikovsky took piano lessons from the age of five. A precocious pupil, he could read music as adeptly as his
teacher within three years. His parents were initially supportive, hiring a tutor, buying an orchestrion (a form of
barrel organ that could imitate elaborate orchestral effects), and encouraging his study of the piano for both
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aesthetic and practical reasons. Nevertheless, the family decided in 1850 to send Tchaikovsky to the Imperial
School of Jurisprudence in Saint Petersburg. This decision may have been rooted in practicality. It is not certain
whether Tchaikovsky’s parents had grown insensitive toward his musical gift. However, regardless of talent, the
only avenues for a musical career in Russia at that time – except for the affluent aristocracy – were as a teacher
in an academy or an instrumentalist in one of the Imperial Theaters. Both were considered on the lowest rung of
the social ladder, with no more rights than peasants. Also, because of the growing uncertainty of his father’s
income, both parents may have wanted Tchaikovsky to become independent as soon as possible.

Since both parents had graduated from institutes in Saint Petersburg, they decided to educate him as they had
themselves been educated. The School of Jurisprudence mainly served the lesser nobility and would prepare
Tchaikovsky for a career as a civil servant. As the minimum age for acceptance was 12 and Tchaikovsky was
only 10 at the time, he was required to spend two years boarding at the Imperial School of Jurisprudence’s
preparatory school, 800 miles (1,300 km) from his family. Once those two years had passed, Tchaikovsky
transferred to the Imperial School of Jurisprudence to begin a seven-year course of studies.

Emerging Composer

Childhood trauma and school years

Modern view of the Imperial School
of Jurisprudence

Tchaikovsky’s separation from his mother to attend boarding school caused an emotional trauma that tormented
him throughout his life. Her death from cholera in 1854 further devastated him, affecting him so much that he
could not inform Fanny Dürbach until two years later. He mourned his mother’s loss for the rest of his life and
called it “the crucial event” that ultimately shaped it. More than 25 years after his loss, Tchaikovsky wrote to his
patroness, Nadezhda von Meck, “Every moment of that appalling day is as vivid to me as though it were
yesterday.” The loss also prompted Tchaikovsky to make his first serious attempt at composition, a waltz in her
memory.

Tchaikovsky’s father, who also contracted cholera at this time but fully recovered, immediately sent him back to
school, hoping that classwork would occupy the boy’s mind. In partial compensation for his isolation and loss,
Tchaikovsky made lifelong friendships with fellow students, including Aleksey Apukhtin and Vladimir
Gerard. Music became a unifier. While it was not an official priority at the School of Jurisprudence, Tchaikovsky
maintained an extracurricular connection by regularly attending the opera with other students. Fond of works by
Rossini, Bellini, Verdi and Mozart, he would improvise for his friends at the school’s harmonium on themes they
had sung during choir practice. “We were amused,” Vladimir Gerard later remembered, “but not imbued with any
expectations of his future glory.” Tchaikovsky also continued his piano studies through Franz Becker, an
instrument manufacturer who made occasional visits to the school; however, the results, according to
musicologist David Brown, were “negligible”.

In 1855, Tchaikovsky’s father funded private lessons for his son with the teacher Rudolph Kündinger. He also
questioned Kündinger about a musical career for the boy. Kündinger replied that, while impressed, nothing
suggested to him a future as a composer or performer. Kündinger later admitted that his assessment was also
based on his own negative experiences as a musician in Russia and his unwillingness for Tchaikovsky to be
treated likewise. Tchaikovsky was told to finish his course and then try for a post in the Ministry of Justice. Even
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though he gave this practical advice, his father remained receptive about a career in music for Tchaikovsky. He
simply did not know what Tchaikovsky could accomplish, nor whether he could make a living at it. No public
education system in music existed at the time in Russia and private education, especially in composition, was
erratic.

Civil service; pursuing music

Tschaikovsky as a student at
the conservatory. Photo,
1863

On 10 June 1859, the 19-year-old Tchaikovsky graduated with the rank of titular counselor, a low rung on the civil
service ladder. Appointed five days later to the Ministry of Justice, he became a junior assistant within six months
and a senior assistant two months after that. He remained a senior assistant for the rest of his three-year civil
service career.

In 1861, Tchaikovsky attended classes in music theory taught by Nikolai Zaremba at the Mikhailovsky Palace
(now the Russian Museum) in Saint Petersburg. These classes were organized by the Russian Musical Society
(RMS), founded in 1859 by the Grand Duchess Elena Pavlovna (a German-born aunt of Tsar Alexander II) and
her protégé, pianist and composer Anton Rubinstein. The aim of the RMS was to foster native talent, in
accordance with Alexander II’s stated intent. Previous tsars and the aristocracy had focused almost exclusively
on importing European talent. The RMS fulfilled Alexander II’s wish by promoting a regular season of public
concerts (previously held only during the six weeks of Lent when the Imperial Theaters were closed) and
providing basic professional training in music. The classes held at the Mikhailovsky Palace were a precursor to
the Saint Petersburg Conservatory, which opened in 1862. Tchaikovsky enrolled at the Conservatory as part of its
premiere class but held on to his Ministry post until the following year, wanting to make sure his course lay in
music. From 1862 to 1865 he studied harmony and counterpoint with Zaremba. Rubinstein, director and founder
of the Conservatory, taught instrumentation and composition.

Tchaikovsky benefited from his Conservatory studies in two ways. First, it transformed him into a musical
professional and gave him tools that helped him thrive as a composer. Second, his in-depth exposure to
European principles and forms for organizing musical material gave Tchaikovsky the sense that his art belonged
to world culture and was not exclusively Russian or Western. This mindset became important in his reconciling
Russian and European influences in his compositional style and showed that both these aspects of Russian
culture were actually “intertwined and mutually dependent”. It also became a starting point for other Russian
composers to build their own individual styles.
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Anton (right) and Nikolai Rubinstein

While Rubinstein was impressed by Tchaikovsky’s musical talent on the whole (citing him as “a composer of
genius” in his autobiography), he was less pleased with the more progressive tendencies of some of
Tchaikovsky’s student work. Nor did he change his opinion as Tchaikovsky’s reputation grew in the years
following his graduation. He and Zaremba clashed with Tchaikovsky when he submitted his First Symphony for
performance by the RMS in Saint Petersburg. Rubinstein and Zaremba refused to consider the work unless
substantial changes were made. Tchaikovsky complied but they still refused to perform the
symphony. Tchaikovsky, distressed that he had been treated as though he were still their student, withdrew the
symphony. It was given its first complete performance, minus the changes Rubinstein and Zaremba had
requested, in Moscow in February 1868.

After graduating from the Conservatory, Tchaikovsky briefly considered a return to public service due to pressing
financial needs. However, Rubinstein’s brother Nikolai offered the post of Professor of Music Theory at the soon-
to-open Moscow Conservatory. While the salary for his professorship was only 50 rubles a month, the offer itself
boosted Tchaikovsky’s morale and he accepted the post eagerly. He was further heartened by news of the first
public performance of one of his works, his Characteristic Dances, conducted by Johann Strauss II at a concert in
Pavlovsk Park on 11 September 1865 (Tchaikovsky later included this work, retitled, Dances of the Hay Maidens,
in his opera The Voyevoda).

From 1867 to 1878, Tchaikovsky combined his professorial duties with music criticism while continuing to
compose. This exposed him to a range of contemporary music and afforded him the opportunity to travel
abroad. In his reviews, he praised Beethoven, considered Brahms overrated and despite his admiration took
Schumann to task for poor orchestration. He appreciated the staging of Wagner’s Der Ring des Nibelungen at its
inaugural performance in Bayreuth, Germany, but not the music, calling Das Rheingold “unlikely nonsense,
through which, from time to time, sparkle unusually beautiful and astonishing details.” A recurring theme he
addressed was the poor state of Russian opera.
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Relationship with The Five

The young Mily Balakirev

In 1856, while Tchaikovsky was still at the School of Jurisprudence and Anton Rubinstein lobbied aristocrats to
form the RMS, critic Vladimir Stasov and an 18-year-old pianist, Mily Balakirev, met and agreed upon a nationalist
agenda for Russian music. Taking the operas of Mikhail Glinka as a model, they espoused a music that would
incorporate elements from folk music, reject traditional Western methods of musical expression and use exotic
harmonic devices such as the whole tone and octatonic scales. Moreover, they saw Western-style conservatories
as unnecessary and antipathetic to fostering native talent; imposing foreign academics and regimentation would
stifle the Russian qualities Balakirev and Stassov wished to nurture. Followers trickled in. César Cui, an army
officer who specialized in the science of fortifications, and Modest Mussorgsky, a Preobrazhensky Lifeguard
officer, came in 1857. Nikolai Rimsky-Korsakov, a naval cadet, followed in 1861 and Alexander Borodin, a
chemist, in 1862. Like Balakirev, they were not professionally trained in composition but possessed varying
degrees of musical proficiency. Together, the five composers became known as the moguchaya kuchka,
translated into English as the Mighty Handful or The Five.

Balakirev and Stassov’s efforts fueled a debate, begun by Russian intelligentsia in the 1830s, over whether artists
negated their Russianness when they borrowed from European culture or took vital steps toward renewing and
developing their culture. Rubinstein’s criticism of amateur efforts in musical composition (he insisted that creativity
without discipline was a waste of talent) and his pro-Western outlook and training fanned the flames further. His
founding a professional institute where predominantly foreign professors taught alien musical practices heated the
controversy to boiling point. Balakirev attacked Rubinstein for his musical conservatism and his belief in
professional music training. Mussorgsky jumped on the bandwagon, calling the Conservatory a place where
professors, dressed “in professional, antimusical togas, first pollute their students’ minds, then seal them with
various abominations.” Tchaikovsky and his fellow conservatory students were caught in the middle, well-aware of
the argument but directed by Rubinstein to remain silent and focus on their own artistry. Nevertheless, as
Rubinstein’s pupil, Tchaikovsky became a target for The Five’s scrutiny and was criticized for not following their
precepts. Cui, who championed the nationalist cause as a music critic for the next half-century, wrote a blistering
review of a cantata Tchaikovsky had composed as his graduation thesis. The review devastated the composer.

In 1867, Rubinstein resigned as conductor of the RMS orchestra and was replaced by Balakirev. Tchaikovsky,
now Professor of Music Theory at the Moscow Conservatory, had already promised his Characteristic Dances to
that ensemble but felt ambivalent. He wanted to fulfil his commitment, but had concerns over sending his
composition to someone whose musical aims ran counter to his own and could thus be considered
hostile. Compounding the issue was Balakirev’s mentoring of composers whose work Tchaikovsky did not
admire. He eventually sent the Dances but enclosed a request for encouragement should they not be
performed. Balakirev, whose influence over the other composers in The Five had meanwhile waned, may have
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sensed the potential for a new disciple in Tchaikovsky. He replied “with complete frankness” that he considered
Tchaikovsky “a fully fledged artist”. These letters set the tone for their relationship over the next two years. In
1869, they worked together on what became Tchaikovsky’s first recognized masterpiece, the fantasy-overture
Romeo and Juliet, a work which The Five wholeheartedly embraced. The group also welcomed his Second
Symphony, subtitled the Little Russian. In its original form, Tchaikovsky allowed the unique characteristics of
Russian folk song to dictate the symphonic form of its outer movements, rather than Western rules of
composition. This was a primary aim of The Five. (However, Tchaikovsky became dissatisfied with this approach,
choosing to make a large cut in the finale and rewrite the opening movement along Western lines when he
revised the symphony seven years later.)

While ambivalent about much of The Five’s music, Tchaikovsky remained on friendly terms with most of its
members. Despite his collaboration with Balakirev, Tchaikovsky made considerable efforts to ensure his musical
independence from the group as well as from the conservative faction at the Saint Petersburg Conservatory.

Growing Fame; Budding Opera Composer

Tchaikovsky’s successes during his first years as a composer were infrequent, won with tremendous effort. The
disappointments in between exacerbated a lifelong sensitivity to criticism. Also, while Nikolai Rubinstein expended
considerable effort in spreading Tchaikovsky’s music, he was also given to fits of rage in private with the
composer in critiquing it. One of these rages, later documented by Tchaikovsky, involved Rubinstein’s rejection of
the First Piano Concerto. The work was subsequently premiered by Hans von Bülow, whose pianism had
impressed the composer during an appearance in Moscow. Eventually, Rubinstein reconsidered and took up the
work. Bülow championed many other Tchaikovsky works both as pianist and conductor.

Hans von Bülow

Several factors helped bolster Tchaikovsky’s music. One was having several first-rate artists willing to perform it,
eventually including Adele Aus der Ohe, Max Erdmannsdörfer, Eduard Nápravník and Sergei Taneyev. Another
was a new attitude becoming prevalent among Russian audiences. Previously, they had been satisfied with flashy
virtuoso performances of technically demanding but musically lightweight compositions. They gradually began
listening with increasing appreciation of the music itself. Tchaikovsky’s works were performed frequently, with few
delays between their composition and first performances; the publication from 1867 onwards of his songs and
great piano music for the home market also helped boost the composer’s popularity.

Tchaikovsky began to compose operas. His first, The Voyevoda, based on a play by Alexander Ostrovsky, was
premiered in 1869. The composer became dissatisfied with it and, having re-used parts of it in later works,
destroyed the manuscript. Undina followed in 1870. Only excerpts were performed and it, too, was
destroyed. Between these projects, he started to compose an opera called Mandragora, to a libretto by Sergei
Rachinskii; the only music he completed was a short chorus of Flowers and Insects.
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The first Tchaikovsky opera to survive intact, The Oprichnik, premiered in 1874. During its composition, he fell out
with Ostrovsky. The author of the play The Oprichnik, Ivan Lazhechnikov, had died in 1869, and Tchaikovsky
decided to write the libretto himself, modelling his dramatic technique on that of Eugène Scribe. Cui wrote a
“characteristically savage press attack” on the opera. Mussorgsky, writing to Vladimir Stasov, disapproved of the
opera as pandering to the public. Nevertheless, The Oprichnik continues to be performed from time to time in
Russia.

The last of the early operas, Vakula the Smith (Op.14), was composed in the second half of 1874. The libretto,
based on Gogol’s Christmas Eve, was to have been set to music by Alexander Serov. With Serov’s death, the
libretto was opened to a competition with a guarantee that the winning entry would be premiered by the Imperial
Mariinsky Theatre. Tchaikovsky was declared the winner, but at the 1876 premiere the opera enjoyed only a
lukewarm reception. After Tchaikovsky’s death, Rimsky-Korsakov wrote an opera based on the same story,
Christmas Eve.

Other works of this period include the Variations on a Rococo Theme for cello and orchestra, the Second and
Fourth Symphonies, the ballet Swan Lake and the opera Eugene Onegin.

Emotional life

Discussion of Tchaikovsky’s personal life, especially his sexuality, has perhaps been the most extensive of any
composer in the 19th century and certainly of any Russian composer of his time. It has also at times caused
considerable confusion, from Soviet efforts to expunge all references to same-sex attraction and portray him as a
heterosexual, to efforts at armchair analysis by Western biographers. A current tendency is to discuss
Tchaikovsky’s personal life candidly.

Tchaikovsky lived as a bachelor most of his life. In 1877, at the age of 37, he wed a former student, Antonina
Miliukova. The marriage was a disaster. Mismatched psychologically and sexually, the couple lived together for
only two and a half months before Tchaikovsky left, overwrought emotionally and suffering from an acute writer’s
block. Tchaikovsky’s family remained supportive of him during this crisis and throughout his life. He was also
aided by Nadezhda von Meck, the widow of a railway magnate who had begun contact with him not long before
the marriage. As well as an important friend and emotional support, she also became his patroness for the next
13 years, which allowed him to focus exclusively on composition.

Sexuality

Tchaikovsky had clear homosexual tendencies and some of the composer’s closest relationships were with
men. He sought out the company of other same-sex attracted men in his circle for extended periods, “associating
openly and establishing professional connections with them.” Relevant portions of his brother Modest’s
autobiography, where he tells of the composer’s sexual orientation, have been published, as have letters
previously suppressed by Soviet censors in which Tchaikovsky openly writes of it.
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Modest Ilyich Tchaikovsky

More debatable is how comfortable the composer felt with his sexual nature. There are currently two schools of
thought. Musicologists such as David Brown have maintained that Tchaikovsky “felt tainted within himself, defiled
by something from which he finally realized he could never escape.” Another group of scholars, which includes
Alexander Poznansky and Roland John Wiley, have more recently suggested that the composer experienced “no
unbearable guilt” over his sexual nature and “eventually came to see his sexual peculiarities as an
insurmountable and even natural part of his personality … without experiencing any serious psychological
damage.”

Both groups agree that Tchaikovsky remained aware of the negative consequences should knowledge of his
orientation become public, especially of the ramifications for his family. While his father continued to hope
Tchaikovsky would marry (and may have been unaware of his son’s orientation), other members of his loving and
supportive family remained more open-minded. Modest shared his sexual orientation and became his literary
collaborator, biographer and closest confidant. Tchaikovsky was eventually surrounded by an adoring group of
male relatives and friends, which may have aided him in achieving some sort of psychological balance and inner
acceptance of his sexual nature.

The level of official tolerance Tchaikovsky may have experienced, which could fluctuate depending on the broad-
mindedness of the ruling Tsar, is also open to question. One argument is that general intolerance of same-sex
orientation was the rule in 19th century Russia, punishable by imprisonment, loss of all rights, banishment to the
provinces or exile from Russia altogether; therefore, Tchaikovsky’s fear of social rejection was grounded in some
justification. Musicologist Solomon Volkov mentions state documents that indicate men attracted to the same sex
“were under tight police surveillance” and maintains that public life in Russia was “based not on laws but on
‘understandings.’ That means that formally existing laws are applied or ignored based on the position and wishes
of the authorities…. No one could feel confident of the future in those conditions (which is one of the goals of a
society built on ‘understandings’).” The other argument is that the Imperial bureaucracy was considerably less
draconian in Tchaikovsky’s lifetime than previously imagined. Russian society, with its surface veneer of Victorian
propriety, may have been no less tolerant than the government.

In any case, Tchaikovsky chose not to neglect social convention and stayed conservative by nature. His love life
remained complicated. A combination of upbringing, timidity and deep commitment to relatives precluded his
living openly with a male lover. A similar blend of personal inclination and period decorum kept him from having
sexual relations with those in his social circle. He regularly sought out anonymous encounters, many of which he
reported to Modest; at times, these brought feelings of remorse. He also attempted to be discreet and adjust his
tastes to the conventions of Russian society. Nevertheless, many of his colleagues, especially those closest to
him, may have either known or guessed his true sexual nature. Tchaikovsky’s decision to enter into a
heterosexual union and try to lead a double life was prompted by several factors—the possibility of exposure, the
willingness to please his father, his own desire for a permanent home and his love of children and family. There is
no reason however to suppose that these personal travails impacted negatively on the quality of his musical
inspiration or capacity. An upcoming Russian film, Tchaikovsky, has attracted controversy due to the fact that
Tchaikovsky’s sexuality, mentioned in early drafts, has been written out of the film in order to secure funding from
the Russian government.



Unsuccessful Marriage

Désirée Artôt

In 1868, Tchaikovsky met Belgian soprano Désirée Artôt, then touring Russia with an Italian opera company and
causing a sensation with her performances in Moscow. Artôt, according to Tchaikovsky biographer Anthony
Holden, was “one of the most lustrous opera stars of her day,” with a “beguiling voice”. The composer’s friend,
music critic Hermann Laroche, called her “dramatic singing personified, an opera goddess fusing numerous gifts
which would normally be shared among several different artists.” Tchaikovsky and Artôt became infatuated and
engaged to be married. Even so, Artôt told Tchaikovsky that she would not give up the stage or settle in
Russia. Nikolai Rubinstein, fearful that living in a famous singer’s shadow would stifle Tchaikovsky’s creativity,
warned against the union. Undeterred, and while still privately preferring a homosexual lifestyle, the composer
discussed wedding plans at length with his father. However, on September 15, 1869, without any communication
with Tchaikovsky, Artôt married a Spanish baritone in her company, Mariano Padilla y Ramos. Although it is
generally thought that Tchaikovsky swiftly got over the affair, it has been suggested that he coded Désirée’s name
into the Piano Concerto No. 1 in B-flat minor and the tone-poem Fatum. They met on a handful of later occasions
and, in October 1888, he wrote Six French Songs, Op. 65, for her, in response to her request for a single song.
Tchaikovsky later claimed she was the only woman he ever loved, although Holden and other biographers have
surmised that it may have been “the glamorous yet talented diva, rather than the real woman behind the top
billing, with whom he had fallen in love.”

By the end of 1876, Tchaikovsky had fallen in love with Iosif Kotek, a former student from the Moscow
Conservatory. Though he wrote to Modest that Kotek reciprocated his feelings, the composer distanced himself a
few months later when Kotek proved to be unfaithful. At roughly the same time another friend, Vladimir Shilovsky,
suddenly married. Tchaikovsky did not take the news well. He and Shilovsky, who may have also been
homosexual, had shared a mutual bond of affection for just over a decade. Tchaikovsky had previously mentioned
the possibility of marriage to Modest, out of concern that public knowledge of his sexuality might scandalize his
family. Modest and their sister Sasha, in turn, had warned against such a step. However, Shilovsky’s wedding
may have spurred him to action. In doing so, he did not consider several factors. One was that his feelings on the
matter may have been conflicted. While he wrote to his brother Anatoly about using marriage as a means of
securing sexual freedom through leading a “double life,” in the same letter he disparaged his homosexual
acquaintances who had actually done so. Another factor was that, at 37, Tchaikovsky might have been more set
in his bachelor’s ways than he would have admitted. Age alone would make that lifestyle much harder to discard
or ignore than if he had married much earlier.
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Tchaikovsky and Antonina
on their honeymoon, 1877

Tchaikovsky
on his
marriage

There’s no
doubt that for
some months
on end I was a
bit insane and
only now,
when I’m
completely
recovered,
have I learned
to relate

objectively to everything which I did during
my brief insanity. That man who in May took
it into his head to marry Antonina Ivanovna,
who during June wrote a whole opera as
though nothing had happened, who in July
married, who in September fled from his wife,
who in November railed at Rome and so
on—that man wasn’t I, but another Pyotr
Ilyich.

—Letter to Tchaikovsky’s brother Anatoly,
written in Florence, February 18, 1878.

In July 1877, Tchaikovsky married another former student,
Antonina Miliukova, after receiving a series of impassioned
letters from her. To ensure there would be no interference, he
told only Anatoly and his father of his engagement. He did not
inform Modest or Sasha until the day before his wedding or
Vladimir Shilovsky until the day of the wedding. He invited only
Anatoly to the ceremony. Almost as soon as the wedding
ended, Tchaikovsky felt he had made a mistake and soon
afterwards found that he and Antonina were incompatible
psychologically and sexually. If Tchaikovsky attempted to
explain his sexual mores to his wife, she did not understand.

As time passed, Tchaikovsky may have realized that marriage
itself, not simply Antonina, may have been wrong for him. He
wrote to Sasha that he had “become too used to bachelor life
and I cannot recall my loss of freedom without regret.” He
concluded that, instead of strengthening his personal and
social standing, his marriage had actually imperiled it because
of the grief and scandal that could result from its failure. Money
matters and an inability to compose compounded the situation
and drove Tchaikovsky to deeper levels of despair. The couple
lived together for only two and a half months before the
mounting emotional crisis forced him to leave. He traveled to
Clarens, Switzerland for rest and recovery. He and Antonina
remained legally married but never lived together again nor had
any children, though Antonina later gave birth to three children
by another man.

Tchaikovsky’s marital debacle may have forced him to face the
full truth about his sexuality. He never blamed Antonina for the
failure of their marriage and he apparently never again
considered matrimony or considered himself capable of loving women in the same manner as other men. He
admitted to his brother Anatoly that there was “nothing more futile than wanting to be anything other than what I
am by nature.” Also, though Tchaikovsky would confess it only in periods of deep depression, the episode left
him with a deep sense of shame and guilt and an apprehension that Antonina might fully realize and publicize his
sexual orientation. Those factors made each of her occasional letters “a great misfortune” which would leave him
shaken for days. Any news of her, regardless of how minor or innocent, would cause Tchaikovsky loss of sleep
and appetite, an inability to work, and for him to fixate on imminent death.

Nadezhda von Meck

Nadezhda von Meck, Tchaikovsky’s patroness and confidante from 1877 to 1890
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Nadezhda von Meck, the wealthy widow of a railway tycoon, was one of the growing nouveau riche patronizing
the arts in the wake of Russia’s industrialization. She was eventually joined by timber merchant Mitrofan
Belyayev, railway magnate Savva Mamontov and textile manufacturer Pavel Tretyakov. Von Meck differed from
her fellow philanthropists in two ways. First, instead of promoting nationalist artists, she helped Tchaikovsky, who
was seen as a composer of the Western-oriented aristocracy. Second, while Belyayev, Mamontov and Tretyakov
made a public display of their largess, von Meck conducted her support of Tchaikovsky as a largely private
matter.

Nadezhda von Meck’s support began through Iosif Kotek, who had been hired as a musician in the von Meck
household. In 1877, Kotek suggested commissioning some pieces for violin and piano from Tchaikovsky. Von
Meck, who had liked what she had heard of his music, agreed. Her subsequent request to the composer became
an ongoing correspondence, even as events with Antonina unfolded and made Tchaikovsky’s life increasingly
difficult. Von Meck and Tchaikovsky exchanged well over 1,000 letters, making theirs perhaps the most closely
documented relationship between patron and artist. In these letters Tchaikovsky was more open about his
creative processes than he was to any other person.

Von Meck eventually paid Tchaikovsky an annual subsidy of 6,000 rubles, which enabled him to concentrate on
composition. With this patronage came a relationship that, while remaining epistolary, grew extremely
intimate. She suddenly ceased her financial subsidy in 1890 as a result of her own financial difficulties. While
there is no evidence she intended to also discontinue her friendship and communication, this was nevertheless
brought about through the machinations of her son-in-law, Tchaikovsky’s erstwhile student Władysław Pachulski,
who had an exalted opinion of his own compositional abilities and was resentful that Tchaikovsky did not share
his view. While Tchaikovsky was not in as urgent a need of her money as he had been, her friendship and
encouragement had remained an integral part of his emotional life. He remained bewildered and resentful about
her absence for the remaining three years of his life, and she was just as distressed about his apparent dropping
of her friendship, which she was led to believe was because he had never cared for her personally and he had no
further use for her once her subsidy had stopped. This was completely untrue.

Years of Wandering

Tchaikovsky remained abroad for a year after the disintegration of his marriage, during which he completed
Eugene Onegin, orchestrated the Fourth Symphony and composed the Violin Concerto. He returned to the
Moscow Conservatory in the autumn of 1879 but only as a temporary move; he informed Nikolai Rubinstein on
the day of his arrival that he would stay no longer than December. Once his professorship had ended officially, he
traveled incessantly throughout Europe and rural Russia. Assured of a regular income from von Meck, he lived
mainly alone, did not stay long anywhere and avoided social contact whenever possible. His troubles with
Antonina continued. She agreed to divorce him, then refused. While he was on an extended visit to Moscow, she
moved into an apartment directly above where he was staying. Tchaikovsky listed her accusations in detail to
Modest: “I am a deceiver who married her in order to hide my true nature … I insulted her every day, her
sufferings at my hands were great … she is appalled by my shameful vice, etc., etc.” He may have lived the rest
of his life in dread of Antonina’s power to expose him publicly. This could be why his best work from this period,
except for the piano trio which he wrote upon the death of Nikolai Rubinstein, is found in genres which did not
require deep personal expression.

Tchaikovsky’s foreign reputation grew rapidly. In Russia, though, it was “considered obligatory [in progressive
musical circles in Russia] to treat Tchaikovsky as a renegade, a master overly dependent on the West.” In 1880
this assessment changed. During commemoration ceremonies for the Pushkin Monument in Moscow, novelist
Fyodor Dostoyevsky charged that poet and playwright Alexander Pushkin had given a prophetic call to Russia for
“universal unity” with the West. An unprecedented acclaim for Dostoyevsky’s message spread throughout
Russia, and with it disdain for Tchaikovsky’s music evaporated. He even drew a cult following among the young
intelligentsia of Saint Petersburg, including Alexandre Benois, Léon Bakst and Sergei Diaghilev.

In 1880, the Cathedral of Christ the Saviour neared completion in Moscow; the 25th anniversary of the coronation
of Alexander II in 1881 was imminent; and the 1882 Moscow Arts and Industry Exhibition was in the planning
stage. Nikolai Rubinstein suggested a grand commemorative piece for association with these related festivities.
Tchaikovsky began the project in October 1880, finishing it within six weeks. He wrote to Nadezhda von Meck that
the resulting work, the 1812 Overture, would be “very loud and noisy, but I wrote it with no warm feeling of love,
and therefore there will probably be no artistic merits in it.” He also warned conductor Eduard Nápravník that “I



shan’t be at all surprised and offended if you find that it is in a style unsuitable for symphony
concerts.”Nevertheless, this work has become for many “the piece by Tchaikovsky they know best.”

On 23 March 1881, Nikolai Rubinstein died in Paris. Tchaikovsky, holidaying in Rome, went immediately to attend
the funeral. He arrived in Paris too late for the ceremony but was in the cortege which accompanied Rubinstein’s
coffin by train to Russia. In December, he started work on his Piano Trio in A minor, “dedicated to the memory of
a great artist.” The trio was first performed privately at the Moscow Conservatory on the first anniversary of
Rubinstein’s death. The piece became extremely popular during the composer’s lifetime and became
Tchaikovsky’s own elegy when played at memorial concerts in Moscow and St. Petersburg in November 1893.

Return to Russia

Tsar Alexander III

Now 44 years old, in 1884 Tchaikovsky began to shed his unsociability and restlessness. In March of that year,
Tsar Alexander III conferred upon him the Order of St. Vladimir (fourth class), which carried with it hereditary
nobility and won Tchaikovsky a personal audience with the Tsar. This was a visible seal of official approval which
advanced Tchaikovsky’s social standing. This advance may have been cemented in the composer’s mind by the
great success of his Orchestral Suite No. 3 at its January 1885 premiere in Saint Petersburg, under von Bülow’s
direction, at which the press was unanimously favorable. Tchaikovsky wrote to von Meck: “I have never seen
such a triumph. I saw the whole audience was moved, and grateful to me. These moments are the finest
adornments of an artist’s life. Thanks to these it is worth living and laboring.”.

Tchaikovsky’s last home, in Klin, now the Tchaikovsky Museum

In 1885 the Tsar requested a new production of Eugene Onegin to be staged at the Bolshoi Kamenny Theatre in
Saint Petersburg. (Its only other production had been by students from the Conservatory.) By having the opera
staged there and not at the Mariinsky Theatre, he served notice that Tchaikovsky’s music was replacing Italian
opera as the official imperial art. In addition, thanks to Ivan Vsevolozhsky, Director of the Imperial Theaters and a
patron of the composer, Tchaikovsky was awarded a lifetime annual pension of 3,000 rubles from the Tsar. This
made him the premier court composer, in practice if not in actual title.
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Despite his disdain for public life, Tchaikovsky now participated in it both as a consequence of his increasing
celebrity and because he felt it his duty to promote Russian music. He helped support his former pupil Sergei
Taneyev, who was now director of Moscow Conservatory, by attending student examinations and negotiating the
sometimes sensitive relations among various members of the staff. Tchaikovsky also served as director of the
Moscow branch of the Russian Musical Society during the 1889–1890 season. In this post, he invited many
international celebrities to conduct, including Johannes Brahms, Antonín Dvořák and Jules Massenet, although
not all of them accepted.

Tchaikovsky also promoted Russian music as a conductor, as which he had sought to establish himself for at
least a decade, believing that it would reinforce his success. In January 1887 he substituted at the Bolshoi
Theater in Moscow at short notice for performances of his opera Cherevichki. Within a year of the Cherevichki
performances, Tchaikovsky was in considerable demand throughout Europe and Russia, which helped him
overcome life-long stage fright and boosted his self-assurance. Conducting brought him to America in 1891,
where he led the New York Music Society’s orchestra in his Festival Coronation March at the inaugural concert of
Carnegie Hall.

In 1888 Tchaikovsky led the premiere of his Fifth Symphony in Saint Petersburg, repeating the work a week later
with the first performance of his tone poem Hamlet. Although critics proved hostile, with César Cui calling the
symphony “routine” and “meretricious”, both works were received with extreme enthusiasm by audiences and
Tchaikovsky, undeterred, continued to conduct the symphony in Russia and Europe.

Belyayev Circle and Growing Reputation

In November 1887, Tchaikovsky arrived at Saint Petersburg in time to hear several of the Russian Symphony
Concerts, devoted exclusively to the music of Russian composers. One included the first complete performance
of his revised First Symphony; another featured the final version of Third Symphony of Nikolai Rimsky-Korsakov,
with whose circle Tchaikovsky was already in touch. Rimsky-Korsakov, with Alexander Glazunov, Anatoly
Lyadov and several other nationalistically minded composers and musicians, had formed a group known as the
Belyayev circle, named after a merchant and amateur musician who became an influential music patron and
publisher. Tchaikovsky spent much time in this circle, becoming far more at ease with them than he had been
with the ‘Five’ and increasingly confident in showcasing his music alongside theirs. This relationship lasted until
Tchaikovsky’s death.

In 1892, Tchaikovsky was voted a member of the Académie des Beaux-Arts in France, only the second Russian
subject to be honored so (the first was sculptor Mark Antokolski). The following year, the University of Cambridge
in England awarded Tchaikovsky an honorary Doctor of Music degree.

Death

On 28 October 1893 Tchaikovsky conducted the premiere of his Sixth Symphony, the Pathétique In Saint
Petersburg. Nine days later, Tchaikovsky died there, aged 53. He was interred in Tikhvin Cemetery at the
Alexander Nevsky Monastery, near the graves of fellow-composers Alexander Borodin, Mikhail Glinka, and
Modest Mussorgsky; later, Rimsky-Korsakov and Balakirev were also buried nearby.

While Tchaikovsky’s death has traditionally been attributed to cholera, most probably contracted through drinking
contaminated water several days earlier,some have theorized that his death was a suicide. Opinion has been
summarized as follows: “The polemics over [Tchaikovsky’s] death have reached an impasse … Rumor attached
to the famous die hard … As for illness, problems of evidence offer little hope of satisfactory resolution: the state
of diagnosis; the confusion of witnesses; disregard of long-term effects of smoking and alcohol. We do not know
how Tchaikovsky died. We may never find out …..”

Music



Original cast of Tchaikovsky’s ballet, The Sleeping Beauty, Saint Petersburg, 1890

Tchaikovsky wrote many works that are popular with the classical music public, including his Romeo and Juliet,
the 1812 Overture, his three ballets (The Nutcracker, Swan Lake, The Sleeping Beauty) and Marche Slave.
These, along with his First Piano Concerto and his Violin Concerto, the last three of his six numbered symphonies
and his operas The Queen of Spades and Eugene Onegin, are among his most familiar works. Almost as popular
are the Manfred Symphony, Francesca da Rimini, the Capriccio Italien and the Serenade for Strings.

Creative Range

Tchaikovsky displayed an unusually wide stylistic and emotional range, from salon works of innocuous charm to
symphonies of tremendous depth, power and grandeur. Some of his works, such as the Variations on a Rococo
Theme, employ a poised “Classical” form reminiscent of 18th-century composers such as Mozart (the composer
whose work was his favorite). Other compositions, such as his Little Russian symphony and his opera Vakula the
Smith, flirt with musical practices more akin to those of the Five, especially in their use of folk song. Other works,
such as the last three symphonies, employ a personal musical idiom that facilitated intense emotional expression.

Compositional style

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Melody

American music critic and journalist Harold C. Schonberg wrote of Tchaikovsky’s “sweet, inexhaustible,
supersensuous fund of melody,” a feature that has ensured his music’s continued success with audiences. British
musicologist David Brown named Italian cantilena as a possible influence for Tchaikovsky’s most characteristic
melodies, noting that these themes are “expressively full” and tend to unwind broadly; their “clear periodic
structure” can be “disguised by the very expansiveness of the individual phrase and by its sequential extension,
which may be prolonged.” The love theme in Romeo and Juliet is the best-known example.

While the kind of melody Brown mentions is the composer’s most typical, Tchaikovsky’s complete range of
melodic styles is as wide as that of his compositions. Sometimes he used Western-style melodies, sometimes
original melodies written in the style of Russian folk song; sometimes he used actual folk songs. British
musicologist John Warrack wrote, “the obsessive thirds of Russian folk-song permeate Tchaikovsky’s tunes; and
he must also at some time been haunted by the interval of the falling fourth, so strongly does it [color] the
invention in the early symphonies, always prominently placed in the melodies and acting as emotional [coloration]
rather than implying a harmonic progression.” Brown observed another practice derived from Russian folk song,
which was “to think in terms of foreground projection of a background outline.” One example is Tchaikovsky’s use
of the center of an oboe melody in the slow movement of the First Symphony as the starting point for another
theme. Another is when the love theme that dominates the central portion of the symphonic poem Francesca da
Rimini turns back on itself, unfolding in “a new pattern against an old shape.”
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Unfortunately, Brown points out, Tchaikovsky’s melodic gift could also become his worst enemy in two ways. The
first was due to his ethnic heritage. Like the majority of 19th-century Russian composers, Tchaikovsky possessed
a penchant for melody. However, unlike Western themes, the ones that Russian composers wrote tended to be
even more self-contained than those in Russian folk songs, even when they were written with broad, multi-phrase
structures as Tchaikovsky tended to do. This, Brown says, was typical of Russian creativity, which functioned with
a mindset of stasis and repetition rather than the one of progress and ongoing development that dominated
Western creative thought. On a technical level, it made modulating to a new key to introduce a contrasting second
theme—literally a foreign concept that did not exist in Russian music—exceedingly difficult.

The second way melody worked against Tchaikovsky was one he shared with the majority of classical composers
of his era. Romantic-age developments in widening expressive, timbral and harmonic ranges in their music led to
a new and much more significant place for melody than it had occupied with Haydn, Mozart or Beethoven.
However, the melodies these composers wrote to accommodate these qualities were not the regular, symmetrical
melodic shapes that worked well with sonata form. As Warrack points out, they were complete, independent
melodies, which as Tchaikovsky’s friend and former pupil Sergei Taneyev observed cannot be easily combined or
used as structural elements. All a composer like Tchaikovsky could do with them, Taneyev says, even when
modifying them to generate tension, maintain interest and generally satisfy listeners, was essentially repeat
them. This was why, Cooper maintains, the Romantics “were never natural symphonists.”

Harmony

Harmony was a potential trap for Tchaikovsky, according to Brown. Russian creativity revolved around inertia, he
explains, with plays, novels and operas that were essentially a sequence of self-enclosed tableaux, while Western
harmony was a study in motion, propelling the music and, on a larger scale, giving it shape. Modulation, the
shifting from one key to another, was a driving principle in both harmony and sonata form, the primary Western
large-scale musical structure since the middle of the 18th century. Modulation maintained harmonic interest over
an extended time-scale, provided a clear contrast between musical themes and showed how those themes were
related to each other.

Circle of fifths showing major and minor keys

These principles were part of Tchaikovsky’s studies at the Saint Petersburg Conservatory. How he put them into
practice without sacrificing his individuality, Brown states, was a potentially great challenge. A factor that may
have helped was “a flair for harmony” that “astonished” Rudolph Kündinger, Tchaikovsky’s music tutor during his
time at the School of Jurisprudence. That flair, added to his Conservatory studies, may have aided Tchaikovsky
in employing a varied range of harmony in his music, from the Western harmonic and textural practices of his first
two string quartets to the use of the whole tone scale in the center of the finale of the Second Symphony, a
practice more typically used by The Five.

Tchaikovsky often follows European practice of harmonic progression, according to Brown, such as using the
circle of fifths to undergird the love theme of Romeo and Juliet. Occasionally, though, he falls back on Russian
practice, in Romeo oscillating at times “between passages of almost static harmony and others where the
fundamental bass movement is solidly, sometimes swiftly, in fifths.” In the development section of Romeo, he lets
the harmony rock between two chords with only one held note in common. This was a practice taken from
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Glinka’s opera Ruslan and Lyudmila, Brown says, and became “a minor fingerprint of Russian harmony.” Other
Russian features include the liberal use of pedal points and the employment of chromaticism for decorative
counterpoint and as an abrasive counterfoil to a melody.

Rhythm

Rhythmically, Tchaikovsky sometimes experiments with unusual meters. More often, he uses a firm, regular
meter, a practice that serves him well in dance music. At times, his rhythms become pronounced enough to
become the main expressive agent of the music. They also become a means, found typically in Russian folk
music, of simulating movement or progression in large-scale symphonic movements—a “synthetic propulsion,” as
Brown phrases it, which substitutes for the momentum that would be created in strict sonata form by the
interaction of melodic or motivic elements. This interaction generally does not take place in Russian music. (For
more on this, please see RepetitionRepetition below.)

Structure

Tchaikovsky struggled with sonata form. Its principle of organic growth through the interplay of musical themes
was alien to Russian practice, which placed themes into a series of self-contained sections with no interaction or
clear transition from one section to the next. Without organic growth, building a large-scale, evolving musical
structure would be daunting, if not impossible. Nor did sonata form take into account the heightened emotional
statements that many Romantic-era composers were inclined to make since it was designed to operate on a
logical, intellectual level, not an emotive one.

Sonata form as a dramatic pyramid showing the three main sections—exposition, development and recapitulation

According to Brown and musicologists Hans Keller and Daniel Zhitomirsky, Tchaikovsky found his solution to
large-scale structure, while composing the Fourth Symphony, by sidestepping thematic interaction and keep
sonata form only as an “outline,” as Zhitomirsky phrases it, containing two contrasting themes. Within this outline,
the focus now centered on periodic alternation and juxtaposition. Instead of offering what Brown calls “a rich and
well-ordered argument,” Tchaikovsky integrates what Keller calls “new and violent contrasts” between musical
themes, keys and harmonies by placing blocks of dissimilar tonal and thematic material alongside one
another. The block containing the main theme, Zhitomirsky writes, alternates with the one containing the second
theme, with the former “steadily enlivened in reiteration with the result that the very contrast of the two blocks is
consistently sharpened.” These themes, he explains, are demarcated by their distinct contrast in musical material
and “by the fact that each theme usually constitutes an independent and structurally complete episode.”

An important part of this process, Keller states, is that “thematic and harmonic contrasts” are “not allowed to
coincide.” Mozart, he writes, evidently preceded Tchaikovsky in this tactic of modulatory delay and may have
helped give Tchaikovsky the impetus in attempting it himself, although Tchaikovsky develops this form of contrast
“on an unprecedented scale.” Keller offers the second theme in the first movement of the Fourth Symphony as an
example of how this process works. In sonata form, he writes, the first subject enters in the tonic and the second
subject follows in a contrasting but related key harmonically. Tension occurs when the music (and the listener with
it) is pulled away from the tonic. Tchaikovsky “not only increases the contrasts between the themes on the one
hand and the keys on the other,” but ups the ante by introducing his second theme in a key unrelated to the first
theme and delaying the transition to the expected key. In the first movement of the Fourth Symphony,
Tchaikovsky introduces the second theme in A-flat minor. Since the symphony is written in the key of F minor, the
second theme should go either to the relative major (A-flat major) or the dominant (C minor). By the time

https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120055/Sonata_form_pyramid.png
https://s3-us-west-2.amazonaws.com/courses-images-archive-read-only/wp-content/uploads/sites/799/2014/12/23120055/Sonata_form_pyramid.png


Tchaikovsky establishes the relative major, this theme has finished playing. Thus, Keller says, “the thematic
second subject precedes the harmonic second subject” (italics Keller).

This process, according to Brown and Keller, builds momentum and adds intense drama. While the result,
Warrack charges, is still “an ingenious episodic treatment of two tunes rather than a symphonic development of
them” in the Germanic sense, Brown counters that it took the listener of the period “through a succession of often
highly charged sections which added up to a radically new kind of symphonic experience” (italics Brown), one that
functioned not on the basis of summation, as Austro-German symphonies did, but on one of accumulation.

Repetition

Sequence ascending by step Play (help·info). Note that there are only four segments, continuously higher, and
that the segments continue by the same distance (seconds: C-D, D-E, etc.).

Repetition is commonly cited as an integral part of Russian music—many of its folk songs are essentially a series
of variations on one basic shape or pattern of a few notes, “using similar intervals and phrases with an almost
ritual insistence,” according to Warrack. It is also a natural part of Tchaikovsky’s music. His use of sequences
within melodies (repeating a tune at a higher or lower pitch in the same voice) could go on for extreme
length. The problem with repetition is that, over a period of time, the melody being repeated remains static, even
when there is a surface level of rhythmic activity added to it. Beneath that surface, nothing really moves or goes
anywhere; the effect of that rhythm is decorative, not organic, because no true progress has taken place. Sonata
form, on the other hand, operates by progression. Two contrasting themes interact like people in a conversation
or an argument. They discuss an issue, agree, disagree, but the conversation goes somewhere; it grows and
builds toward some conclusion. If a conversation, and by extension a musical work in sonata form, becomes
static, everything stalls.

Tchaikovsky kept the musical conversation flowing while essentially repeating himself by integrating melody,
tonality, rhythm and sound color as an indivisible whole, rather than as separate elements, and manipulating
different parts of it as needed. By making subtle but noticeable changes in the rhythm or phrasing of a tune,
modulating to another key, changing the melody itself or varying the instruments playing it, Tchaikovsky could
keep a listener’s interest from flagging. By extending the number of repetitions, he could increase the musical and
dramatic tension of a passage, building “into an emotional experience of almost unbearable intensity,” as Brown
phrases it, controlling when the peak and release of that tension would take place. Musicologist Martin Cooper
calls this practice a subtle form of unifying a piece of music and adds that Tchaikovsky brought it to a high point of
refinement. (For more on this practice, see the next section.)

Variation (Changing Backgrounds)

Tchaikovsky seldom used the European form of theme and variations in his compositions. (The second
movement of his Piano Trio and the finale of his Third Orchestral Suite are two exceptions.) However, Brown
states that the principle of variation was very much a part of Russian musical thought and creativity. Folk songs
were extended by a continual series of variations which played behind the melody as it was repeated. This
practice is called “changing backgrounds” by Brown, Francis Maes and other musicologists. On a slightly larger
scale but in what Brown calls a “brilliantly sophisticated form,” Glinka uses this principle in his orchestral scherzo
Kamarinskaya to establish how the two seemingly dissimilar folk melodies he used were actually related. This
process did not catalyze the music into saying something new; it did not combine or develop these themes toward
a final point of argument as in European compositions. What it did do was consolidate the experience of hearing
the music and keep listener interest from flagging.

Tchaikovsky was highly familiar with Kamarinskaya. He wrote to von Meck in 1880, “What a stunningly original
piece is Kamarinskaya, from which all Russian composers up to the present day (and I, of course, among them)
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draw, in the most obvious fashion, contrapuntal and harmonic combinations as soon as they have to develop a
Russian dance tune.” To him, Russian orchestral music began with that piece, “just as the whole oak is in the
acorn.” Tchaikovsky uses “changing backgrounds” in a number of his pieces, varying accompaniments in rhythm,
harmonization, counterpoint and timbre as he repeats the melody. In the First Piano Concerto, Brown explains,
this occurs in the development section of the opening movement, immediately before and after the reentry of the
soloist, when Tchaikovsky subtly changes the backgrounds for both principal themes but not the themes
themselves. On a larger scale, Tchaikovsky uses Kamarinskaya’s structural conceits to build the finale of his
Second Symphony.

Orchestration

Like other late Romantic composers, Tchaikovsky relied heavily on orchestration for musical
effects. Tchaikovsky, however, became noted for the “sensual opulence” and “voluptuous timbrel virtuosity” of his
scoring. Like Glinka, Tchaikovsky tended toward bright primary colors and sharply delineated contrasts of
texture. However, beginning with the Third Symphony, Tchaikovsky experimented with an increased range of
timbres. He continued further along this path with the Fourth Symphony and the orchestral suites, especially the
Second. By the time he scored the scherzo of the Manfred symphony, Tchaikovsky was able to conjure what
Brown calls “a kaleidoscopic web of delicate sound of remarkable virtuosity.” Tchaikovsky tends to balance
timbral extremes, matching high, delicate tones with darker, sometimes gloomier ones. The most familiar example
of his extreme range of sound is in The Nutcracker.

Tchaikovsky’s scoring was noted and admired by some of his peers. Rimsky-Korsakov, for instance, regularly
referred his students at the Saint Petersburg Conservatory to it as a model of how to orchestrate. He felt his own
style of orchestral writing “too highly peppered,” in his words, for his pupils to emulate. He considered
Tchaikovsky’s scores, again in his own words, “devoid of all striving after effect, [to] give a healthy, beautiful
sonority.” This sonority, musicologist Richard Taruskin points out, is essentially Germanic in effect. Tchaikovsky’s
expert use of having two or more instruments play a melody simultaneously (a practice called doubling) and his
ear for uncanny combinations of instruments resulted in “a generalized orchestral sonority in which the individual
timbres of the instruments, being thoroughly mixed, would vanish.”

Intense Interaction

Maes writes that self-expression “was not as central to [Tchaikovsky’s] aesthetic as is generally
believed.” Nevertheless, partly due to the composer’s nature and partly due to the melodic and structural
intricacies of his compositional style, expressive intensity came as a direct product of his music making. This
intensity was entirely new to Russian music and prompted some Russians to place his name alongside that of
Dostoyevsky. Soviet musicologist Aleksandr Ossovsky writes of the two men, “With a hidden passion they both
stop at moments of horror, total spiritual collapse, and finding acute sweetness in the cold trepidation of the heart
before the abyss, they both force the reader to experience those feelings, too.”

Fyodor Dostoyevsky, whose work Tchaikovsky’s was placed beside
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The last few words of Ossovsky’s statement made a point upon which critics have agreed universally.
Tchaikovsky’s music cannot be listened to passively and, according to another Soviet musicologist, Boris
Asafyev, in fact strives to gain the attention and sympathy of its listeners. In this regard, Asafyev suggests, the
composer could be considered an emotional dramatist in music, “with a gift for directing the attention of his
hearers to the action of the sound images as effectively as the great classical dramatists, and primarily
Shakespeare.” Tchaikovsky’s predecessor in this regard, Asafyev continues, is Robert Schumann, for whom

music served not only as a medium of self-expression [but also as] a means of developing spiritual
conflicts in accordance with the laws of drama; in other words, it was the artistic vehicle by whose
means the emotions of the audience could be involved in the portrayal of human passion. The influence
of the psychologically realistic principles propounded by Schumann proved stronger and more fruitful
than the results he himself achieved…. This was achieved by Tchaikovsky who became not only the
“regisseur [stage director] of human emotion” as expressed through opera and plays but a dramatic
symphonist and thinker.

German musicologist Hermann Kretzschmar credits Tchaikovsky in his later symphonies with offering “full images
of life, developed freely, sometimes even dramatically, around psychological contrasts … This music has the
mark of the truly lived and felt experience.” Botstein, in elaborating on this comment, suggests that listening to
Tchaikovsky’s music “became a psychological mirror connected to everyday experience, one that reflected on the
dynamic nature of the listener’s own emotional self.” This active engagement with the music “opened for the
listener a vista of emotional and psychological tension and an extremity of feeling that possessed relevance
because it seemed reminiscent of one’s own ‘truly lived and felt experience’ or one’s search for intensity in a
deeply personal sense.”

Pastiche (Passé-ism)

In works like the Serenade for Strings and the Variations on a Rococo Theme, Tchaikovsky shows himself highly
gifted at writing in a style of 18th century European pastiche. As Soviet musicologist Daniel Zhitomirsky points
out, the composer “was fond of delving into old music and had a great feeling and gift for conveying the spirit of
distant historical periods.” In the ballet The Sleeping Beauty and the opera The Queen of Spades, Tchaikovsky
graduates from imitation to full-scale evocation. This practice, which Alexandre Benois calls “passé-ism,” lends an
air of timelessness and immediacy, making the past seem as though it were the present. By infusing The Queen
of Spades with Rococo elements (Tchaikovsky himself describes the ballroom scenes as a “slavish imitation” of
18th century style), he uses the story’s layers of ghostly fantasy to conjure up a dream world of the past—the
Saint Petersburg of Catherine the Great, where the Russian capital was fully integrated with and played a major
role in the culture of Europe.

On a practical level, Tchaikovsky was drawn to past styles because he felt he might find the solution to certain
structural problems within them. His Rococo pastiches also may have offered escape into a musical world purer
than his own, into which he felt himself irresistibly drawn. (In this sense, Tchaikovsky operated in the opposite
manner to Igor Stravinsky, who turned to Neoclassicism partly as a form of compositional self-discovery.)
Tchaikovsky’s attraction to ballet might have allowed a similar refuge into a fairy-tale world, where he could freely
write dance music within a tradition of French elegance.



Antecedents and Influences

Robert Schumann, lithograph
by Josef Kriehuber, in 1839

Of Tchaikovsky’s Western contemporaries, Robert Schumann stands out as an influence in formal structure,
harmonic practices and piano writing, according to Brown and musicologist Roland John Wiley. As mentioned
earlier, Asafyev comments that Schumann left his mark on Tchaikovsky not just as a formal influence but also as
an example of musical dramaturgy and self-expression. Leon Botstein claims the music of Franz Liszt and
Richard Wagner also left their imprints on Tchaikovsky’s orchestral style. The late-Romantic trend for writing
orchestral suites, begun by Franz Lachner, Jules Massenet and Joachim Raff after the rediscovery of Bach’s
works in that genre, may have influenced Tchaikovsky to try his own hand at them. His teacher Anton
Rubinstein’s opera The Demon became a model for the final tableau of Eugene Onegin. So did Léo Delibes’
ballets Coppélia and Sylvia for The Sleeping Beauty and Georges Bizet’s opera Carmen (a work he admired
tremendously) for The Queen of Spades. Otherwise, it was to composers of the past that Tchaikovsky
turned—Beethoven, whose music he respected; Mozart, whose music he loved; Glinka, whose opera A Life for
the Tsar made an indelible impression on him as a child and whose scoring he studied assiduously; and Adolphe
Adam, whose ballet Giselle was a favorite of his from his student days and whose score he consulted while
working on The Sleeping Beauty. Beethoven’s string quartets may have influenced Tchaikovsky’s attempts in that
medium. Other composers whose work interested Tchaikovsky included Hector Berlioz, Felix Mendelssohn,
Giacomo Meyerbeer and Henry Litolff.

Aesthetic Impact

Maes maintains that, regardless of what he was writing, Tchaikovsky’s main concern was how his music impacted
his listeners on an aesthetic level, at specific moments in the piece and on a cumulative level once the music had
finished. This meant that, instead of the intellectual working-out of themes in the manner of Beethoven or Brahms,
Tchaikovsky focused on how his listeners would respond to a beautiful melody, how captivated they would be with
the instrument or instruments playing it or how moved they would be with the emotional build-up and release in a
musical passage. What his listeners experienced on an emotional or visceral level became an end in
itself. Tchaikovsky’s focus on pleasing his audience might be considered closer to that of Mendelssohn or
Mozart. Considering he lived and worked in what was probably the last 18th century feudal nation, the statement
is not actually that surprising.

Tchaikovsky saw no conflict in making his music accessible to his listeners or playing to their tastes. He remained
highly sensitive to their concerns and expectations and searched constantly for new ways to meet them. His use
of stylized 18th-century melodies and patriotic themes was geared toward the values of Russian aristocracy. He
was aided in this by Ivan Vsevolozhsky, who commissioned The Sleeping Beauty from Tchaikovsky and the
libretto for The Queen of Spades from Modest with their use of 18th century settings stipulated
firmly. Tchaikovsky also used the polonaise frequently, the dance being a musical code for the Romanov dynasty
and a symbol of Russian patriotism. Using it in the finale of a work could assure its success with Russian
listeners.
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Reception

Dedicatees and collaborators

Marius Petipa

Tchaikovsky received a mixed reception from the people for whom he wrote. Like Nikolai Rubinstein with the First
Piano Concerto, virtuoso and pedagogue Leopold Auer rejected the Violin Concerto initially but changed his mind;
he played it to great public success and taught it to his students, who included Jascha Heifetz and Nathan
Milstein. Wilhelm Fitzenhagen “intervened considerably in shaping what he considered ‘his’ piece,” the Variations
on a Rococo Theme, according to music critic Michael Steinberg. Fitzenhangen dropped one variation, reshuffled
the order of the others (which necessitated further cuts and splices) and added notes to the solo part in the
autograph copy of the score, all to increase the showiness of the piece. Tchaikovsky did nothing, though he was
angered by Fitzenhagen’s license, and the Rococo Variations were published with the cellist’s amendments. The
composer’s original has since been published but most cellists still perform Fitzenhagen’s version.

Tchaikovsky’s collaborations on his three ballets proved more consistently positive and in Marius Petipa, who
worked with him on the last two, the composer may have had an advocate. Petipa and Tchaikovsky accorded
each other the utmost respect and civility. When The Sleeping Beauty was seen by its dancers as needlessly
complicated, Petipa went out of his way to convince them that the music was worth the extra effort. For his part,
Tchaikovsky understood he had to compromise to make his music as practical as possible for the dancers and
otherwise had more creative freedom than ballet composers were usually accorded. He responded with scores
that minimized the rhythmic subtleties normally present in his work but were inventive and rich in melody, with
more refined and imaginative orchestration than in the average ballet score.
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Critics

Eduard Hanslick

Tchaikovsky’s reception with critics has been mixed but has improved over time. Inside Russia, even after
Dostoyevsky’s Pushkin Memorial speech in 1880, some considered Tchaikovsky suspect for two reasons—that
his music was not Russian enough and that Western European critics appreciated it because it was more like
theirs than that of the nationalists. At least in the latter, according to Botstein, there may have been a grain of
truth as critics, especially in the Germanic countries, lauded him for the “indeterminacy of his artistic character”
and for “being truly at home in the non-Russian.” Tchaikovsky was “painfully aware” of this skepticism at home,
Botstein writes, but also realized that critics abroad recognized “the apparent synthesis of a genuine national
element with the presumed compositional norms of Western music” and saw his compositions as offering music
more substantive than the base exoticism of works by his nationalist countrymen. Of the foreign critics who did
not care for his music, Eduard Hanslick lambasted the Violin Concerto as a musical composition “whose stink one
can hear” and William Forster Abtrop wrote of the Fifth Symphony, “The furious peroration sounds like nothing so
much as a hoard of demons struggling in a torrent of brandy, the music growing drunker and drunker.
Pandemonium, delerium tremens, raving, and above all, noise worse confounded!

The division between Russian and Western critics remained through much of the 20th century but for a different
reason. According to Brown and Wiley, the prevailing view of Western critics was that the same qualities in
Tchaikovsky’s music that appealed to audiences—its strong emotions, directness and eloquence and colorful
orchestration—added up to compositional shallowness. While Russian critics and musicologists such as Asafyev
considered it musical snobbery, comments such as British musicologist Edward Lockspeiser’s on “the garish
exteriorisation of a composer who can never refrain from wearing his heart on his sleeve” remained typical in the
West for this time. The music’s use in popular and film music, Brown says, lowered its esteem in their eyes still
further. There was also the fact, pointed out earlier, that Tchaikovsky’s music demanded active engagement from
the listener and, as Botstein phrases it, “spoke to the listener’s imaginative interior life, regardless of nationality.”
Conservative critics, he adds, may have felt threatened by the “violence and ‘hysteria’ ” they detected and felt
such emotive displays “attacked the boundaries of conventional aesthetic appreciation—the cultured reception of
art as an act of formalist discernment—and the polite engagement of art as an act of amusement.”

There has also been the fact that the composer did not follow sonata form strictly, relying instead on juxtaposing
blocks of tonalities and thematic groups. Maes states this point has been seen at times as a weakness rather than
a sign of originality. Even with what Schonberg termed “a professional reevaluaton” of Tchaikovsky’s work, the
practice of faulting Tchaikovsky for not following in the steps of the Viennese masters has not gone away entirely,
while his intent of writing music that would please his audiences is also sometimes taken to task. In a 1992 article,
New York Times critic Allan Kozinn writes, “It is Tchaikovsky’s flexibility, after all, that has given us a sense of his
variability…. Tchaikovsky was capable of turning out music—entertaining and widely beloved though it is—that
seems superficial, manipulative and trivial when regarded in the context of the whole literature. The First Piano
Concerto is a case in point. It makes a joyful noise, it swims in pretty tunes and its dramatic rhetoric allows (or
even requires) a soloist to make a grand, swashbuckling impression. But it is entirely hollow.”

In the 21st century, however, critics are reacting more positively to Tchaikovsky’s tunefulness and
craftsmanship. “Tchaikovsky is being viewed again as a composer of the first rank, writing music of depth,
innovation and influence,” according to cultural historian and author Joseph Horowitz. Important in this
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reevaluation is a shift in attitude away from the disdain for overt emotionalism that marked half of the 20th
century. “We have acquired a different view of Romantic ‘excess,'” Horowitz says. “Tchaikovsky is today more
admired than deplored for his emotional frankness; if his music seems harried and insecure, so are we all.”

Public

Horowitz maintains that, while the standing of Tchaikovsky’s music has fluctuated among critics, for the public, “it
never went out of style, and his most popular works have yielded iconic sound-bytes [sic], such as the love theme
from Romeo and Juliet.” Along with those tunes, Botstein adds, “Tchaikovsky appealed to audiences outside of
Russia with an immediacy and directness that were startling even for music, an art form often associated with
emotion.” Tchaikovsky’s melodies, stated with eloquence and matched by his inventive use of harmony and
orchestration, have always ensured audience appeal. His popularity is considered secure, with his following in
many countries, including Great Britain and the United States, second only to that of Beethoven. His music has
also been used frequently in the realms of popular music and film.

Legacy

According to Wiley, Tchaikovsky was a pioneer in several ways. “Thanks in large part to Nadezhda von Meck”,
Wiley writes, “he became the first full-time professional Russian composer”. This, Wiley adds, allowed him the
time and freedom to consolidate the Western compositional practices he had learned at the Saint Petersburg
Conservatory with Russian folk song and other native musical elements to fulfill his own expressive goals and
forge an original, deeply personal style. He made an impact not only in absolute works such as the symphony but
also in program music and, as Wiley phrases it, “transformed Liszt’s and Berlioz’s achievements … into matters of
Shakespearean elevation and psychological import.” Wiley and Holden both note that Tchaikovsky did all this
without a native school of composition upon which to fall back. They point out that only Glinka had preceded him
in combining Russian and Western practices and his teachers in Saint Petersburg had been thoroughly Germanic
in their musical outlook. He was, they write, for all intents and purposes alone in his artistic quest.

Maes and Taruskin write that Tchaikovsky believed that his professionalism in combining skill and high standards
in his musical works separated him from his contemporaries in The Five. Maes adds that, like them, he wanted to
produce music that reflected Russian national character but which did so to the highest European standards of
quality. Tchaikovsky, according to Maes, came along at a time when the nation itself was deeply divided as to
what that character truly was. Like his country, Maes writes, it took him time to discover how to express his
Russianness in a way that was true to himself and what he had learned. Because of his professionalism, Maes
says, he worked hard at this goal and succeeded. The composer’s friend, music critic Hermann Laroche, wrote of
The Sleeping Beauty that the score contained “an element deeper and more general than color, in the internal
structure of the music, above all in the foundation of the element of melody. This basic element is undoubtedly
Russian.”

Tchaikovsky also encouraged himself to reach beyond Russia with his music, according to Maes and
Taruskin. His exposure to Western music, they write, encouraged him to think it belonged not just to Russia but to
the world at large. Volkov adds that this mindset made him think seriously about Russia’s place in European
musical culture—the first Russian composer to do so. It steeled him to became the first Russian composer to
personally acquaint foreign audiences with his own works, Warrack writes, as well as those of other Russian
composers. In his biography of Tchaikovsky, Anthony Holden recalls the dearth of Russian classical music before
Tchaikovsky’s birth, then places the composer’s achievements into historical perspective: “Twenty years after
Tchaikovsky’s death, in 1913, Igor Stravinsky’s The Rite of Spring erupted onto the musical scene, signalling
Russia’s arrival into 20th century music. Between these two very different worlds Tchaikovsky’s music became
the sole bridge.”

Tchaikovsky’s voice

The following recording was made in Moscow in January 1890, by Julius Block on behalf of Thomas Edison
(Tchaikovsky’s real voice).

Visit this page online in your course to view this presentation.



Recorded January,1890

• Anton Rubinstein: What a wonderful thing.
• J. Block: Finally.
• E. Lavrovskaya A disgusting…how he dares slyly to name me.
• Vasily Safonov : (Sings).
• P. Tchaikovsky: This trill could be better.
• E. Lavrovskaya: (sings).
• P. Tchaikovsky: Block is a good fellow, but Edison is even better.
• E. Lavrovskaya: (sings) A-o, a-o.
• V. Safonov: (In German) Peter Jurgenson in Moscow.
• P. Tchaikovsky: Who just spoke? It seems to have been Safonov. (Whistles)

• Problems listening to the files? See media help.

According to musicologist Leonid Sabaneyev, Tchaikovsky was not comfortable with being recorded for posterity
and tried to shy away from it. On an apparently separate visit from the one related above, Block asked the
composer to play something on a piano or at least say something. Tchaikovsky refused. He told Block, “I am a
bad pianist and my voice is raspy. Why should one eternalize it?”
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TCHAIKOVSKY: SWAN LAKE

Ballets byBallets by Pyotr Ilyich TchaikovskyPyotr Ilyich Tchaikovsky

Swan Lake (1876)
Sleeping Beauty (1889)
The Nutcracker (1892)

Swan LakeSwan Lake

Swan Lake (Russian: Лебединое озеро / Lebedinoye ozero), Op. 20, is a ballet composed by Pyotr Ilyich
Tchaikovsky in 1875–1876. The scenario, initially in four acts, was fashioned from Russian folk tales and tells
the story of Odette, a princess turned into a swan by an evil sorcerer’s curse. The choreographer of the
original production was Julius Reisinger. The ballet was premiered by the Bolshoi Ballet on 4 March [O.S. 20

February] 1877 at the Bolshoi Theatre in Moscow. Although it is presented in many different versions, most
ballet companies base their stagings both choreographically and musically on the 1895 revival of Marius
Petipa and Lev Ivanov, first staged for the Imperial Ballet on 15 January 1895, at the Mariinsky Theatre in St.
Petersburg. For this revival, Tchaikovsky’s score was revised by the St. Petersburg Imperial Theatre’s chief
conductor and composer Riccardo Drigo.

History

Origins of the Swan Lake story

Many critics have disputed the original source of the Swan Lake story. The libretto is based on a story by the
German author Johann Karl August Musäus, “Der geraubte Schleier” (The Stolen Veil), though this story provides
only the general outline of the plot of Swan Lake. The Russian folktale “The White Duck” also bears some
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resemblance to the story of the ballet, and may have been another possible source. The contemporaries of
Tchaikovsky recalled the composer taking great interest in the life story of Bavarian King Ludwig II, whose tragic
life had supposedly been marked by the sign of Swan and who—either consciously or not—was chosen as the
prototype of the dreamer Prince Siegfried.

The Russian ballet patriarch Fyodor Lopukhov has called Swan Lake a “national ballet” because of its swans,
which he argues originate from Russian lyrically romantic sources, while many of the movements of the corps de
ballet originated from Slavonic ring-dances. According to Lopukhov, “both the plot of Swan Lake, the image of the
Swan and the very idea of a faithful love are essentially Russian”.

Composition history

Design by F. Gaanen for the décor of Act II of Swan Lake, Moscow, 1877

Origins of the Swan Lake Composition

The origins of the ballet Swan Lake are rather obscured, and since there are very few records concerning the first
production of the work to have survived, there can only be speculation about who the author of the original libretto
was. The most authoritative theory appears to be that it was written by Vladimir Petrovich Begichev, director of
the Moscow Imperial Theatres during the time that the ballet was originally produced, and possibly Vasily Geltser,
Danseur of the Moscow Imperial Bolshoi Theatre. However, Geltser was in all probability merely the first person
to copy the scenario for publication, as a surviving copy bears his name. Since the first published libretto of the
ballet and the actual music composed by Tchaikovsky do not correspond in many places, we may infer that the
first actual published libretto was possibly crafted by a newspaper writer who had viewed the initial rehearsals, as
new productions of operas and ballets were always reported in the newspapers of Imperial Russia, along with
their respective scenarios.

According to two of Tchaikovsky’s relatives—his nephew Yuri Lvovich Davydov and his niece Anna Meck-
Davydova—the composer had earlier created a little ballet called The Lake of the Swans at their home in 1871.
This ballet featured the famous Leitmotif known as the Swan’s Theme (or Song of the Swans ). Begichev
commissioned the score of Swan Lake from Tchaikovsky in 1875 for a rather modest fee of 800 rubles, and soon
Begichev began to choose artists that would participate in the creation of the ballet. The choreographer assigned
to the production was the Czech Julius Reisinger (1827–1892), who had been engaged as balletmaster to the
Ballet of the Moscow Imperial Bolshoi Theatre (today known as the Bolshoi Ballet) since 1873. It is not known
what sort of collaborative processes were involved between Tchaikovsky and Reisinger. It seems that
Tchaikovsky worked with only the most basic outline from Reisinger of the requirements for each
dance. Tchaikovsky likely had some form of instruction in composing Swan Lake, as he had to know what sort of
dances would be required. But unlike the instructions that Tchaikovsky received for the scores of The Sleeping
Beauty and The Nutcracker, no such written instruction is known to have survived. When Reisinger began
choreographing after the score was completed, he demanded some changes from Tchaikovsky. Whether by
demanding the addition or removal of a dance, Reisinger made it clear that he was to be a very large part in the
creation of this piece. Although the two artists were required to collaborate, each seemed to prefer working as
independently of the other as possible.
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Tchaikovsky’s Influences

From around the time of the turn of the 19th century until the beginning of the 1890s, scores for ballets were
almost always written by composers known as “specialists”: composers who were highly skilled at scoring the
light, decorative, melodious, and rhythmically clear music that was at that time in vogue for ballet. Tchaikovsky
studied the music of these “specialists”, such as the Italian Cesare Pugni and the Austrian Ludwig Minkus, before
setting to work on Swan Lake. Tchaikovsky had a rather negative opinion of the “specialist” ballet music until he
studied it in detail, being impressed by the nearly limitless variety of infectious melodies their scores contained.
Tchaikovsky most admired the ballet music of such composers as Léo Delibes, Adolphe Adam, and later,
Riccardo Drigo. He would later write to his protégé, the composer Sergei Taneyev, “I listened to the Delibes ballet
‘Sylvia’…what charm, what elegance, what wealth of melody, rhythm, and harmony. I was ashamed, for if I had
known of this music then, I would not have written ‘Swan Lake'”. Tchaikovsky most admired Adam’s 1844 score
for Giselle, which featured the use of the technique known as Leitmotif: associating certain themes with certain
characters or moods, a technique he would use in Swan Lake, and later, The Sleeping Beauty.

Tchaikovsky drew on previous compositions for his Swan Lake score. He made use of material from The
Voyevoda, an opera that he had abandoned in 1868. The Grand adage (a.k.a. the Love Duet) from the second
scene of Swan Lake was fashioned from an aria from that opera, as was the Valse des fiancées from the third
scene. Another number which included a theme from The Voyevoda was the Entr’acte of the fourth scene. By
April 1876 the score was complete, and rehearsals began. Soon Reisinger began setting certain numbers aside
that he dubbed “unsuitable for ballet.” Reisinger even began choreographing dances to other composers’ music,
but Tchaikovsky protested, and his pieces were reinstated.

Composition process

Tchaikovsky’s excitement with Swan Lake is evident from the speed with which he composed: commissioned in
the spring of 1875, the piece was created within one full year. His letters to Sergei Taneyev from August 1875
indicate, however, that it was not only his excitement that compelled him to create it so quickly but his wish to
finish it as soon as possible, so as to allow him to start on an opera. Respectively, he created scores of the first
three numbers of the ballet, then the orchestration in the fall and winter, and was still struggling with the
instrumentation in the spring. By April 1876 the work was complete. Tchaikovsky’s mention of a draft suggests the
presence of some sort of abstract but no such draft has ever been seen. Tchaikovsky wrote various letters to
friends expressing his longstanding desire to work with this type of music, and his excitement concerning his
current stimulating, albeit laborious task.

Performance History

Adelaide Giuri as Odette and Mikhail Mordkin as Prince Siegfried in Aleksandr Gorsky’s staging of the Petipa/
Ivanov Swan Lake for the Bolshoi Theatre, Moscow, 1901. A young Vera Karalli is seen kneeling.

Moscow Première (World Première)Moscow Première (World Première)

• Date: 4 March (O.S. 20 February) 1877
• Place: Bolshoi Theatre, Moscow
• Balletmaster: Julius Reisinger
• Conductor: Stepan Ryabov
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• Scene Designers: Karl Valts (Acts 2 & 4), Ivan Shangin (Act 1), Karl Groppius (Act 3)

St. Petersburg PremièreSt. Petersburg Première

• Date: 27 January 1895
• Place: Mariinsky Theatre, St. Petersburg
• Balletmaster: Marius Petipa (Acts 1 & 3), Lev Ivanov (Acts 2 & 4)
• Conductor: Riccardo Drigo
• Scene Designers: Ivan Andreyev, Mikhail Bocharov, Henrich Levogt
• Costume Designer: Yevgeni Ponomaryov

Other Notable ProductionsOther Notable Productions

• 1880 and 1882, Moscow, Bolshoi Theatre, staged by Joseph Hansen after Reisinger, conductor and
designers as in première

• 1901, Moscow, Bolshoi Theatre, staged by Aleksandr Gorsky, conducted by Andrey Arends, scenes by
Aleksandr Golovin (Act 1), Konstantin Korovin (Acts 2 & 4), N. Klodt (Act 3)

• 1911, London, Ballets Russes, Sergei Diaghilev production, choreography by Michel Fokine after Petipa-
Ivanov, scenes by Golovin and Korovin

Original InterpretersOriginal Interpreters

RoleRole Moscow 1877Moscow 1877 Moscow 1880Moscow 1880
St. PetersburgSt. Petersburg
18951895

MoscowMoscow
19011901

London 1911London 1911

Princess Olga Nikolayeva
Giuseppina
Cecchetti

Siegfried Victor Gilbert Alfred Bekefi Pavel Gerdt
Mikhail
Mordkin

Vaslav Nijinsky

Benno Sergey Nikitin
Aleksandr
Oblakov

Wolfgang Wilhelm Wanner Gilbert

Odette
Pelageya
Karpakova

Yevdokiya
Kalmikova

Pierina Legnani
Adelaide
Giuri

Mathilde
Kschessinska

Von
Rothbart

Sergey Sokolov Aleksey Bulgakov K. Kubakin

Odile Pierina Legnani
Mathilde
Kschessinska

Original Production of 1877

The première of Swan Lake on Friday, 4 March 1877, was given as a benefit performance for the ballerina
Pelageya Karpakova (also known as Polina Karpakova), who performed the role of Odette, with the Bolshoi
Theatre’s Première danseur Victor Gillert as Prince Siegfried. Karpakova likely also danced the part Odile,
although it is not known for certain.

The Russian ballerina Anna Sobeshchanskaya — for whom the original (1877) role of Odette was intended —
was pulled from the première performance when a governing official in Moscow complained about her, stating
that she had accepted several pieces of expensive jewelry from him, only to then marry a fellow danseur and sell
the pieces for cash. Sobeshchanskaya was replaced by Pelageya Karpakova who danced the rôle of the Swan
Queen until the former was reinstated by Petipa.



The première was not well-received, with near unanimous criticism concerning the dancers, orchestra, and décor.
Unfortunately Tchaikovsky’s masterful score was lost in the debacle of the poor production, and though there
were a few critics who recognised its virtues, most considered it to be far too complicated for ballet. Most of the
critics were not themselves familiar with ballet or music but rather with spoken melodrama. Critics considered
Tchaikovsky’s music “too noisy, too ‘Wagnerian’ and too symphonic”. The critics also found fault with Reisinger’s
choreography which they thought was “unimaginative and altogether unmemorable”.

The production’s “failure” was due to several reasons. The German origins of the story of Swan Lake were
“treated with suspicion while the tale itself was regarded as ‘stupid’ with unpronounceable surnames for its
characters”. The dancer of Odette (and probably Odile though this has never been proved for certain) was a
secondary soloist and “not particularly convincing”

“The poverty of the production, meaning the décor and costumes, the absence of outstanding
performers, the Balletmaster’s weakness of imagination, and, finally, the orchestra…all of this together
permitted (Tchaikovsky) with good reason to cast the blame for the failure on others.”
—Modest Tchaikovsky, brother of the composer

Yet the fact remains (and is too often omitted in accounts of this initial production) that this staging survived for six
years with a total of 41 performances – many more than several other ballets from the repertoire of this theatre.

Though the original composition of Swan Lake was initially received negatively, with audiences and critics
claiming that the music was too complex to be a ballet piece, currently the work is seen as one of Tchaikovsky’s
most valuable, and surged him into the realm of the most important ballet composers.

Tchaikovsky Pas de Deux 1877

Anna Sobeshchanskaya as Odette in Julius Reisinger’s original production of Swan Lake, Moscow, 1877

In spite of the poor reaction to the première, the ballet nevertheless continued to be performed. On 26 April 1877
the prima ballerina of the Moscow Imperial Bolshoi Theatre Anna Sobeshchanskaya made her début as Odette/
Odile in Swan Lake, and from the start she was completely dissatisfied with the production of the ballet, but most
of all with Reisinger’s choreography and Tchaikovsky’s music. Sobeshchanskaya travelled to St. Petersburg to
have Marius Petipa—Premier Maître de Ballet of the St. Petersburg Imperial Theatres—choreograph a new pas
de deux to replace the Pas de six that functioned as the third act’s Grand Pas. For a ballerina to request a
supplemental pas or variation was standard practice in 19th century ballet, and often these “custom-made”
dances quite literally became the legal property of the ballerina they were composed for.
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Petipa choreographed Sobeshchanskaya’s pas de deux to music composed by Ludwig Minkus, who held the post
of Ballet composer to the St Petersburg Imperial Theatres. The piece was a standard pas de deux classique that
consisted of a short entrée, the grand adage, a variation for the dancer, a variation for the ballerina, and a coda.

Word of this change soon found its way to Tchaikovsky, who became very angry, stating that, whether the ballet
is good or bad, he alone shall be held responsible for its music. He then agreed to compose a new pas de deux
for the ballerina, but soon a problem arose: Sobeshchanskaya had no reservations about performing a pas to
Tchaikovsky’s new music, but she wanted to retain Petipa’s choreography, and she had no wish to travel to St.
Petersburg again to have the Ballet Master arrange a new pas for her. In light of this, Tchaikovsky agreed to
compose a pas that would correspond to Minkus’ music to such a degree that the ballerina would not even be
required to rehearse. Sobeshchanskaya was so pleased with Tchaikovsky’s new version of the Minkus music that
she requested he compose for her an additional variation, which he did.

Until 1953 this pas de deux was thought to be lost, until an accidentally discovered repétiteur was found in the
archives of the Moscow Bolshoi Theatre among the orchestral parts used for Alexander Gorsky’s revival of Le
Corsaire (Gorsky had included the piece in his version of Le Corsaire staged in 1912). In 1960 George
Balanchine choreographed a pas de deux to this music for the Ballerina Violette Verdy, and the Danseur Conrad
Ludlow performed on the City Center of Music and Drama in New York City under the title Tschaikovsky Pas de
Deux, as it is still known and performed today.

Subsequent Productions 1879–1894

Julius Reisinger left Moscow in 1879, and his successor as Balletmaster was Joseph Peter Hansen. Hansen
made considerable efforts throughout the late 1870s/early 1880s to salvage Swan Lake, and on 13 January 1880,
he presented a new production of the ballet for his own benefit performance. The part of Odette/Odile was danced
by Evdokia Kalmykova, a student of the Moscow Imperial Ballet School, with Alfred Bekefi as Prince Siegfried.
This production was far more well-received than the original, though it was by no means a great success. Hansen
presented another version of Swan Lake on 28 October 1882, again with Kalmykova as Odette/Odile. For this
production Hansen arranged a Grand Pas for the ballroom scene which he titled La Cosmopolitana. This was
taken from the European section of the Grand Pas d’action known as The Allegory of the Continents from Marius
Petipa’s 1875 ballet The Bandits to the music of Ludwig Minkus. Hansen’s version of Swan Lake was given only
four times, the final performance being on 2 January 1883, and soon the ballet was dropped from the repertory
altogether.

In all, Swan Lake was given a total of forty-one performances between its première and the final performance of
1883 — a rather lengthy run for a ballet that was so poorly received upon its premiere. Hansen would go on to
become Balletmaster to the Alhambra Theatre in London, and on 1 December 1884, he presented a one-act
ballet titled The Swans, which was inspired by the second scene of Swan Lake. The music was composed by the
Alhambra Theatre’s chef d’orchestre Georges Jacoby.

The second scene of Swan Lake was then presented on 21 February in Prague by the Ballet of the National
Theatre in a version mounted by the Balletmaster August Berger. The ballet was given during two concerts which
were conducted by Tchaikovsky. The composer noted in his diary that he experienced “a moment of absolute
happiness” when the ballet was performed. Berger’s production followed the 1877 libretto, though the names of
Prince Siegfried and Benno were changed to Jaroslav and Zdeňek, with the rôle of Benno danced by a female
dancer en travestie. The rôle of Prince Siegfried was danced by Berger himself with the Ballerina Giulietta
Paltriniera-Bergrova as Odette. Berger’s production was only given eight performances, and was even planned
for production at the Fantasia Garden in Moscow in 1893, but it never materialised.



Petipa-Ivanov-Drigo revival of 1895

Pierina Legnani as Odette (1895)

During the late 1880s and early 1890s, Petipa and Vsevolozhsky considered reviving Swan Lake and were in
talks with Tchaikovsky about doing so. However, Tchaikovsky died on 6 November 1893, just when plans to
revive Swan Lake were beginning to come to fruition. It remains uncertain whether Tchaikovsky was even going
to revise the music for the prospected revival of Swan Lake. Whatever the case, as a result of Tchaikovsky’s
death, Drigo was forced to revise the score himself, but not before receiving approval from Modest. There are
major differences between Drigo’s and Tchaikovsky’s Swan Lake score. (Today, it is Riccardo Drigo’s revision of
Tchaikovsky’s score as done for Petipa and Ivanov’s 1895 revival, and not Tchaikovsky’s original score of 1877,
that many—though by no means all—ballet companies use when performing Swan Lake.)

Pavel Gerdt as Prince Siegfried (Mariinsky Theatre, 1895)

In February 1894, two memorial concerts planned by Vsevolozhsky were given in honor of Tchaikovsky. The
production included the second Act of Swan Lake, choreographed by Lev Ivanov, Second Balletmaster to the
Imperial Ballet. Ivanov’s choreography for the memorial concert was unanimously hailed as wonderful.

The Ballerina who danced Odette and Odile was the Italian virtuosa Pierina Legnani, and it was because of her
great talent that the prospected revival of Swan Lake was planned for her benefit performance in the 1894–1895
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season. She had made her début with the Imperial Ballet in Cinderella, produced in December 1893
(choreographed by Marius Petipa, Lev Ivanov, and Enrico Cecchetti to the music of Baron Boris Fitinhof-Schell).
Her performance demonstrated her phenomenal technique, climaxing in her variation from the final tableau no
fewer than thirty-two fouettés en tournant (the most ever performed at that time) during the grand pas. The
dazzled public roared with demands for an encore, and the Ballerina repeated her variation, this time performing
twenty-eight fouettés en tournant. However, the death of Tsar Alexander III on 1 November 1894 and the period
of official mourning that followed it brought all ballet performances and rehearsals to a close for some time, and
as a result all efforts were able to be concentrated on the pre-production of the revival of Swan Lake. Ivanov and
Petipa chose to collaborate on the production, with Ivanov retaining his dances for the second Act while
choreographing the fourth, and with Petipa staging the first and third Acts.

Tchaikovsky’s younger brother Modest was called upon to make the required changes to the ballet’s libretto, the
most prominent being his revision of the ballet’s finale; instead of the lovers simply drowning at the hand of the
wicked Von Rothbart as in the original 1877 scenario, Odette commits suicide by drowning herself, with Prince
Siegfried choosing to die as well, rather than live without her, and soon the lovers’ spirits are reunited in an
apotheosis. Aside from the revision of the libretto the ballet was changed from four acts to three—with Act II
becoming Act I-Scene 2.

All was ready by the beginning of 1895, and the ballet had its première on Friday, 27 January. Pierina Legnani
danced Odette/Odile, with Pavel Gerdt as Prince Siegfried, Alexei Bulgakov as Von Rothbart, and Alexander
Oblakov as Benno.

The première of the Petipa/Ivanov/Drigo was quite a success, though not as much of one as it has been in
modern times. Most of the reviews in the St. Petersburg newspapers were positive.

Unlike the première of The Sleeping Beauty, Swan Lake did not dominate the repertory of the Mariinsky Theatre
in its first season. It was given only sixteen performances between the première and the 1895–1896 season, and
was not performed at all in 1897. Even more surprising, the ballet was performed only four times in 1898 and
1899. The ballet belonged solely to Legnani until she left St. Petersburg for her native Italy in 1901. After her
departure, the ballet was taken over by Mathilde Kschessinskaya, who was as much celebrated in the rôle as was
her Italian predecessor.

Later Productions

Zenaida Yanowsky as Odette in a 2007 production of Swan Lake at London’s Royal Opera House

Throughout the long and complex performance history of Swan Lake the 1895 edition of Petipa, Ivanov, and Drigo
has served as the version from which many stagings have been based. Nearly every balletmaster or
choreographer who has re-staged Swan Lake has sought to make modifications to the ballet’s scenario, while still
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maintaining to a considerable extent the traditional choreography for the dances, which is regarded as virtually
sacrosanct. Likewise, over time the rôle of Siegfried has become far more prominent, due largely to the evolution
of ballet technique.

In 1940, San Francisco Ballet became the first American company to stage a complete production of Swan Lake.
The enormously successful production starred Lew Christensen as Prince Siegfried, Jacqueline Martin as Odette,
and Janet Reed as Odile. Willam Christensen based his choreography on the Petipa-Ivanov production, turning to
San Francisco’s large population of Russian émigrés, headed by Princess and Prince Vasili Alexandrovich of
Russia, to help him ensure that the production succeeded in its goal of preserving Russian culture in San
Francisco.

Several notable productions have diverged from the original and its 1895 revival:

• Illusions Like “Swan Lake” 1976: John Neumeier Hamburg Ballet, Neumeier interpolated the story of
Ludwig II of Bavaria into the Swan Lake plot, via Ludwig’s fascination with swans. Much of the original
score was used with additional Tchaikovsky material and the choreography combined the familiar Petipa/
Ivanov material with new dances and scenes by Neumeier. The ballet finishes with Ludwig’s death by
drowning while confined to an asylum, set to the dramatic music for the Act Three conclusion. With the
theme of the unhappy royal being forced into heterosexual marriage for reasons of state and also the
cross reference to the personal lives of actual royalty, this work anticipated both Bourne’s and Murphy’s
interpretation. Illusions Like “Swan Lake” remains in the repertoire of major German ballet companies.

• Matthew Bourne’s Swan Lake departed from the traditional ballet by replacing the female corps de ballet
with male dancers. Since its inception in 1995, Matthew Bourne’s production has never been off the

stage for more than a few months.[citation needed] It has toured the United Kingdom and returned to
London several times. It has been performed on extended tours in Greece, Israel, Turkey, Australia,
Italy, Japan, Korea, Russia, France, Germany, the Netherlands, the United States, and Ireland in
addition to the United Kingdom. Bourne’s Swan Lake has won over 30 international awards to date

• The 2000 American Ballet Theatre version (taped for television in 2005), rather than having the curtain
down as the slow introduction is played, used this music to accompany a new prologue in which the
audience is shown how Von Rothbart first transforms Odette into a swan. This prologue is similar to
Vladimir Burmeister’s production of “Swan Lake” (firstly staged in Stanislavsky Theatre in Moscow, 1953)
but has some differences. Von Rothbart in this production is played by two dancers; one appears as a
handsome young man who is easily able to lure Odette in the new prologue, and the other dancer is
covered in sinister “monster makeup” which reveals the magician’s true self. (in the film Black Swan,
Natalie Portman, as Nina, dreams this in the film’s opening sequence). About half-an-hour of the
complete score is omitted from this production.

• Graeme Murphy’s Swan Lake was first performed in 2002, and was loosely based on the breakdown of
the marriage of Lady Diana to Prince Charles and his relationship with Camilla Parker Bowles. It
combined the rôles of Von Rothbart and Odile into that of a Baroness, and the focus of the story is a love
triangle.

• In 2010, Black Swan, a film starring Natalie Portman and Mila Kunis, featured sequences from Swan
Lake.

Instrumentation

Swan Lake is scored for the typical late 19th-century large orchestra:

• Strings: violins I and II; violas, violoncellos; double basses
• Woodwinds: piccolo; 2 flutes; 2 oboes; 2 clarinets in B♭, A and C; 2 bassoons
• Brass: 4 French horns in F; 2 cornets in A and B♭; 2 trumpets in F, D, and E; 3 trombones (2 tenor, 1

bass); tuba
• Percussion: timpani; snare drum; cymbals; bass drum; triangle; tambourine; castanets; tam-tam;

glockenspiel
• Other: harp



Roles

• Odette (The Queen of the Swans), the heroine of the story; a beautiful Princess, who has been
transformed into a swan

• Prince Siegfried, the hero of the story; a handsome Prince who falls in love with Odette
• Von Rothbart, the antagonist of the story; an evil sorcerer, who has enchanted Odette
• Odile, his daughter, the secondary antagonist
• Benno von Sommerstern, the Prince’s friend
• The Sovereign Princess, Siegfried’s mother
• Wolfgang, his tutor
• Baron von Stein
• The Baroness, his wife
• Freiherr von Schwarzfels
• His wife
• A herald
• A footman
• Court gentlemen and ladies, friends of the prince, heralds, guests, pages, villagers, servants, swans,

cygnets

By 1895 Benno von Sommerstern had become just “Benno”, and Odette “Queen of the Swans”. Also Baron von
Stein, his wife, and Freiherr von Schwarzfels and his wife were no longer identified on the program. The
sovereign or ruling Princess is often rendered “Queen Mother”. Rothbart (“Redbeard”) may also be spelled
Rotbart.

Odette

Princess OdettePrincess Odette is the lead ballerina role. Von Rothbart’s daughter Odile is danced by the same ballerina; this
facilitates the scene in which Odile, disguised as Odette, tricks Prince Siegfried into being unfaithful. Odette also
appears in many adaptations of the ballet.

Odette is often referred to as a “tragic heroine” and is always portrayed as vulnerable, gentle, caring, modest and
warm-hearted. She appears in the second and fourth acts, though she also makes a minor appearance in the
third act when she appears as a vision during the Ball. As the heroine of the story, she has been transformed into
a swan by Von Rothbart and can only regain her human form at night. She has many companions under the
same spell, who have made her their queen, hence her title “The Swan Queen.” She is forced to live by a lake
that was magically formed from the tears of her grieving mother after Rothbart kidnapped her. The only way for
the spell to be broken is by the power of eternal love between Odette and a young man who will remain faithful to
her, for if the vow of eternal love is broken, she will remain a swan forever. When Odette falls in love with Prince
Siegfried, hope for her freedom has come at last, until Siegfried is tricked into breaking his vow by Von Rothbart,
trapping Odette as a swan forever. To escape the spell, Odette chooses to die and Siegfried chooses to die with
her; the lovers drown themselves in the lake and are reunited forever in death.

Siegfried

Prince SiegfriedPrince Siegfried is the lead male ballet dancer role. Like Odette and Von Rothbart, he appears in many
adaptations of the ballet, although he has a different name in almost every one, despite retaining some or all of
his characteristics.

Out of all the characters in the ballet, Siegfried is the only one to appear on all four acts. He is a young Prince, full
of bright spirit and enthusiasm, and seems to have little interest in his royal role. He clearly cares more for
socialising, merry events and sporting activities, as shown when he is celebrating his 21st birthday with his best
friend, Benno and his tutor, Wolfgang. When his mother, the Queen tells him he must soon marry, he refuses
because he has not yet found a woman of his preference. His favourite hobby is hunting, so to end his birthday
celebrations, he and Benno head into the forest on a hunting expedition with their companions. However,
everything takes an ironic twist on this expedition, for deep in the forest, Siegfried and his friends arrive at a lake,
where Siegfried spots a beautiful swan wearing a crown. But before he can shoot it, the swan transforms into the
most beautiful girl he has ever seen: Princess Odette, the Queen of the Swans. Struck by her beauty, Siegfried
falls in love with her at once. She tells him her story, explaining that she is under a spell of the evil sorcerer Von



Rothbart. It is at this point in the ballet that Siegfried’s carefree spirit is overcome by a sudden growth to manhood
out of his love for Odette and from that point, it becomes his goal to save and marry her. He invites her to attend a
Ball at his castle and promises to choose her as his bride, but everything takes a turn for the worst.

On the night of the Ball, Siegfried is thinking of nothing but Odette, and after rejecting various potential brides in
her favour, he is overjoyed when she finally arrives. But it is actually Von Rothbart’s daughter Odile in disguise,
for Rothbart has magically disguised her as Odette. Suspecting nothing, Siegfried falls for the trickery and
pledges eternal love to Odile, thinking she is Odette and now all seems lost. Siegfried follows Odette back to the
lake and begs her to forgive him, swearing that he loves her only. She forgives him, but explains that she has
chosen to die so she can escape Rothbart’s spell. Unwilling to live without her, Siegfried chooses to die with
Odette and the lovers throw themselves into the lake, reuniting in death for all eternity.

Odile

OdileOdile is the daughter of Von Rothbart, who is willing to follow in her father’s footsteps. She only appears in the
third act, usually dressed in black (though in the 1895 production, she did not wear black) and magically disguised
as Odette in order to help her father trick Siegfried into breaking his vow of love to Odette. In some productions,
Odile is known as the Black Swan and, rather than being magically disguised as her, is actually Odette’s evil twin
or double; an example of this type of portrayal is seen in the production by the Bolshoi Ballet. There are also
some productions where Odette and Odile are danced by two different ballerinas.

Rothbart

RothbartRothbart is the central antagonist in the ballet. Rothbart is rarely seen in human form, as he appears as a giant
owl in the second and fourth acts. His human form is seen only in the third act with his daughter Odile, when she
dances with the Prince Siegfried.

Rothbart is a powerful sorcerer who casts a spell on Odette that turns her into a swan every day and returns her
to human form at night. The reason for Rothbart’s curse upon Odette is unknown; several versions, including two
feature films, have suggested reasons, but none is typically explained by the ballet.

When Rothbart realises that Odette has fallen in love with Prince Siegfried, he tries to intervene by tricking
Siegfried into declaring his love for his daughter Odile. The plan succeeds, yet in the end, Rothbart is not
triumphant. When Siegfried and Odette make the ultimate sacrifice in the name of their love by throwing
themselves into the lake, Rothbart’s powers are overcome and he is destroyed.

However, his fate is different in some versions, as there are productions where Rothbart is triumphant and
survives. One example is the Bolshoi Ballet’s version, where he is portrayed as a sadistic schemer and plays a
wicked game of fate with Siegfried, which he wins at the end, causing Siegfried to lose everything. In the second
American Ballet Theatre production of Swan Lake, he is portrayed by two dancers. One of them depicts him as
young and handsome; it is this von Rothbart that is able to lure Odette and transform her into a swan (this is
shown during the introduction to the ballet in a danced prologue especially created by choreographer Kevin
McKenzie). He is also able to entice the Prince to dance with Odile, and thus seal Odette’s doom. The other von
Rothbart, a repulsive, reptilian-like creature, reveals himself only after he has performed an evil deed, such as
transforming Odette into a swan. In this version, the lovers’ joint suicide inspires the rest of von Rothbart’s
imprisoned swans to turn on him and overcome his spell, which ultimately defeats him.

Synopsis

Below is a synopsis based on the 1876 libretto (author unknown) to which Tchaikovsky originally composed the
ballet. Swan Lake is generally presented in either four Acts, four Scenes (primarily outside Russia and Eastern
Europe) or three Acts, four Scenes (primarily in Russia and Eastern Europe). Some productions in the West
include a prologue that shows the actual transformation by which Princess Odette is first turned into a swan. The
biggest difference of productions all over the world is that the ending varies from romantic to tragic.



Act 1

A magnificent park before a palace.

[Scène: Allegro giusto] Prince Siegfried is celebrating his birthday with his tutor, friends and peasants [Waltz]. The
revelries are interrupted by Siegfried’s mother, the Princess [Scène: Allegro moderato], who is concerned about
her son’s carefree lifestyle. She tells him that he must choose a bride at the royal ball the following evening.
Siegfried is upset that he cannot marry for love. His friend Benno and the tutor try to lift his troubled mood. As
evening falls [Sujet], Benno sees a flock of swans flying overhead and suggests they go on a hunt [Finale I].
Siegfried and his friends take their crossbows and set off in pursuit of the swans.

Act 2

A lakeside clearing in a forest by the ruins of a chapel. A moonlit night.

The Valse des cygnes from Act II of the Ivanov/Petipa edition of Swan Lake

Siegfried has become separated from his friends. He arrives at the lakeside clearing, just as a flock of swans land
nearby [Scène. Moderato]. He aims his crossbow at the swans [Scène. Allegro moderato-], but freezes when one
of them transforms into a beautiful maiden, Odette [Scène. -Moderato]. At first, she is terrified of Siegfried. When
he promises not to harm her, she tells him that she is the Swan Queen Odette. She and her companions are
victims of a terrible spell cast by the evil owl-like sorcerer Von Rothbart. By day they are turned into swans and
only at night, by the side of the enchanted lake – created from the tears of Odette’s mother – do they return to
human form. The spell can only be broken if one who has never loved before swears to love Odette forever. Von
Rothbart suddenly appears [Scène. -Allegro vivo]. Siegfried threatens to kill him but Odette intercedes – if Von
Rothbart dies before the spell is broken, it can never be undone.

As Von Rothbart disappears, the swan maidens fill the clearing [Scène: Allegro, Moderato assai quasi andante].
Siegfried breaks his crossbow, and sets about winning Odette’s trust as the two fall in love. But as dawn arrives,
the evil spell draws Odette and her companions back to the lake and they are turned into swans again.

Act 3

An opulent hall in the palace.

Scene from Act 4 of Swan Lake. Vienna State Opera, 2004

https://s3-us-west-2.amazonaws.com/candimgs/TaXs9q/220px-Swanlake015.jpg
https://s3-us-west-2.amazonaws.com/candimgs/TaXs9q/220px-Swanlake015.jpg
https://s3-us-west-2.amazonaws.com/candimgs/TaXs9q/220px-Wiener_Staatsoper_Schwanensee_Szene_Akt4.jpg
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Guests arrive at the palace for a costume ball. Six princesses are presented to the prince [Entrance of the Guests
and Waltz], one of whom his mother hopes he will choose as his bride. Then Von Rothbart arrives in disguise
[Scène: Allegro, Allegro giusto] with his enchantress daughter, Odile, transformed so that she appears identical to
Odette in all respects. Though the princesses try to attract the prince with their dances [Pas de six], Siegfried,
mistaking Odile for Odette, has eyes only for her and dances with Odile. [Scène: Allegro, Tempo di valse, Allegro
vivo] Odette appears as a vision and vainly tries to warn Siegfried that he is being deceived. But Siegfried
remains oblivious and proclaims to the court that he intends to make Odile his wife. Von Rothbart shows Siegfried
a magical vision of Odette and he realises his mistake. Grief-stricken, Siegfried hurries back to the lake.

Act 4

By the lakeside.

Odette is distraught at Siegfried’s betrayal. The swan-maidens try to comfort her, but she is resigned to death.
Siegfried returns to the lake and finds Odette. He makes a passionate apology. She forgives him and the pair
reaffirm their love. Von Rothbart appears and insists that Siegfried fulfill his pledge to marry Odile, after which
Odette will be transformed into a swan forever. Siegfried chooses to die alongside Odette and they leap into the
lake. This breaks Von Rothbart’s spell over the swan maidens, causing him to lose his power over them and he
dies. In an apotheosis, the swan maidens watch as Siegfried and Odette ascend into the Heavens together,
forever united in love.

Alternative Endings

Many different endings exist, ranging from romantic to tragic.

• In 1950, Konstantin Sergeyev staged a new Swan Lake for the Mariinsky Ballet (then the Kirov) after
Petipa and Ivanov, but included some bits of Vaganova and Gorsky. Under the Soviet regime, the tragic
ending was substituted for a happy one, so that in the Mariinsky and Bolshoi versions, Odette and
Siegfried lived happily ever after.

• In the version danced today by the Mariinsky Ballet, the ending is one of a “happily ever after” in which
Siegfried fights Von Rothbart and tears off his wing, killing him. Odette is restored to human form and
she and Siegfried are happily united. This version has often been used by Russian and Chinese ballet
companies. A similar ending was used in The Swan Princess.

• In a version which has an ending very close to the 1895 Mariinsky revival, danced by American Ballet
Theatre in 2005, Siegfried’s mistaken pledge of fidelity to Odile consigns Odette to remain a swan
forever. After realizing that her last moment of humanity is at hand, Odette commits suicide by throwing
herself into the lake. The Prince does so as well. This act of sacrifice and love breaks Von Rothbart’s
power, and he is destroyed. In the final tableau, the lovers are seen rising together to heaven in
apotheosis.

• In a version danced by New York City Ballet in 2006 (with choreography by Peter Martins after Lev
Ivanov, Marius Petipa, and George Balanchine), the Prince’s declaration that he wishes to marry Odile
constitutes a betrayal that condemns Odette to remain a swan forever. Odette is called away into swan
form, and Siegfried is left alone in grief as the curtain falls.

• In a version danced by San Francisco Ballet in 2009, Siegfried and Odette throw themselves into the
lake, as in the 1895 Mariinsky revival, and von Rothbart is destroyed. Two swans, implied to be the
lovers, are then seen flying past the Moon.

• In a version danced by National Ballet of Canada in 2010, Odette forgives Siegfried for his betrayal and
the promise of reconciliation shines momentarily before Rothbart summons forth a violent storm.
Rothbart and Siegfried struggle. When the storm subsides, Odette is left alone to mourn the dead
Siegfried.

• In the 1986 version Rudolf Nureyev choreographed for the Paris Opera Ballet, Rothbart fights with
Siegfried, who is overcome and dies, leaving Rothbart to take Odette triumphantly up to the heavens.

• In the 2012 version performed at Blackpool Grand Theatre by the Russian State Ballet of Siberia the
Prince drags Rothbart into the lake and both drown. Odette is left as a swan.



Structure

The score used in this résumé is Tchaikovsky’s score as he originally composed it (including later additions of the
original 1877 production). The score as listed here is different from the score as revised by Riccardo Drigo for the
revival of Petipa and Ivanov that is still used to one extent or another by most ballet companies today. The titles
for each number are taken from the original published score. Some of the numbers are titled simply as musical
indications, those that are not are translated from their original French titles.

Act I

Introduction: Moderato assai — Allegro non troppo — Tempo I

No. 01 Scène: Allegro giusto

No. 02 Waltz: Tempo di valse

No. 03 Scène: Allegro moderato

No. 04 Pas de trois
1. Intrada (or Entrée): Allegro

2. Andante sostenuto

3. Allegro semplice, Presto

4. Moderato

5. Allegro

6. Coda: Allegro vivace

No. 05 Pas de deux for Two Merry-makers (this number was later fashioned into the Black Swan Pas de
Deux)

1. Tempo di valse ma non troppo vivo, quasi moderato

2. Andante – Allegro

3. Tempo di valse

4. Coda: Allegro molto vivace

No. 06 Pas d’action: Andantino quasi moderato – Allegro

No. 07 Sujet (Introduction to the Dance with Goblets)

No. 08 Dance with Goblets: Tempo di polacca

No. 09 Finale: Sujet, Andante

Act II

No. 10 Scène: Moderato

No. 11 Scène: Allegro moderato, Moderato, Allegro vivo

No. 12 Scène: Allegro, Moderato assai quasi andante

No. 13 Dances of the Swans



1. Tempo di valse

2. Moderato assai

3. Tempo di valse

4. Allegro moderato (this number later became the famous Dance of the Little Swans)

5. Pas d’action: Andante, Andante non troppo, Allegro (material borrowed from Undina)

6. Tempo di valse

7. Coda: Allegro vivo

No. 14 Scène: Moderato

Act III

No. 15 Scène: March – Allegro giusto

No. 16 Ballabile: Dance of the Corps de Ballet and the Dwarves: Moderato assai, Allegro vivo

No. 17 Entrance of the Guests and Waltz: Allegro, Tempo di valse

No. 18 Scène: Allegro, Allegro giusto

No. 19 Pas de six.
1. Intrada (or Entrée): Moderato assai

2. Variation 1: Allegro

3. Variation 2: Andante con moto (this number was likely used as an adage after the Intrada but was
either accidentally composed and/or published after the first variation)

4. Variation 3: Moderato

5. Variation 4: Allegro

6. Variation 5: Moderato, Allegro semplice

7. Grand Coda: Allegro molto

Appendix I – Pas de deux pour Mme. Anna Sobeshchanskaya (fashioned from the original music by Ludwig
Minkus and later choreographed by George Balanchine as the Tchaikovsky Pas de deux)

No. 20 Hungarian Dance: Czardas – Moderato assai, Allegro moderato, Vivace

Appendix II – No. 20a Danse russe pour Mlle. Pelageya Karpakova: Moderato, Andante semplice, Allegro
vivo, Presto

No. 21 Danse Espagnole: Allegro non troppo (Tempo di bolero)

No. 22 Danse Napolitaine: Allegro moderato, Andantino quasi moderato, Presto

No. 23 Mazurka: Tempo di mazurka

No. 24 Scène: Allegro, Tempo di valse, Allegro vivo

Act IV

No. 25 Entr’acte: Moderato



No. 26 Scène: Allegro non troppo

No. 27 Dance of the Little Swans: Moderato

No. 28 Scène: Allegro agitato, Molto meno mosso, Allegro vivace

No. 29 Scène finale: Andante, Allegro, Alla breve, Moderato e maestoso, Moderato

Adaptations and references

Live action film

• The opening credits for the 1931 version of Dracula starring Béla Lugosi includes a modified version of
the Swan Theme from Act II. The same piece was later used for the credits of The Mummy and is often
used as a backing track for the silent film, Phantom of the Opera.

• The 1940 film I Was an Adventuress featured a long sequence from the ballet.
• In 1968–69, the Kirov Ballet along with Lenfilm studios produced a filmed version of the ballet starring

Yelena Yevteyeva as Odette.
• In the 1968 film Funny Girl, Barbra Streisand, playing Fanny Brice, dances in a comedic spoof of Swan

Lake.
• In Brain Donors (1992), the three main characters try and succeed in sabotaging a fictional production of

the ballet.
• Darren Aronofsky’s 2010 film Black Swan focuses on two characters from Swan Lake—the Princess

Odette, sometimes called the White Swan, and her evil duplicate, the witch Odile (the Black Swan), and
takes its inspiration from the ballet’s story, although it does not literally follow it.

Acrobatic

• The Chinese State Circus has made an acrobatic version of the ballet, which is on tour around the world.
Set to excerpts from Tchaikovsky’s suite, it contains such acrobatic moves as Odette doing a pirouette
on top of Siegfried’s head, without any supports.

Animated theatrical and direct-to-video productions

• Swan Lake (1981) is a feature-length anime produced by the Japanese company Toei Animation and
directed by Koro Yabuki. The adaptation uses Tchaikovsky’s score and remains relatively faithful to the
story. Two separate English dubs were made, one featuring regular voice actors, and one using
celebrities as the main principals (Pam Dawber as Odette, Christopher Atkins as Siegfried, Kay Lenz as
Odile, and David Hemmings as Rothbart). The second dub aired on The Disney Channel in the early
1990s. It is presently distributed in United States by The Samuel Goldwyn Company. Also in France and
the United Kingdom by Rouge Citron Production.

• The Swan Princess (1994) is a Nest Entertainment film based on the Swan Lake story. It stays fairly
close to the original story, but does contain many differences. For example, instead of the Swan
Maidens, we have the addition of sidekicks Puffin the puffin, Speed the turtle, and Jean-Bob the frog.
Several of the characters are renamed – Prince Derek instead of Siegfried, his friend Bromley instead of
Benno and his tutor Rogers instead of Wolfgang; Derek’s mother is named Queen Uberta. Another
difference is Odette and Derek knowing each other from when they were children, which introduces us to
Odette’s father, King William and explains how and why Odette is kidnapped by Rothbart. The character
Odile is replaced by an old hag (unnamed in this movie, but known as Bridget in the sequels), as
Rothbart’s sidekick until the end. Also, this version contains a happy ending, allowing both Odette and
Derek to survive as humans once Rothbart is defeated. It has four sequels, The Swan Princess and the
Secret of the Castle (1997), The Swan Princess: The Mystery of the Enchanted Kingdom (1998), The
Swan Princess Christmas (2012) and The Swan Princess: A Royal Family Tale (2013), which deviate
even further from the ballet. None of the films feature Tchaikovsky’s music.

• Barbie of Swan Lake (2003) is a direct-to-video children’s movie featuring Tchaikovsky’s music and
motion capture from the New York City Ballet and based on the Swan Lake story. Although the story
deviates more from the original than The Swan Princess, this adaptation is more faithful to the ballet and
does consist of its similarities to the plot. In this version, Odette is not a princess by birth, but a baker’s



daughter and instead of being kidnapped by Rothbart and taken to the lake against her will, she
discovers the Enchanted Forest when she willingly follows a unicorn there. She is also made into a more
dominant heroine in this version, as she is declared as being the one who is destined to save the forest
from Rothbart’s clutches when she frees a magic crystal. Another difference is the addition of new
characters, such as Rothbart’s cousin the Fairy Queen, Lila the unicorn, Erasmus the troll and the Fairy
Queen’s fairies and elves, who have also been turned into animals by Rothbart. These fairies and elves
replace the Swan Maidens from the ballet. Also, it is the Fairy Queen’s magic that allows Odette to return
to her human form at night, not Rothbart’s spell, which until the Fairy Queen counters, appears to be
permanent. Other changes include renaming the Prince Daniel and a happy ending, instead of the
ballet’s tragic ending.

Computer/video games

• The 1988 SquareSoft video game Final Fantasy II used a minor portion of Swan Lake just before fighting
the Lamia Boss. In the PlayStation Portable version the portion is longer.

• The 1990 LucasArts adventure game Loom used a major portion of the Swan Lake suite for its audio
track, as well as incorporating a major swan theme into the storyline. It otherwise bore no resemblance
to the original ballet.

• The 2009 SEGA video game Mario and Sonic at the Olympic Winter Games features Swan Lake in its
figure skating competition.

Dance

• The Swedish dancer/choreographer Fredrik Rydman has produced a modern dance/street dance
interpretation of the ballet entitled Swan Lake ReloadedSwan Lake Reloaded. It features the “swans” as being heroin addict
prostitutes who are kept in place by Rothbart, their pimp. The music used in the production uses themes
and melodies from Tchaikovsky’s score and incorporates them into hip-hop and techno tunes.

Literature

• Amiri & Odette (2009) is a verse retelling by Walter Dean Myers with illustrations by Javaka
Steptoe. Myers sets the story in the Swan Lake Projects of a large city. Amiri is a basketball-playing
“Prince of the Night”, a champion of the asphalt courts in the park. Odette belongs to Big Red, a dealer,
a power on the streets.

• The Black Swan (1999) is a fantasy novel written by Mercedes Lackey that re-imagines the original story
and focuses heavily on Odile. Von Rothbart’s daughter is a sorceress in her own right who comes to
sympathise with Odette.

• The Sorcerer’s Daughter (2003) is a fantasy novel by Irina Izmailova, a retelling of the ballet’s plot. The
boyish and careless Siegfried consciously prefers the gentle, equally childlike Odile, while the stern and
proud Odette is from the very beginning attracted to Rothbart (who later turns out to be the kingdom’s
rightful monarch in hiding).

• Swan Lake (1989) is a children’s novel written by Mark Helprin and illustrated by Chris van Allsburg,
which re-creates the original story as a tale about political strife in an unnamed Eastern European
country. In it, Odette becomes a princess hidden from birth by the puppetmaster (and eventually
usurper) behind the throne, with the story being retold to her child.

Music

• German singer Jeanette Biedermann uses the Swan Lake melody structure for her 2001 single release
“How It’s Got To Be”!

• Los Angeles group Sweetbox uses the main theme for the chorus of their song “Superstar” from the
2001 album “Classified”.

• Canadian metal band The Agonist has made an a cappella version of Act II’s “Scène. Moderato”, which
is included in their second studio album, Lullabies for the Dormant Mind.



Musicals

• Odette – The Dark Side of Swan Lake, a musical written by Alexander S. Bermange and Murray
Woodfield, was staged at the Bridewell Theatre, London in October 2007.

• In Radio City Christmas Spectacular, The Rockettes do a short homage to Swan Lake during the
performance of the “Twelve Days of Christmas (Rock and Dance Version)”, with the line “Seven Swans
A-Swimming”.

• Billy Elliot the Musical incorporates the most famous section of Swan Lake in a dance number, in which
the main character dances while shadowed by his future, adult self.

Television

• Princess Tutu (2002) is an anime television series that features the heroine, Ahiru, whose costume
design is reminiscent of Odette’s. She is a duck transformed by a sorcerer into a girl (rather than the
other way around), while her antagonist, Rue, dressed as Odile, is a girl who had been raised to believe
she is a raven. Other characters include Mytho in the role of Siegfried, who is even referred to by this
name towards the end of the second act, and Drosselmeyer playing in the role of Rothbart. The score of
Swan Lake, along with that of The Nutcracker, features heavily throughout, as does, occasionally the
Petipa choreography, most notably in episode 13, where Ahiru dances the climactic Pas de Deux alone,
complete with failed lifts and catches.

• In the second season of the anime Kaleido Star, a circus adaptation of Swan Lake becomes one of the
Kaleido Stage’s most important and successful shows. Main character Sora Naegino plays Princess
Odette, with characters Leon Oswald as Prince Siegfried and May Wong as Odile.

• In episode 213 of The Muppet Show, Rudolf Nureyev performs “Swine Lake” with a giant ballerina pig.
• Swan Lake was heard in two episodes of the Playhouse Disney series Little Einsteins: “Quincy and the

Magic Instruments” and “The Blue Footed Boobey Bird Ballot”.
• In the Tiny Toon Adventures episode Loon Lake, Babs Bunny helps out Shirley the Loon after she was

ridiculed by a group of snobbish swans in ballet class while preparing for a performance of Swan Lake.
• In the Dexter’s Laboratory episode Deedeemensional, Dexter, in order to deliver an important message

to his future self, was forced to dance Swan Lake with Dee Dee and her future self.
• In the animated children’s show The Wonder Pets, Linny, Tuck and Ming-Ming help encourage a baby

swan to dance in his own way. The music of Swan Lake is featured.

Dancers from Little Princess Ballet Academy (LPBA) in Second Life have lined up, waiting to go on stage for
Swan Lake in May 2014.

• A close arrangement of this piece features in episodes 16 and 23 of My Little Pony: Friendship Is Magic,
“Sonic Rainboom” and “The Cutie Mark Chronicles”.

• An episode of Saturday Night Live features a “Bad Ballet” entitled Swan, which, according to Leonard
Pince-Garnell (Dan Aykroyd), should not be confused with Swan Lake.

Virtual world adaptions

In 2014 the Little Princess Ballet Academy (LPBA) performed the entire Swan Lake in Second Life. The adaption
follows the original, but some parts like the pas de deux was not possible to perform in Second Life and has been
changed. All parts are played by individual avatars.
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Selected discography

AudioAudio

• 1954, Antal Doráti (conductor), Minneapolis Symphony Orchestra (first complete recording, late 1953,
mastered originally in mono only; some mock-stereo issues released on LP)

• 1959, Ernest Ansermet (conductor), Orchestre de la Suisse Romande, taped in stereo Oct–Nov., 1958,
abridged

• 1974, Anatole Fistoulari (conductor), Radio Filharmonisch Orkest with Ruggiero Ricci, violin
• 1976, André Previn (conductor), London Symphony Orchestra, with Ida Haendel, violin
• 1982, John Lanchbery (conductor), Philharmonia Orchestra
• 1988, Yevgeny Svetlanov (conductor), Russian State Symphony Orchestra
• 1990, Michael Tilson Thomas (conductor), London Symphony Orchestra
• 1992, Charles Dutoit (conductor), Montreal Symphony Orchestra
• 2006, Valery Gergiev (conductor), Orchestra of the Mariinsky Theatre

VideoVideo

• 1966, John Lanchbery (conductor), Vienna State Opera Ballet, Rudolf Nureyev (Siegfried), Margot
Fonteyn (Odette / Odile)

• 1968, Viktor Fedotov (conductor), Kirov Ballet, John Markovsky (Siegfried), Yelena Yevteyeva (Odette /
Odile)

• 1976, Algis Zhuraitis (conductor), Bolshoi Ballet, Alexander Bogatirev (Siegfried), Maya Plisetskaya
(Odette / Odile)

• 1980, Ashley Lawrence (conductor), The Royal Ballet, Anthony Dowell (Siegfried), Natalia Makarova
(Odette / Odile)

• 1984, Algis Zhuraitis (conductor), Bolshoi Ballet, Alexander Bogatirev (Siegfried), Natalia Bessmertnova
(Odette / Odile)

• 1986, Viktor Fedotov (conductor), Kirov Ballet, Konstantin Zaklinsky (Siegfried), Galina Mezentseva
(Odette / Odile)

• 1988, Graham Bond (conductor), English National Ballet, Peter Schaufuss (Siegfried), Evelyn Hart
(Odette / Odile)

• 1989, Algis Zhuraitis (conductor), Bolshoi Ballet, Yuri Vasyuchenko (Siegfried), Alla Mikhalchenko
(Odette / Odile)

• 1990, Viktor Fedotov (conductor), Kirov Ballet, Igor Zelensky (Siegfried), Yuliya Makhalina (Odette /
Odile)

• 1992, Alexander Sotnikov (conductor), Perm Theatre Ballet, Alexei Fadeyechev (Siegfried), Nina
Ananiashvili (Odette / Odile)

• 1992, Jonathan Darlington (conductor), Paris Opera Ballet, Patrick Dupond (Siegfried), Marie-Claude
Pietragalla (Odette / Odile)

• 1996, Michel Quéval (conductor), Royal Swedish Ballet, Anders Nordström (Siegfried), Nathalie
Nordquist (Odette / Odile)

• 1998, Daniel Barenboim (conductor), Berlin State Ballet, Oliver Matz (Siegfried), Steffi Scherzer (Odette /
Odile)

• 2004, James Tuggle (conductor), La Scala Theatre Ballet, Roberto Bolle (Siegfried), Svetlana Zakharova
(Odette / Odile)

• 2005, Ormsby Wilkins (conductor), American Ballet Theatre, Angel Corella (Siegfried), Gillian Murphy
(Odette / Odile)

• 2006, Vello Pahn (conductor), Paris Opera Ballet, Jose Martinez (Siegfried), Agnes Letestu (Odette /
Odile)

• 2007, Valery Gergiev (conductor), Mariinsky Ballet, Danila Korsuntsev (Siegfried), Ulyana Lopatkina
(Odette / Odile)

• 2009, Valeriy Ovsyanikov (conductor), The Royal Ballet, Thiago Soares (Siegfried), Marianela Núñez
(Odette / Odile)

• 2009, Vladimir Fedoseyev (conductor), Zurich Ballet, Stanislav Jermakov (Siegfried), Polina Semionova
(Odette / Odile)



Swan Lake: From Planning to Performance at the Royal Opera HouseSwan Lake: From Planning to Performance at the Royal Opera House, about the Royal Ballet’s production of, about the Royal Ballet’s production of
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Video recordings of the balletVideo recordings of the ballet

ScoresScores
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External links

• Rudolf Nureyev’s choreography of Swan Lake
• Tchaikovsky Research
• German Schwanensee

• Swan Lake (2005) Murphy and Corella (ABT)
• Lebedinoe ozero (Swan Lake) at the Internet Movie Database (1957)
• Schwanensee at the Internet Movie Database (1967)
• Matthew Bourne’s Swan Lake at the Internet Movie Database (1996)
• The Ballet Soloist (aka Russian Ballerina) – 1947 Soviet musical film with scenes from Tchaikovsky’s

Swan Lake and The Sleeping Beauty. With subtitles in Esperanto.

• Swan Lake: Free scores at the International Music Score Library Project
• Free sheet music of Danse Napolitaine from Cantorion.org
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Giuseppe Verdi by Giovanni
Boldini, 1886 (Galleria Nazionale
d’Arte Moderna)

Guiseppe VerdiGuiseppe Verdi

Giuseppe Fortunino Francesco VerdiGiuseppe Fortunino Francesco Verdi (Italian: [d͡ʒuˈzɛppe ˈverdi]; 9 or 10 October 1813 – 27 January 1901) was
an Italian Romantic composer primarily known for his operas. He is considered, together with Richard
Wagner, to be the preeminent opera composer of the nineteenth century. Verdi dominated the Italian opera
scene after the eras of Bellini, Donizetti and Rossini. His works are frequently performed in opera houses
throughout the world and, transcending the boundaries of the genre, some of his themes have long since
taken root in popular culture, examples being “La donna è mobile” from Rigoletto, “Libiamo ne’ lieti calici” (The
Drinking Song) from La traviata, “Va, pensiero” (The Chorus of the Hebrew Slaves) from Nabucco, the “Coro
di zingari” (Anvil Chorus) from Il trovatore and the “Grand March” from Aida.

Moved by the death of compatriot Alessandro Manzoni, Verdi wrote Messa da Requiem in 1874 in Manzoni’s
honour, a work now regarded as a masterpiece of the oratorio tradition and a testimony to his capacity outside
the field of opera. Visionary and politically engaged, he remains – alongside Garibaldi and Cavour – an
emblematic figure of the reunification process of the Italian peninsula known as the Risorgimento.

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

“O sommo Carlo”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Ernani (1844), act 3, sung by Mattia Battistini, Emilia Corsi, Luigi Colazza, Aristodemo Sillich,
and the La Scala chorus in 1906

Problems playing this file? See media help.
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“La donna è mobile”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Rigoletto (1851), act 1, sung by Enrico Caruso, circa 1908

Quartet “Bella figlia dell’amore”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Rigoletto (1851), act 3. A 1907 Victor Records recording with Enrico Caruso, Bessie Abott,
Louise Homer and Antonio Scotti.

“Stride la vampa”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Il trovatore (1853), act 2. Sung by Gabriella Besanzoni in 1920.

“Ah, fors’è lui” … “Sempre libera”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
La traviata (1853), act 1. Sung by Lucrezia Bori

Problems playing these files? See media help.

“È scherzo od è follia”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Un ballo in maschera (1859), act 1, scene 2. Performed by Enrico Caruso, Frieda Hempel,
Maria Duchêne, Andrés de Segurola and Léon Rothier.

“Nè gustare m’è dato un’ora…”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
La forza del destino (1862), act 3, scene 3. Sung by Enrico Caruso and Giuseppe De Luca.

“O patria mia”
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Aida (1871), performed in 1916 by Marie Rappold

Problems playing these files? See media help.
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The early years: Le Roncole, Busseto and Milan

Verdi’s birthplace at Le Roncole

Verdi was born the son of Carlo Giuseppe Verdi (1785–1867) and Luigia Uttini (1787–1851) in Le Roncole, a
village near Busseto, then in the Département Taro and within the borders of the First French Empire after the
annexation of the Duchy of Parma and Piacenza.

The baptismal register, prepared on 11 October, lists his parents Carlo and Luigia as “innkeeper” and “spinner”
respectively. Additionally, it lists Verdi as being “born yesterday”, but since days were often considered to begin at
sunset, this could have meant either 9 or 10 October. Today, his birthday is celebrated on 10 October, as
certainly was the case of the bi-centennial in 2013. The next day, he was baptized in the Roman Catholic Church
in Latin as Joseph Fortuninus FranciscusJoseph Fortuninus Franciscus. The day after that (Tuesday), Verdi’s father took his newborn the three
miles to Busseto, where the baby was recorded as Joseph Fortunin FrançoisJoseph Fortunin François, the clerk writing in French. As
biographer George Martin notes, so it happened, that for the civil and temporal world, Verdi was born a
Frenchman.”

When Verdi was almost three, his parents had a baby girl, Giuseppa. However she died in 1833. From the age of
four, Verdi was given private lessons in Latin and Italian by the village schoolmaster, Baistrocchi, and at 6 he
attended the local school. At the same time, it appears that he began to learn to play the organ, becoming more
and more attracted to music that his parents finally provided him with a spinet. As one of the composer’s
significant biographers, Mary Jane Phillips-Matz notes, “Verdi’s gift for music was apparent by then, even by 1820
or 1821. This period also began his association with the local church, serving in the choir, being an altar boy for a
while, and taken organ lessons. After schoolmaster Baistrocchi’s death, Verdi became the official paid organist at
the age of eight.

1820 to 1832: Musical education in Busseto

San Bartolomeo, Busseto
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Don Pietro Seletti, Verdi’s
teacher at the Ginnasio

La Rocca di Busseto in 19th
century Busseto

Verdi, aged 11, as organist in
Busseto.(19th Century Liebig
Company trading cards)

Ferdinando Provesi,
composer, musician and
Verdi’s teacher
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Antonio Barezzi, Verdi’s
great benefactor; later his
father-in-law

In regard to Verdi’s family background, musicologist Roger Parker points out that both of Verdi’s parents
“belonged to families of small landowners and traders, certainly not the illiterate peasants from which Verdi later
liked to present himself as having emerged”. Also, during this time, “Carlo Verdi was energetic in furthering his
son’s education…something which Verdi tended to hide in later life” and, later, Parker states that, during these
early years in Busseto, “the picture emerges of youthful precocity eagerly nurtured by an ambitious father and of a
sustained, sophisticated and elaborate formal education [but about which, later in life, Verdi would give] the
impression of [having] a largely self-taught and obscure youth.”

In 1823, when he was 10, Verdi’s parents arranged for the boy to attend school in Busseto, enrolling him in a
Ginnasio, an upper school for boys run by Don Pietro Seletti. He was looked after by Pietro Michiara and his
musical family while the parents remained in charge of the inn at Le Roncole. However, Verdi returned regularly
to play the organ on Sundays, walking the several kilometres. In Busseto, the future composer’s education was
greatly facilitated by visits to the large town library with its 10,000 volumes. At age 11 he began to be trained in
Italian, Latin, the humanities and in rhetoric. By the time he was 12, Verdi began lessons with Ferdinando Provesi,
maestro di cappella at San Bartolomeo, director of the municipal music school and co-director of the local Società
Filarmonica (Philharmonic Society). It was with Provesi that Verdi was given his first lessons in composition and,
beginning a year or two later, he was to write that “From the ages of 13 to 18 I wrote a motley assortment of
pieces: marches for band by the hundred, perhaps as many little sinfonie that were used in church, in the theatre
and at concerts, five or six concertos and sets of variations for pianoforte, which I played myself at concerts, many
serenades, cantatas (arias, duets, very many trios) and various pieces of church music, of which I remember only
a Stabat Mater“.

The other director of the Philharmonic Society was Antonio Barezzi (it), a 29-year-old wholesale grocer and
distiller, who was described by a contemporary as a “manic dilettante” when it came to music [and who], as
Phillips-Matz notes, “had mastered several instruments, among them the flute, clarinet, and ophicleide” A regular
member of the Philharmonic orchestra, Barezzi invited members to the spacious salon of his townhouse where
they held rehearsals and performances. During those years, the Busseto Philharmonic was composed of 38
musicians, a considerable number of whom had been playing for over 15 years. They could also draw upon four
tenors, two basses, a soprano or two, plus a full chorus.

The young Verdi did not immediately become involved with the Philharmonic, so arduous were his other duties
and the broad range of his studies. This resulted in some conflicts with his two principal teachers—Provesi for
music and the priest Seletti at the Ginassio where he focused on academic studies, but by June 1827, he had
completed the academic work, graduating with honours. After that time, he was able to focus solely on music
under Provesi until June 1829. Fortuitously, when Verdi was 13, he was asked to step in as a replacement to play
in what became his first public event in the town; he was an immediate success largely playing his own music to
the surprise of many and it gave him immediate recognition in his home town.

By 1829/30, Verdi had established himself as a major force in the Philharmonic: “no one of us could rival him”
reported the Secretary of the organisation, Giuseppe Demaldė who was Barezzi’s first cousin. His account of
those times, Ceni biografici del Maestro Verdi appears in Phillips-Matz’s biography. Additionally, these years saw
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Verdi develop a lifelong interest in the writings of William Shakespeare (several of whose works he made into
operas from 1847 forward); of Alessandro Manzoni whose I promesi sposi—a major work of Italian fiction—had a
significant impact on the 16-year-old Verdi when he read it; and, thirdly, of the dramatist Vittorio Alfieri.

It was Alfieri’s drama, Saul, which Verdi used as the basis of an eight-movement cantata called I deliri di Saul
written at age 15 and performed in Bergamo to great acclaim, Demaldè noting: “The composition is a real jewel, a
precious stone..” and Barezzi stating that it was “the first work of some significance…in which he shows a vivid
imagination, a philosophical outlook, and sound judgment in the arrangement of instrumental parts”.

Margherita Barezzi

In late 1829, it become clear that Verdi needed to expand his musical horizons with either employment in some
aspect of music or in further study. He had completed his studies with Provesi, who declared that he had no more
to teach him, he was turned down for a local church organist’s post, and he was planning to return to Le Roncole.
It was at that point that Barezzi intervened, declaring “You are born for something better than that”.

The young man’s increasingly close connection to the Barezzi family household had one other consequence.
Born a few months before Verdi, the Barezzi’s eldest daughter, Margherita, was becoming an accomplished
singer and her father was beginning to look for opportunities for her to study in Milan. Verdi had been giving
singing and piano lessons to Margherita and they spent time together playing and talking about music. But by
1830, Margherita’s mother discovered that the young couple were in love. That further determined Antonio to
have his daughter move away.

At the same time, Carlo Verdi, whose family business was in deep trouble, was exploring possibilities for his son
to study music, and he made an application for funding to the Monte di Pietà e d’Abbondanza in Busseto, backed
by strong references from Provesi and others. Verdi was invited to stay in the Barezzi household and settled in,
continuing to help the Philharmonic with copying scores and all manner of related chores while all awaited news
of the Pietà scholarship.
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1832 to 1834: Musical education in Milan

Giuseppe Verdi (Litho by
Alessandro Focosi, c.1840)

The La Scala opera house in the 19th
century

Piazza San Marco, Milan, 1835-40, by
Luigi Bisi
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Portrait of Countess
Clara Maffei by
Francesco Hayez

Verdi set his sights on Milan, then the cultural capital of northern Italy but, when the successful outcome of his
application to the Monte di Pietà e d’Abbondanza was announced, he learned that he would have to wait until
1833 until funds were available. Fortunately, Barezzi recognized and wished to encourage the young man’s talent
and he guaranteed initial financial support for a year. Verdi, 18, set out for Milan in June 1832 accompanied by his
father and Provesi.

In Milan, where he stayed at the home of his former teacher, Seletti, he applied to study at the Conservatory, but
after waiting for several days, he was rejected on several grounds. The Conservatory’s reasoning was based on
his limited piano technique (considered to be crucial by one teacher), his not being a resident of the Lombardy/
Venetia region, and that he was older than the normal age to begin study there. Seletti wrote to Barezzi with the
news and urging him to come to Milan, but Barezzi made arrangements for the young man to become a private
pupil of Vincenzo Lavigna, paid for by him. Lavigna had been maestro concertatore at La Scala and he gave
lessons in counterpoint along with a broader range of musical studies, with Verdi’s classes beginning in July and
his teacher describing his compositions as “very promising.” Verdi began attending operatic performances and
concerts.

A year passed before the young man returned briefly to Busetto. News came of Provesi’s death and Verdi’s
attitude towards his studies seemed to change as he enjoyed city life. He frequently attended La Scala and, for
example during the 1834-35 season, he would have been able to see Giuditta Pasta as Norma and Maria
Malibran in Rossini’s Otello and La sonnambula among others, as well as works by Luigi Ricci, Gaetano Donizetti,
and Saverio Mercadante. Also, it was during this period that he attended the Salotto Maffei, Countess Clara
Maffei’s salons in Milan. Verdi became a lifelong friend and correspondent.

Italian opera composers active in the
primo ottocento and influential on Verdi
and his music: (clockwise from lower left)
Gioachino Rossini (retired after 1829);
Vincenzo Bellini (died in 1835); Luigi Ricci;
Saverio Mercadante; Gaetano Donizetti,
all still active in Verdi’s early years
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During his student days in Milan, Verdi had begun the process of making connections to the world of music which
were to stand him in good stead. As the composer told it—48 years later—in his 1879 An Autobiographical
Sketch written at Sant’Agata, these connections included an introduction by Lavigna to an amateur choral group,
the Società Filarmonica, led by Pietro Massini, a man whom he described as: “if not very learned, was at least
tenacious and patient: therefore just what was needed for a society of amateurs. They were organizing at the
Teatro Filodrammatico the performance of an oratorio by Haydn, The Creation, [and] my teacher Lavigna asked
me if, for my instruction, I wanted to follow the rehearsals, and I accepted with pleasure.”

Attending the Società frequently in 1834, Verdi soon found himself functioning as rehearsal director and continuo
player for The Creation when, in the absence of all three rehearsal conductors, Massini asked Verdi to
accompany a rehearsal, which he did with success. Verdi goes on to explain how Massini “proposed that I write
an opera for the Teatro Filodrammatico….He sent me a libretto, which after being revised by Solera, became
Oberto, Conte di Bonifacio“.

Returning briefly to Milan from Busseto in 1836, he conducted Rossini’s La cenerentola but many steps needed to
be taken before Oberto became a reality on the opera stage. In his 1879 “Sketch”, Verdi supplied the anecdotes
of how his first opera came about, but before that could begin to happen, he returned to Busseto for two-and-a-
half years.

1834 to 1839: Return to Busetto

Verdi in Busetto, around the
time of his marriage, 1836
(Drawing by Stefano Barezzi)

Carlo Verdi came to Milan to take the young man back home in mid-1834 stating that he needed to be in Busseto
when the decision about who would succeed Provesi would be made. However, with rival factions in the town
campaigning against him, Verdi did not get the post, although later—with Barezzi’s help—he did obtain the
secular post of maestro di musica and taught, gave lessons, and conducted the Philharmonic for several months
before returning to Milan in early 1835, supported once more by Barezzi who lodged him in an apartment with
another of his protégés, Luigi Martelli who Verdi was expected to teach, as he was expected to continue to take
lessons from Lavigna in order to be formally qualified to take up a teaching post. By July 1835 he obtained his
certification from Lavigna who stated that “I therefore believe him to be ready to practice his profession at the
level of maestro di cappella.
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Margherita Barezzi, Verdi’s
first wife. (La Scala Museum,
Milan)

Back in Busseto in 1835, the post of director of the music school remained unfilled. Verdi become its director with
a three year contract. He married Margherita in May 1836, and by March 1837, she had given birth to their first
child, Virginia Maria Luigia on 26 March 1837. Icilio Romano followed on 11 July 1838, but both died while Verdi
was working on his first and second operas, Virginia on 12 August 1838 while the couple was still in Busseto and
Ilicio on 22 October 1839 after the couple had returned to Milan in February 1839.

But he took advantage of the connection he had made to Pietro Massini, informing him in a series of letters from
1835 to 1837 about the progress towards writing his first opera using the libretto which had been supplied by
Massini. It was based on a work by Antonio Piazza, a Milanese “journalist and man of letters”. By then it had
been given the title of Rocester and the young composer expressed hopes of a production at the Teatro Ducale in
Parma with professional singers. Only when he encountered difficulties with that idea—the company not
appearing to be interested in a new work by an unknown composer— did he revert to Massini in Milan. In
subsequent letters, he continues to ask for Massini’s assistance to stage the opera in Milan.

Beginnings as an opera composer

1839 to 1840: Return to Milan; first opera, Oberto

Verdi as a young man in Milan
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Oberto (17 November 1839). Whether Rocester actually became the basis for Oberto, when Verdi and
Margherita returned to Milan in February 1839 after fulfilling two and a half years of his contract in Busseto, is
subject to some disagreement among scholars. How much of Rocester remained visible in Oberto is discussed by
Roger Parker, who does suggest that “in this shape-shifting tendency, the opera was, of course, very much of its
time.”

Bartolomeo Merelli,
Impressario of La Scala

In his recollections in the 1879 “Sketch”, Verdi describes how he was invited to meet the La Scala impresario,
Bartolomeo Merelli, who had heard a conversation about the music of the opera between soprano Giuseppina
Strepponi and Giorgio Ronconi in which she praised it. Merelli then offered to put on Oberto in November 1839
which was given a respectable 13 additional performances. After its success, Merelli offered Verdi a contract for
three more works.

Un giorno di regno (5 September 1840). It was while he was working on his second opera, that Margherita died
of encephalitis at age 26. Verdi adored his wife and children and was devastated by their deaths, especially as
the opera, a comedy, was given only a few months after his wife’s death.

Un giorno was a flop and only given the one performance. Verdi acknowledged that the failure was partly due to
his own personal circumstances during the period leading up to and during its composition. A contributing factor
was that the only singers the La Scala impresario had available were those assembled for an opera seria, Otto
Nicolai’s Il templario, and they had no experience with comedy: “The cast had been assembled chiefly for the
performance of the season’s most successful novelty, Il templario, Nicolai’s version of Ivanhoe”, notes Verdi
scholar Julian Budden. Other factors which have been mentioned include the size of the La Scala house (noted
by biographer George Martin as “too big for the piece”) plus the rather old-fashioned nature of the work itself,
which was written in a style that was rapidly going out of fashion.
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September 1840 to Autumn 1841: Verdi’s year of despair, then Nabucco

Original costume design
for Nabucco, 1842

Libretto showing original
title

Nabucco: Ishmael’s
costume design by
Palanti, 1913. (La Scala
Museum)

Nabucco (9 March 1842). After the failure of Giorno, Verdi vowed never to compose again, but in “An
Autobiographical Sketch” written in 1879, he tells the story of how he came to be twice persuaded by Merelli to
write a new opera. However, the distance of 38 years may have led to a somewhat romanticized view (or, as

https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/Verdi-Nabucco-1842-original_costume_sketch.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/Verdi-Nabucco-1842-original_costume_sketch.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/150px-Nabucco_-_1852_cover.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/150px-Nabucco_-_1852_cover.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/150px-Verdi-NabuccoIshmael_by_Palanti.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/150px-Verdi-NabuccoIshmael_by_Palanti.jpg


Julian Budden puts it: “he was concerned to weave a protective legend about himself [since] it was all part of his
fierce independence of spirit”.) But writing ten years closer to the time of event, Michele Lessona gives a very
different version of the events after having been told the story by Verdi himself.

Composer Otto Nicolai had rejected a libretto called Nabucodonosor by Temistocle Solera which had been
offered to him by Merelli. The impresario then gave a copy to Verdi in the hope that he could interest the young
composer in writing again. Verdi described how he took it home and threw “it on the table with an almost violent
gesture. … In falling, it had opened of itself; without my realising it, my eyes clung to the open page and to one
special line: ‘Va pensiero, sull’ ali dorate'”. Supposedly, Verdi continued to read it and he read and re-read the
libretto three times, but others have stated that he read the libretto very reluctantly or, as recounted by Lessona,
that he “threw the libretto in a corner without looking at it anymore, and for the next five months he carried on with
his reading of bad novels…[when] towards the end of May he found himself with that blessed play in his hands:
he read the last scene over again, the one with the death of Abigaille (which was later cut), seated himself almost
mechanically at the piano … and set the scene to music.” According to Verdi’s account, he still refused to
compose any music and took the manuscript back to the impresario the next day. Accepting no refusal, Merelli
immediately stuffed the papers back into Verdi’s pocket and—as Verdi recounts—”not only threw me out of his
office, but slammed the door in my face and locked himself in.”

Soprano Giuseppina
Strepponi c. 1840

Verdi claims that he gradually began to work on the music: “This verse today, tomorrow that, here a note, there a
whole phrase, and little by little the opera was written” so that by the autumn of 1841 it was complete. Both Verdi’s
and Lessona’s versions agree that a complete score of his third opera, which was initially known as
Nabucodonosor but which eventually, in 1844, both the title and name of the main character became Nabucco.

First performed on 9 March 1842, Nabucodonosor’s “public success in Milan was unprecedented”, dominating
Donizetti’s and Giovanni Pacini’s operas playing nearby. While the public went mad with enthusiasm, the critics
tempered their approval of the opera. Otto Nicolai, who had rejected the libretto, was enraged, but his opinions
were in the minority. Nabucco assured Verdi’s success until his retirement from the theatre, twenty-nine operas
(including some revised and updated versions) later.
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The “Galley Years” begin: Nabucco to La battaglia di Legnano

Verdi by L. De Vigni from
lithograph by G. Turchi, 1842

A period of hard work—producing twenty operas (excluding revisions and translations)—followed in the sixteen
years after 1842, right up through the composition of Un ballo in maschera. Verdi described this period of his
working life in the following way in a letter to Countess Clara Maffei in 1858:

From Nabucco, you may say, I have never had one hour of peace. Sixteen years in the galleys.

However, musicologist Philip Gossett notes that, while this was the composer’s only written use of the
expression, he states that “[Verdi] laments the social circumstances in which Italian composers worked in the mid-
nineteenth century, rather than judging aesthetic value.”, a reference to the extraordinary output of operas written
throughout Italy in the “primo ottocento” and staged under very short time-frames.

This period was not without its frustrations and setbacks for the young composer. Along with other similar
expressions of his feelings over the years, Verdi wrote to Giuseppe Demaldè, Barezzi’s cousin Busseto, in April
1845 regarding I due Foscari ‘s reception, he stated:

I am happy, no matter what reception it gets, and I am utterly indifferent to everything. I cannot wait for these
next three years to pass. I have to write six operas, then addio to everything.

Other letters around that same time stated that his was a career he abhorred.

Musicologists and Verdi biographers typically divide the 54 years during which Verdi composed his operas into
three periods: “Early”, “Middle”, and “Late”. The fourteen operas written in the “Early” years began with Oberto,
and include I Lombardi in 1843, continuing through Ernani in 1844, Atilla in 1846, as well as his first adaptation of
a Shakespeare play, Macbeth in 1847. Invited to compose for the Paris Opéra in 1847, I Lombardi was revised
and renamed Jérusalem, and due to a number of Parisian conventions which had to be honored (including
extensive ballets), it became Verdi’s first work in the French grand opera style. This early period is typically
regarded as ending with La battaglia di Legnano in January 1849. Scholar Martin Chusid then defines the “Middle
Period” as starting with Luisa Miller in December 1849
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1842 to 1843: Verdi in Milan; new successes in Vienna, Parma and Venice

Giulio Carcano. (Peter
Narducci 1839)

Librettist Temistocle
Solera

Giuseppina Stepponi, 1842
(Museo Casa Barezzi)

After the initial success of Nabucco, Verdi settled himself in Milan where he became surrounded by writers and
artists, many of whom attended the salons of Countess Maffei. From that group, the young composer was drawn
to Opprandino Arrivabene and to Giulio Carcano, the latter became significant to Verdi because of his translations
of Shakespeare’s plays into Italian, copies of which he forwarded to the young composer and, by the 1870’s,
Carcano published twelve volumes of the playwright’s work. Many others members of the Maffei salon became
Verdi’s life-long friends.

A revival of Nabucco followed in 1842 at La Scala where it received “a record run that still stands of fifty-seven
performances”, and this led to a commission from Merelli for a new opera for the 1843 season. When it came to
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Verdi’s fee, the impresario left that section of the contract blank, and it is known that the young composer
consulted Giuseppina Strepponi as to what was appropriate. Her advice was not to charge any more than Bellini
had received for his Norma, the sum being 8,000 Austrian lire, and this was acceptable to Merelli.

I Lombardi alla prima crociata (11 February 1843). The new opera would be based on a libretto by Temistocle
Solera, who had written both of Verdi’s first two operas. It drew upon the epic novel of the same name by
Tommaso Grossi, incorporating its patriotic themes. The two men worked together from mid-March to mid-June
1842 for the first performance to be given in February 1843.

Working with this librettist revealed a very early concern on the part of the young Verdi: he had firm notions of
what he wanted dramatically and what he wanted from his librettist, to the point that Verdi locked Solera in his
room in order to force him to write the poetry which the composer had in mind. With the libretto completed by
July, Verdi then spent the summer composing in Busseto, returning to Milan by the autumn where, in regard to
the patriotic subject matter, some opposition came not from the Austrians but from the Church, although, in the
end, only minor alterations were needed following Verdi’s refusal to make any changes. While the premiere
performance was a very popular success (and it continued to be so after subsequent stagings everywhere),
critical reactions were less enthusiastic. Inevitable comparisons were made with Nabucco. However, one writer
noted: “If [Nabucco] created this young man’s reputation, I Lombardi served to confirm it.”.

Gaetano Donizetti, from
lithography by Josef
Kriehuber (1842)

After the success of I Lombardi, in March 1843 Verdi set out for Vienna— to the city where Gaetano Donizetti was
musical director—to oversee a production of Nabucco. The older composer, recognising Verdi’s talent and that
his own time as a successful composer was coming to an end, noted in a letter in January 1844 that “I am very,
very happy to give way to people of talent like Verdi…..[Nothing] will prevent the good Verdi from soon reaching
one of the most honourable positions in the cohort of composers.”

From Vienna in April, Verdi began to travel to Parma by way of Milan and Busseto. In the company of singers at
the Teatro Regio di Parma was Giuseppina Strepponi. She had been ill for most of the previous year and had not
sung since her last Abigaille in Milan, but she was a triumph at the opening performance of Nabucco given on 17
April and for the twenty performances which followed, all of which starred Strepponi in good voice. For Verdi
himself, the performances were a personal triumph in his home area and his father, Carlo, attended the first
performance.
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Portrait of soprano
Giuseppina Strepponi (c.
1845), (Museo Teatrale
alla Scala)

Giuseppe remained in Parma for some weeks beyond his intended departure date. This fueled speculation that
the delay was due to Strepponi’s presence, emphasised by the fact that the couple had also been in Milan later in
June and may have worked together in the late summer in Bologna on another very successful production of
Nabucco which received 32 performances. Strepponi dates the beginning of their relationship as beginning in
1843.

Librettist Francesco
Maria Piave

Hugo’s Hernani

After successful stagings of Nabucco in Venice (with its twenty-five performances in the 1842—43 season), Verdi
began negotiations with La Fenice impresario Count Alvise Mocenigo to stage I Lombardi in addition to writing a
new opera for that house. Francesco Maria Piave was proposed as librettist. Before any subject was chosen, the
composer stuck firmly to his terms, especially those involving his fee, and these proved to be acceptable. Many
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subjects were explored including I due Foscari, one which was rejected due to the continued presence of
members of that noble family in Venice, but finally Victor Hugo’s Hernani captured Verdi’s imagination. Although
relatively inexperienced as a librettist, Piave was accepted and work began on a draft which underwent many
changes at the hands of the Venetian censors.

Ernani (9 March 1844). Verdi arrived in Venice on 1 December 1843 and work began with Piave, but before that
occurred, the 26 December production of I Lombardi was, in Verdi’s words, “one of the truly classic fiascos”. By
late January, with a change of cast secured for the title role at Verdi’s insistence and the score of Ernani ready for
the copyists, Verdi heard that the La Fenice Secretary Giulielmo Brenna had reported that the copyists had
described the work as being “a masterpiece”. As it turned out, chaos surrounded the final preparations for staging
the opera: pieces of scenery and some costumes were missing, and the soprano, Sophie Löwe, was dissatisfied
with her role. However, in spite of some limited quality singing, Ernani was well received on 9 March 1844,
although with not as much enthusiasm as that received for the composer’s two previous operas at their
premieres. But on a personal level, Verdi triumphed with much of Venetian society as well as young intellectuals,
poets, and journalists hosting him.

In spite of the experience of Venice, Verdi’s work was to become his most popular opera until it was superseded
by Il trovatore after 1853.

1844 to 1846: Busseto and Milan; Commissions from Rome, Milan, Naples,
and Venice

The beginning of Verdi’s and Muzio’s years together

Emanuele Muzio, Verdi’s
pupil and assistant

When Verdi returned to Milan on 13 April 1844, he took with him a young man, Emanuele Muzio, 8 years his
junior, whom he had known since about 1828 and who was another of Antonio Barezzi’s protégés. Muzio was
soon set up in a room opposite to where he lodged, and quickly the young man became indispensable to the
composer, acting for him in a wide variety of ways in order to fulfill the contracts which already were in place for
new operas in Rome, Milan, and Naples. At the same time, demands were coming in for productions of Ernani in
many other cities and, during this period, a new opera for Venice was offered.

As Muzio observed the 31-year-old composer, he saw a man who was, in Phillips-Matz’ words, “generous, open,
courteous, and surrounded by Milanese gentlemen who revered him. At times he became angry, impatient, or
nervous; he was often ill [with “bouts of rheumatism, laryngitis, and neuralgia” rarely free of pressure and always
volatile” and, at the same time, Muzio reported to Barezzi in April 1844, who had been an early supporter of that
young man as well: “He, my Signor Maestro, has a breadth of spirit, of generosity, a wisdom, a heart that (to draw
a comparison) one would have to set beside yours and say that they are the most generous hearts in the whole
world.”

Their relationship was to grow stronger and stronger, and Muzio remained a life-long friend, supporting the
composer and his work in every way possible. Only two years after his first letter, in November 1846, when he
was being invited to compete for the post of maestro di musica in Busetto, Muzio gave an account of his life with
Verdi and why he could never leave him:
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If you could see us, I seem more like a friend, rather than his pupil. We are always together at dinner, in the
cafes, when we play cards…; all in all, he doesn’t go anywhere without me at his side; in the house we have
a big table and we both write there together, and so I always have his advice.

Verdi’s relationships with his librettists

Each new opera revealed Verdi’s different relationships with his librettists. There was a return to Piave for I due
Foscari for Rome in November 1844, then Temistocle Solera again for Giovanna d’Arco for La Scala in February
1845, while in August of that year the opportunity came to work with the pre-eminent librettist from Naples,
Salvatore Cammarano, on Alzira for the Teatro di San Carlo in Naples. Solera wrote most of Attila for La Fenice
for March 1846, although this opera later involved Piave as well.

I due Foscari (3 November 1944). After Ernani, Verdi had considered a large number of projects for the future
and Lord Byron’s play, The Two Foscari was one of them. Writing to Piave in Venice, he suggested The Two
Foscari, noting “I like the plot and the outline is already there in Venice”.

Lord Byron (by Richard
Westall)

The operas was to become I due Foscari and Verdi encouraged Piave to work on it, stressing that “it’s a fine
subject, delicate and full of pathos”. As musicologist Roger Parker notes, it appears that Verdi was “concentrating
on personal confrontations rather than grand scenic effects”. When Piave submitted the libretto, once again, the
composer sent a long series of letters proposing changes which revealed “the extent to which Verdi intervened in
the making of the libretto, a good deal of the large-scale structure of the opera being dictated by his increasingly
exigent theatrical instincts.”With the music completed over the summer, I due Foscari was given its Rome
premiere performance on 3 November 1844.

Giovanna d’Arco (15 February 1845). With a libretto by Solera, this opera followed for La Scala in February 1845
and, while reasonably well received by audiences over its 17 performances, Verdi was unhappy with the way it
had been staged and “with the deteriorating standards of Merelli’s productions” overall. In addition, due to
Merelli’s underhand negotiations to acquire the rights to the score from Ricordi, the composer vowed never again
to deal with the impresario nor to set foot on the stage of La Scala. In fact, the Milan house would have to wait for
36 years to stage another premiere of Verdi’s work, the revised version of Simon Boccanegra.

Alzira (12 August 1845). Following on the success of Ernani at the Teatro San Carlo in Naples, Verdi was invited
to write an opera for that house.

https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/150px-George_Gordon_Byron_6th_Baron_Byron_by_Richard_Westall_2.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/150px-George_Gordon_Byron_6th_Baron_Byron_by_Richard_Westall_2.jpg


Librettist Salvadore
Cammarano

One of the attractions for Verdi was that Salvadore Cammarano was the principal librettist in Italy and the Naples
“house poet”. Verdi laid out his terms to the management which included a fee of one-third more than that
received for I Lombardi and, more importantly, requiring a finished libretto from Cammarano in his possession
four months before the production. A synopsis for Alzira arrived from Cammarano and Verdi appeared to adopt a
somewhat passive attitude, impressed as he was at being able to work with this librettist to whom he
stated “It’s not necessary for me to tell you to keep it short. You know the theatre better than I do.” It is quite clear
that what was to become Verdi’s characteristic requirement for brevity appeared this early in his career.

However, while still in Milan, another decline in Verdi’s health, “with stomach trouble, severe headaches, and
rheumatism”, kept him in bed and unable to compose for periods of time. This forced him to request a
postponement until at least following August, with required medical certificates sent to back up the request. The
San Carlo Intendant, Vincenzo Flaùto, attempted to persuade him to come anyway and received an annoyed
reply from Verdi. However, he was well enough to spend the first twenty days of June composing, the trip
beginning on 20 June, and he was well enough to oversee rehearsals when he arrived in the city.

In a letter of 30 July, he expressed optimism that the opera would be well received but notes that “if it were to fail,
that wouldn’t upset me unduly”. Attending a performance of I due Foscari at the San Carlo, Verdi received a very
warm welcome both outside the house and from the audience, but after a reasonably successful first
performance, the others did not fare well and considerable attacks on the work and on its composer were
published, one journalist proclaiming “No human talent is capable of producing two or three grand operas a
year”. Later in his life Verdi was to refer to Alzira as proprio brutta (“downright ugly”) and he always regarded it as
the worst of his operas.

Attila (17 March 1846). Zacharias Werner’s ultra-Romantic German play, Attila, König der Hunnen, romantische
Tragödie, was probably

Andrea Maffei, 1862

introduced to Verdi by Andrea Maffei who had written a synopsis. A letter to Francesco Maria Piave (with whom
he had worked on both Ernani and I due Foscari) had included the subject of Attila as opera number 10 on a list
of nine other possible projects, and in that same letter, he encouraged Piave to read the play, which musicologist
Julian Budden describes as having “sprung from the wilder shores of German literary romanticism [and which
contains] all the Wagnerian apparatus – the Norns, Valhalla, the sword of Wodan [sic], the gods of light and the
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gods of darkness.” He continues: “It is an extraordinary Teutonic farrago to have appealed to Verdi”. But, as this
was to be the second opera Verdi would be writing for Venice, he appears to have changed his mind about
working with Piave and convinced him to relinquish the project, seemingly preferring to work with Solera as he
had done on both of the two early operas which employed the format of large choral tableaux. This was a feature
which the librettist wished to re-use for this new opera, and, as Baldini speculates, in returning to Solera, Verdi
was more comfortable working with a librettist who was more suited to “sketching epic sagas and historical-
religious frescoes. “But, after writing two complete acts, Solera left the project altogether without informing anyone
and followed his opera singer wife to Madrid, leaving only the draft sketch of the third act. Solera’s approach to
the project had been to emphasize an appeal to Italian, specifically Venetian, patriotism.

This obliged Verdi to returned to Piave for its completion, albeit done with Solera’s blessing. But the differences
between each librettist’s version were so great that it caused a final rift between Verdi and Solera, the composer’s
ideas of musical theatre having moved far ahead of that of his older colleague.

Seeking Piave’s help in completing the opera, the pair met in Padua in December 1845 to work on the third act,
but once again, illness forced Verdi to limit his work load. He was unable to oversee rehearsals of Giovanna
d’Arco that month and remained in bed over Christmas for three weeks, although by 21 January he was able to
get up inspite of his doctors stating that he needed to rest for six months. A relapse followed, and it was not until
24 February that he announced that, if the opera was to be finished, it would appear on the programme for only
the last three or four evenings of the season. Attila was first staged with limited success on its opening night but
received a triumphal reception on the second and third nights.

1845: Verdi becomes a landowner

Upon his return to Busseto in April 1845, Verdi became a landowner by purchasing Il Pulgaro, 62 acres (23
hectares) of farmland with a farmhouse and outbuildings, near to where his parents lived. His parents began to
live there from May 1844.

Later, on 6 October 1845, with a first payment of 10,000 lire, he bought the Palazzo Cavalli (originally known as
the Palazzo Dordoni and now known as the Palazzo Orlandi) on the via Roma, Busseto’s main street.
Encountering some financial difficulties by the end of that year, Verdi asked his father for a loan and Carlo sold a
field in Le Roncole for 1,000 lire which was used to pay for some of the outstanding debt on Il Pulgaro, but—by
May 1846—he was able to pay off the remaining loan of 4,000 lire on the Palazzo Cavalli.

It was when Verdi made the trip from Paris to Milan after the “Five Days” of March 1848 that he also visited
Busseto to see his parents and Barezzi and, on 8 May, entered into a contract to acquire land and houses at
Sant’Agata (which later became known as as the Villa Verdi). As biographer George Martin observes:

Whatever the reason for the purchase of the farm, it was not a whim. His purchase contract was
complicated; it involved not only an exchange of properties [the Il Pulgaro farmland] but also required Verdi
to guarantee certain mortgages covering other lots in which he was not interested. But from the first he took
a greater interest in the new property than he had in the old. The existing buildings on the new farm were in
poor repair, and Verdi ordered them to be put in shape with some alterations and then hurried back to Milan.

Payments were made by Carlo Verdi from loans he made to Giuseppe, and his parents then moved into the
Palazzo Cavalli in May 1849.

1846 to 1847: Milan, then Macbeth for Florence

Verdi’s period of rest and recovery in Milan

The decline in Verdi’s health which had occurred in Venice, an illness which had put him in real danger, caused
him to return to Milan and arrange to postpone several future projects including those which he was beginning to
plan for both London and Paris. His health was still a worry to many, especially after rumours of his death had
appeared in a Leipzig journal, and some were reprinted in Italy. Verdi spent about six months in Milan, as well as
escaping some of the summer heat by going to Recoaro known for its mineral springs and from where he
returned in much better health to begin work on Macbeth in September 1846. As work progressed, Muzio
reported to Barezzi that “Verdi was working very, very slowly, but was well”. However, with worries over the
production as a whole, problems with Piave’s libretto, and the need to replace his indisposed Lady Macbeth, in



December Verdi became ill again, but he continued to work on solving the problems facing his upcoming opera
and appears to have been well enough when he left for Florence along with Muzio in mid-February.

Baritone Felice Varesi
(Lithograph by Josef
Kriehuber, 1843)

Macbeth (14 March 1847). Influenced by his friendship in the 1840s with Andrea Maffei, a poet and man of letters
who had suggested both Schiller’s Die Räuber (The Robbers) and Shakespeare’s play Macbeth as suitable
subjects for operas, the composer received a commission from Florence’s Teatro della Pergola with no particular
opera specified. Starting work on Macbeth, he knew of the availability of the baritone Felice Varesi, whom he
wanted for the title role, and, with Varesi under contract, Verdi could focus on the music for Macbeth.

Piave’s text was based on a prose translation which had been published in Turin in 1838 and Verdi did not
encounter Shakespeare’s original work until after the first performance of the opera, although he had read
Shakespeare in translation for many years. In a 1865 letter to Piave he notes: “He is one of my favorite poets. I
have had him in my hands from my earliest youth” and Verdi continues to make it clear how important this subject
was to him: “….This tragedy is one of the greatest creations of man… If we can’t make something great out of it
let us at least try to do something out of the ordinary”.

But Verdi found that he needed to be constantly bullying Piave into correcting his drafts (so that Maffei had a hand
in re-writing some scenes of the libretto, especially the witches’ chorus in Act 3 and the sleepwalking scene), their
version follows Shakespeare’s play quite closely, although it employs the three witches in the form of a large
female chorus of witches, singing in three-part harmony.

Antonio Barezzi

Prior to Macbeth being performed, Verdi’s Attila was given at the Pergola, rehearsed by Muzio. Many friends from
Busseto arrived for the premiere as well as Strepponi who came from Paris. Macbeth’s success on 14 March was
magnificent, with the composer called out many times during the evening. The following performances were
equally well received. In homage to his former father-in-law and long-time supporter, Antonio Barezzi, about two
weeks after the premiere when he had returned to Milan Verdi dedicated the opera to him:

“ I have long intended to dedicate an opera to you, who have been father, benefactor, and friend
to me. It was a duty I should have fulfilled sooner if imperious circumstances had not prevented
me. Now, I send you Macbeth which I prize above all my other operas, and therefore deem
worthier to present to you. ”
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Verdi in London and Paris, June 1847 to July 1849

Operas for London, Paris, and Trieste

Jenny Lind (Eduard
Magnus, 1862)

I masnadieri (22 July 1847). Verdi left Italy at the end of May 1847, accompanied by his long-time assistant and
student Emanuele Muzio. He has completed his work except for the orchestration, which he left until the opera
was in rehearsal, since he wanted to hear “la Lind and modify her role to suit her more exactly.”

However, when the travelers reached Paris, rumours abounded that Lind would not be present and that she was
not willing to learn new roles. Verdi then sent Muzio across the English Channel ahead of him, while he waited for
an assurance that the soprano was in London. Muzio gave him that assurance, informing him that Lind was ready
and eager. Verdi continued his journey and arrived in England on 5 June.

Verdi agreed to conduct the premiere on 22 July 1847 as well as the second performance. Queen Victoria and
Prince Albert attended the first performance, together with every member of the British aristocracy and
fashionable society that were able to gain admission. Overall, the premiere was a triumphant success for the
composer, and for the most part, the press was generous in its praise. After Verdi’s departure, it was given twice
more before the end of the season.

Jérusalem (26 November 1847). Within a week of returning to Paris on 27 July 1847, Verdi received his first
commission from the

Jérusalem, act 3, sc. 2

Académie Royale de Musique, as the Paris Opéra was officially known. Among 19th century Italian composers,
there had been an increasing interest in writing for Paris, where the combination of money, prestige, and flexibility
of style were appealing. Verdi agreed to adapt I Lombardi to a new French libretto by Alphonse Royer and
Gustave Vaëz who had written the libretto for Donizetti’s most successful French opera, La favorite. The
adaptation meant that Verdi could “try his hand at grand opera” without having to write something entirely new, a
strategy which both Donizetti (with Les Martyrs in 1840) and Rossini (with Le siège de Corinthe in 1826) had
employed for their Paris debuts. The French version of I Lombardi changed locations and characters to French
ones, and made significant changes to the structure of the work.
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Il corsaro (25 October 1848). Verdi had contracted with the Milanese publisher, Francesco Lucca for three
operas and, to satisfy the remaining commission, he proposed Corsaro, but he was offered a counter proposal
which he rejected. From Paris in February 1848 Verdi sent the completed score to Lucca via Muzio, whom he had
sent back to Milan to take care of business from there. Budden comments “In no other opera of his does Verdi
appear to have taken so little interest before it was staged.” Where and when it was to be staged, who the
singers would be, and by which stage director was left to the publisher and the composer took no further part in its
premiere production which was given only three performances at the Teatro Grande in Trieste.

Verdi’s relationship with Giuseppina Strepponi

Giuseppina Strepponi (date
unknown)

Many writers, including Baldini and Frank Walker, have speculated on supposed relationships which Verdi—a
man then in his thirties—might have had (or did have) with women in the years following his first wife’s death.
However, the only real evidence, visible in Walker’s The Man Verdi and Baldini’s The Story of Giuseppe
Verdi, relates to Giuseppina Strepponi, the singer whom he first encountered at the time of composing Nabucco in
1842 and with whom he was involved professionally in revivals of that opera in the 1840s, which included those
already noted in Parma in 1842, when he had remained in the city for some weeks beyond his intended departure
date. As the couple had continued to see each other over the next year or so, Strepponi dates the beginning of
their relationship to sometime in 1843.

As her voice declined and engagements dried up in the 1845 to 1846 period, she returned to live in Milan and was
in contact with Verdi, continuing as his “supporter, promoter, unofficial adviser, and occasional secretary” until she
made the decision to retire and move to Paris in October 1846 where she set up a singing school for young
gentlewomen in November (and where it turned out to be a very successful one.) But, before she left for Paris,
Verdi gave her a letter which contained a pledge of his love. On the envelope, Strepponi wrote “5 or 6 October
1846. They shall lay this letter on my heart when they bury me”.

With the help of Verdi’s friends, the Escudiers, who lived in Paris, Strepponi began to promote her business and
also planned a concert of Verdi’s music for June 1847, coming out of her stage retirement briefly for one last
opera appearance at the Comédie-Italienne, although it was not well received. But after Verdi returned from
London to Paris in July 1847, the couple began a serious romantic relationship.

To friends in Italy, Verdi wrote that he wanted to be “able to lead the life I wish” and that he “intended to stay a
month in Paris, if I liked it”,although he did not appear to be very enthusiastic about the prospect. However, with
the exception of a return to Italy after the 18 March 1848 bloody uprising in Milan against the Austrians (when the
composer was away from early April to mid-May) and the period of overseeing the rehearsals of La battaglia di
Legnano in Rome (from before Christmas 1848 to early February 1849 after its premiere on 27 January 1849),
Verdi remained in Paris for over two years.

However, as the relationship with Strepponi proceeded, Verdi was known to be “living in an apartment around the
corner from Strepponi’s house”, and that news had reached Italy (“Verdi had been seen chez Strepponi”). In
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writing the music for Jérusalem, he had received her help to the extent that a handwritten love duet in the
composer’s autograph score contains alternative lines in her handwriting and in his, something described by
British music critic Andrew Porter as “one of the more romantic discoveries of recent years.”

Baldini recounts that “at the end of 1847 Verdi rented a little house in Passy, and went to live there with
Giuseppina”, but Phillips-Matz does not go so far, noting only that “he may have moved into her apartment or a
separate apartment in her building.” However, later she does confirm the move to Passy, dating it to June
1848. Also, at the end of 1847, Antonio Barezzi came to Paris and was entertained by Strepponi and Verdi, and
in a letter from Busseto upon his return, he wrote glowingly of his time in that city.

But, at this time it appears that, ultimately, Verdi would return to Italy as “he seemed to have no intention of
cutting himself off from his home and his people.” He had intended to do so in early 1848, but work and illness
prevented it, as most probably, did his increasing attachment to Strepponi. For her part, she seems to have
intended to remain in France.

April 1848: Verdi and the Risorgimento

The “Cinque Giornate”: Verdi hurries to Milan; then Busseto

“Five Days of Milan”, 1848

During 1848 in Paris, Verdi was working with Salvadore Cammarano on two librettos, the first being one planned
for Rome for a January 1849 premiere, but upon hearing the news of the “Cinque Giornate”, the “Five Days” of
street fighting which took place between 18 and 22 March 1848 and which temporarily drove the Austrians out of
Milan, Verdi quickly traveled to that city, arriving on 5 April.

There he found other returning emigres who were quickly caught up in celebrating the “triumph of popular passion
over organised strength” and who became involved in the political maneuverings. With all that, Phillips-Matz
believes that Verdi’s music had helped to feed the popular passion, with Attila standing out in particular. However,
musicologist Roger Parker feels that “during the entire time, there was virtually no mention of Verdi. The
composer supposed to have inspired the masses to the barricades, the very artistic symbol of the Risorgimento,
was somehow ignored in the press of events.”

In Milan, Verdi discovered that Piave was now “Citizen Piave” of the newly-proclaimed Republic of San Marco.
Writing to him in Venice, Verdi proclaimed:

Honor to these brave men! Honor to all Italy, which at this moment is truly great! Be assured, her hour of
liberation has struck. It is the people that will it, and when the people will there is no absolute power that cart
resist. They can do what they like, they can intrigue how they like, those that strive to impose themselves by
brute force, but they will not succeed in defrauding the people of their rights. Yes, yes, a few more years,
perhaps only a few more months, and Italy will be free, united and a republic. What else should she be?

He concluded the letter to Piave with “Banish every petty municipal idea! We must all extend a fraternal hand, and
Italy will yet become the first nation of the world” and exclaims “I am drunk with with joy! Imagine that there are no
more Germans here!!
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However, as George Martin states:
In Milan the political maneuvering among patriots of various political persuasions grew more complicated
and bitter even as the war seemed to go better. But for those with a clear eye and good ear, like Mazzini and
the Contessa Maffei in Milan, the political situation was alarming. Above the noise of the military bands and
cheering crowds there was only the sound of argument, bitter and destructive, among the leaders of the
various parties, states and towns.

By the end of April, having spent time in Milan Verdi went on to Busseto to visit his parents and Barezzi. It was on
8 May that he acquired the house and land at Sant’Agata. By the middle of May he was back in Paris, gradually
learning of the failure of attempts to secure a lasting hold on the Austrian lands following the Giornate. Muzio, who
was forced to flee Venice, went first to Locarno and then gradually was able to make his way back towards
Busseto after the Austrians re-took Milan on 5 August. He continued to be invaluable to Verdi.

January 1849: The “Early period” ends

La battaglia di Legnano (27 January 1849). Opera historian Charles Osborne describes La battaglia as “an
opera with a purpose” and maintains that “while parts of Verdi’s earlier operas had frequently been taken up by
the fighters of the Risorgimento […] this time the composer had given the movement its own opera” After he had
composed Macbeth in 1847, Verdi had been admonished by the poet Giuseppe Giusti for turning away from
patriotic subjects, the poet pleading with him to “do what you can to nourish the [sorrow of the Italian people], to
strengthen it, and direct it to its goal.” Verdi replied encouragingly.

The Battle of Legnano by Massimo d’Azeglio 1831

Finally and although his other obligations were out of the way, he was hesitant in committing to anything that was
not a genuinely patriotic subject. However, Salvadore Cammarano came up with the idea of adapting Joseph
Méry’s 1828 play La Bataille de Toulouse, a well-known and well-liked play in Italy at that time: “A story like that
should stir every man with an Italian soul in his breast” was how the librettist described it.

“Conceived in the springtime of Italian hopes” (as Budden describes the initial enthusiasm for the work), by the
time Cammarano produced a final libretto it was early 1849 and it was also clear that the Austrians had not been
permanently routed from Lombardy. The premiere was set for late January 1849.

In order to prepare the opera for its staging, once again Verdi left Paris, travelling to Rome before the end of 1848
to find that city in turmoil. Pope Pius IX had fled to the south, and the city on the verge of becoming a republic,
which occurred within days of La battaglia’s totally sold-out premiere at the Teatro Argentina. Along with
additional events accelerating the passions inflamed among Rome’s inhabitants was the opera’s final chorus of
freedom: Italia risorge vestita di Gloria, invitta e regina qual’era sarà / “Italy rises again robed in glory!,
Unconquered and a queen she shall be as once she was!”.
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July 1849: Verdi and Strepponi return to Italy

The Palazzo Dordoni (now the Orlandi),
56 via Roma in Busseto

Verdi and Strepponi left Paris on 26 July 1849, the immediate cause being an outbreak of cholera but Walker
proposes that it was also to do with the failure of France to act in defense of the many patriotic outbreaks in Italy
and the couple’s feeling that they could no longer remain. Verdi went directly to Busseto to continue work on
completing his latest opera, Luisa Miller, for a production in Naples later in the year and Strepponi visited her
family in Pavia and Florence from where, on 3 September, she wrote to Verdi to say that she would be leaving
within a few days and that he should meet her in Parma and that he alone should then escort her to Busseto.

In Verdi’s home town, they would live in the “Palazzo Dordoni” (as it was then known, albeit that Verdi had
purchased it from Contardo Cavalli and referred to it in that way. Eventually it became the Palazzo Orlandi), the
property in the centre of town which Verdi had acquired in October 1845.

1849 to 1859, Verdi’s “Middle period”: the “Galley Years” continue

The music of the “Middle Period”

Final scene from Verdi’s Luisa
Miller, 1849

Scene from Stiffelio
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Writing about the years 1849 to 1859, Verdi’s “Middle Period”, scholar Martin Chusid finds (and quotes from
others) many distinguishing features in seven of the new operas of this period which sets them apart from those
written both before and after. Apart from Aroldo in 1857 (the extensive revision of the poorly-received Stiffelio of
1850), which has “little chance for operatic immortality”, all have entered the operatic repertory. They begin with
Luisa Miller in late 1849, continue through Stiffelio in 1850 to the great operas of the 1850s such as Rigoletto, Il
trovatore and La traviata. Les vêpres siciliennes was a new work written specifically for Paris in 1855 (but is now
more widely know in its Italian translation). The first version of Simon Boccanegra of 1857 (now more widely
performed in its revised version from 1881) as well as Un ballo in maschera of 1859 brings the period to a close.
Chusid’s rationale for choosing Ballo as the ending date of this period is that the composer did not write for an
Italian house until 1887 because he was in a position to accept only those commissions on which he wanted to
work and for which he had plentiful time to thoroughly research his subjects.

Musically, David Kimbell states that, as the period began, in Luisa Miller and Stiffelio there appears to be a
“growing freedom in the large scale structure…and an acute attention to fine detail.” Others echo those feelings.
In contrast, regarding the post-1859 period, Chusid notes Strepponi’s description of the 1860s and 1870s operas
as being “modern” whereas Verdi described the pre-1849 works as “the cavatina operas”, meaning that “Verdi
became increasingly dissatisfied with the older, familiar conventions of his predecessors that he had adopted at
the outset of his career,” reinforcing this view by noting that “most striking is Verdi’s reduction in the number of
cavatinas, limiting the number of choruses by 40 per cent when compared to be pre-1849 years (at the same time
providing duets and other ensembles), and reducing the number of overtures in favour of shorter orchestral
passages to introduce a scene.

Musicologist Julian Budden’s conclusions about the impact made by Rigoletto and its place in Verdi’s output
during this period and beyond is summed up by his noting that:

Just after 1850 at the age of 38, Verdi closed the door on a period of Italian opera with Rigoletto. The so-
called ottocento in music is finished. Verdi will continue to draw on certain of its forms for the next few
operas, but in a totally new spirit.

July 1849 to May 1851: Verdi and Strepponi at the Palazzo Dordoni

Present-day sign outside the
Palazzo Orlandi

While living openly in Busseto with Strepponi, Verdi completed work on Lusia Miller for Naples for the following
December, traveling there with Barezzi in October to oversee the production. Also, he was committed to Ricordi
for an opera—which became Stiffelio—for Trieste in the Spring of 1850 and, when that was over, he was
preparing an acceptable libretto with Piave, engaged in negotiations with La Fenice, and then writing the music for
Rigoletto for Venice for March 1851. Additionally, he began work on Il trovatore but which had to be postponed for
many months while he became preoccupied with family matters.

These matters included Verdi’s concern over the reaction of many of the people of Busseto towards Giuseppina,
a woman of the theatre living openly with the composer in an unmarried state. As such, she was shunned in the
town and at church, and while Verdi could “treat the Bussetani with contempt…Giuseppina, in the next few years,
suffered greatly.” During this whole period “Verdi and Strepponi were wretchedly unhappy, offended by the
neighbors’ prying [and] they developed a siege mentality”, notes Phillips-Matz who continues by describing the
situation of a woman of Giuseppina’s theatrical background and with her accumulated illegitimate children as not
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being a prospect for marriage for anyone, “her conduct put[ting] her beyond the pale of bourgeois society of the
time and was a matter of gossip even decades later.” Additionally, Verdi was concerned with the administration of
his newly acquired property at Sant’Agata close to Busseto, where he had established his parents two years
before, and to where he began planning to move.

Separation from his parents; the complicating issue

The growing estrangement from his parents appears to have been brought about by what biographer Phillips-
Matz describes as “Santa Streppini’s (sic) mother got pregnant around the end of June 1850 or the beginning of
July in 1850.” She infers that it was Strepponi who became pregnant, noting that the decline in the relationship
began towards the end of 1850 because, if it had been Giuseppina who was pregnant, it would have become
obvious by that time. In January 1851, the situation had become so bad that Verdi officially broke off his
relationship with his parents, ordering a document of legal separation from them to be prepared by the notary
Balestra in which he gave Carlo and Luigia two months notice to leave Sant’Agata. Later, the illnesses of both his
mother (who died in July 1851) and father and the need to settle mutually-owed debts in the context of
communication only being able to be conducted via Balestra, thus revealing the depth of the decline. Finally, in
April 1851, agreement was reached with the elder Verdis on the payment of debts mutually owed and the couple
were given two months to re-settle and ordered to leave Sant’Agata by April 1851. Verdi found a new home for
them and helped them financially in getting settled.

Therefore, the issue of the pregnancy, which is based on evidence found in the Registro [degli] Eposti,
1848—1872, in the City of Cremona’s archives, reveals that on 14 April 1851 “a baby girl was born to unidentified
parents who had her delivered at nine-thirty that same night to the turnstile for abandoned babies at the Ospedale
Maggiore in Cremona”. The child was identified as “Santa Streppini” (sic), which suggests to the
biographer—based on evidence regarding Strepponi’s pregnancies in the 1840s and the methods she employed
to handle the newborns—that this could have been Strepponi’s daughter, although she does also state that “there
is a chance that she was born to a local woman to whom Strepponi lent her name”.

May 1851 forward: Verdi and Strepponi at Sant’Agata

Villa Verdi at Sant’Agata,as it
looked between 1859 and 1865

Verdi and Strepponi moved into the house on 1 May, a move which Frank Walker sees as “a more and more
complete withdrawal from society”, albeit that Sant’Agata was only two miles away. As Phillips-Matz observes,
Verdi actions—the issue of the possible pregnancy, the reaction to his living in a cohabiting state, the
estrangement from his parents (itself not a good sign in 19th century Italian society)—cost him the respect of his
community, as even those who were invited to the house from the town were shunned, the result being that the
couple “became more and more isolated from the community.”

But Phillips-Matz concludes that, while there is no proof that the child, Santa Streppini, was Verdi’s, the
pregnancy “might have been the cause of the upheaval in Verdi’s family life in 1850 and 1851, shattering long
established, stable relationships and the leading the composer to cut himself off completely from his parents even
as he became estranged from the Barezzis.”

Meanwhile, early in May, Strepponi had left for Florence, and was away for most of the month. May also brought
an offer for a new opera from the La Fenice authorities which was to be realised as La traviata. In turn, that was
followed by an agreement with the Rome Opera company to present Il trovatore for January 1853.
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Deterioration of the relationship with Barezzi

Verdi’s relationship with his father-in-law, Antonio Barezzi, had also deteriorated by the time the couple had
moved to Sant’Agata. While Walker states that there was no breach between the two men, there was a definite
cooling off throughout 1851 and into 1852 when Verdi, then in Paris, received a letter from his “Carissimo
Suocero” which appears to have criticised him for not being in Busseto over Christmas and New Year 1851. In his
long reply, Verdi lays out some of his frustrations and objections to the way in which his actions appear to have
been viewed in Busseto. While not blaming his benefactor, he writes that “you live in a town that has the bad habit
of often getting mixed up in other people’s business, and disapproving of everything that does not conform to its
ideas.”

However, Phillips-Matz notes that it seems possible, that for the entire time while the couple were living at the
Palazzo Cavalli, she did not meet Barezzi nor his sons who are known to have visited, nor is it certain that she
would have met either Piave and Muzio on their visits to Sant’Agata in the autumn 1851. Verdi continues his letter
by stating that he likes his privacy and the freedom to administer his lands as he sees fit, but clearly states that “I
have nothing to hide….[and] I have no difficulty whatever about telling you about my private life” but he declares
that neither Strepponi nor he has any obligation to reveal anything about their situation to anyone, and if the
people of Busseto are not accepting of that “the loss of 20 or 30 thousand francs will never stop me from finding
another patria somewhere else.” He concludes by offering his respects to Barezzi, to whom he states “I have
always considered you and I consider you my benefactor, and I am honoured by that and I boast of it.”

The relationship re-established

After the letter from Barezzi, which had reached Verdi in Paris and then after Verdi’s reply, which actually
revealed very little, upon the couple’s return to Busseto in March 1852 there began a reconciliation with Barezzi
and, with it, a greater connection between Giuseppina and her “Nonnon” and between Barezzi and “your most
affectionate quasi-daughter” as she was to sign her letters to the older man. Walker recounts an event later in the
summer when Léon Escudier came from Paris to present Verdi with the Order of Chevalier of the Legion of
Honour and he found Barezzi present at the dinner table. Escudier describes the older man’s attitude towards the
composer as “for Father Antonio, Verdi is a demi-god”, and the dinner proceeded with Barezzi dominating the
conversation and, finally, being allowed to take the award to show it off in the town.

The operas from Luisa Miller to La traviata

Verdi in the 1850s around the time of
Rigoletto
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Antonio Giuglini
as Rodolfo, pub
1858

Luisa Miller: (8 December 1849). This operas takes a distinctive turn away from subjects of the kind which
preoccupied the Early Period. Music writer Charles Osborne compares this opera with Cammarano’s previous
libretto for La battaglia di Legnano and notes the contrasts between “the domesticity of the story as opposed to
the larger, public nature of the earlier opera. Verdi’s Luisa Miller, his first attempt at portraying something of
bourgeois ‘respectability’ on the stage, is a direct predecessor of La traviata, which deals, amongst other things,
with bourgeois hypocrisy.”

Gabriele Baldini makes a similar point when he comments that the opera “is in every sense a bourgeois tragedy
[and] it feeds on the extraordinary fascination we have for everyday violent crimes. Nothing so far written by Verdi
comes close to the concept of realism.” and he also notes the essentially “private” nature of the opera; before
Luisa, “something had always been raging, striving beyond the limits of private interests.”

Stiffelio (16 November 1850). Musicologist Roger Parker describes the opera as “A bold choice, a far cry from
the melodramatic plots of Byron and Hugo: modern, ‘realistic’, subjects were unusual in Italian opera, and the
religious subject matter seemed bound to cause problems with the censor. […] The tendency of its most powerful
moments to avoid or radically manipulate traditional structures has been much praised”, while Budden basically
agrees, stating that “[Verdi] was tired of stock subjects; he wanted something with genuinely human, as distinct
from melodramatic, interest. [….] Stiffelio had the attraction of being a problem play with a core of moral
sensibility; the same attraction, in fact, that lead Verdi to La traviata a little later.”

Rigoletto (11 March 1851). While he was still laboring through his “years in the galleys”, Verdi created one of his
greatest masterpieces, which premiered in Venice in 1851. Based on a play by Victor Hugo (Le roi s’amuse), the
libretto had to undergo substantial revisions in order to satisfy the epoch’s censorship, and the composer was on
the verge of giving it all up a number of times, but the opera quickly became a great success. Budden regards it
as “revolutionary”, just as Beethoven’s Eroica Symphony was: “the barriers between formal melody and recitative
are down as never before. In the whole opera, there is only one conventional double aria […and there are…] no
concerted act finales.” Verdi used that same word—”revolutionary”—in a letter to Piave, and Budden also refers to
a letter which Verdi wrote in 1852 in which the composer states that “I conceived Rigoletto almost without arias,
without finales but only an unending string of duets.”

Rigoletto, act 3 quartet

Il trovatore (19 January 1853). Commissioned to produce the opera for Rome, Verdi left Strepponi in Livorno in
late December 1852 and traveled by sea to Rome, readying himself for the the final work on the opera, although
he also worked on La traviata at the same time. For a while he was confined to his hotel by illness, but by
premiere he was well and the premiere was a huge success. Offered a crown of laurel leaves at the end of the
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performance, Verdi took it home to give as a gift to Barezzi, “a tangible symbol of their reconciliation” notes
Phillips-Matz, and he stayed on for the fourth performance as well: “A total triumph” reported Demaldè.

La traviata (6 March 1853). Writing to Piave, he stated that “I don’t want any of those everyday subjects that one

can find by the hundreds” and so it was agreed that the librettist would go to Sant’Agata and work with the
composer. Within a short time, a synopsis was dispatched to Venice under the title of Amore e morte (Love and
Death), and described to his friend De Sactis as “a subject for our own age”, and one which Verdi wished to see
staged in modern dress. It quickly became clear that that would be impossible; instead it had to be set in the 17th
century. The premiere was not well received—due largely to the unsuitable soprano in the main role: Verdi wrote
to Muzio declaring it to be a fiasco and stating “La traviata last night a failure. Was the fault mine or the singers’?
Time will tell.” As the history of this opera has shown, it has become the most popular of all Verdi’s operas,
placing first in the list of most performed operas worldwide as reported on Operabase.

1853 to 1859, the “Galley Years” come to an end: From Simon
Boccanegra to Ballo in maschera

1862 to 1893: The “Late period”

Verdi about 1870

Following Un ballo in maschera in 1859 a flow of major operas appeared and which to were to characterise this
period. Beginning with La forza del destino (commissioned by the Imperial Theatre of Saint Petersburg for 1861
but not performed until 1862), and a revised version of Macbeth in 1865. Other major work, written for Paris in
1867 was the significant grand opera Don Carlos, commissioned by the Paris Opera and given in French; today, it
is most frequently performed in Italian translation as Don Carlo. Also from this period is the revised Simon
Boccanegra originally composed in 1857, but significantly revised in 1881, and it is the revised version which is
most commonly performed today.
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Conductor Angelo
Mariani by Augusto
Bedetti

In 1869, Verdi was asked to compose a section for a requiem mass in memory of Gioachino Rossini which was to
be a collection of sections composed by other Italian contemporaries of Rossini. The requiem was compiled and
completed, but was cancelled at the last minute (and was not performed in Verdi’s lifetime). Verdi blamed this on
the lack of enthusiasm for the project by the intended conductor, Angelo Mariani, who had been a longtime friend
of his. The episode led to a permanent break in their personal relations. The soprano Teresa Stolz (who later had
a strong professional – and, perhaps, romantic – relationship with Verdi) was at that time engaged to be married
to Mariani, but she left him not long after. Five years later, Verdi reworked his “Libera Me” section of the Rossini
Requiem and made it a part of his Requiem Mass, honoring the famous novelist and poet Alessandro Manzoni,
who had died in 1873. The complete Requiem was first performed at the cathedral in Milan on 22 May 1874.

Giuseppe Verdi in 1876
by Ferdinand Mulnier

Verdi conducting Aida in
Paris, 1881
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Verdi’s grand opera, Aida, is sometimes thought to have been commissioned for the celebration of the opening of
the Suez Canal in 1869, and the Khedive had planned to inaugurate an opera house as part of the canal opening
festivities, but according to Julian Budden, Verdi turned down the Khedive’s invitation to write an “ode” for the new
opera house because “I am not accustomed to compose morceaux de circonstance“. The opera house actually
opened with a production of Rigoletto. Later, in 1869/70, the organizers again approached Verdi (this time with
the idea of writing an opera), but he again turned them down. When they warned him that they would ask Charles
Gounod instead and then threatened to engage Richard Wagner’s services, Verdi began to show considerable
interest, and agreements were signed in June 1870.

Teresa Stolz was associated with both Aida and the Requiem (as well as a number of other Verdi roles). The role
of Aida was written for her, and although she did not appear in the world premiere in Cairo in 1871, she created
Aida in the European premiere in Milan in February 1872. She was also the soprano soloist in the first and many
later performances of the Requiem. It was widely believed that she and Verdi had an affair after she left Angelo
Mariani, and a Florence newspaper criticised them for this in five strongly worded articles. Whether there is any
truth to the accusation may never be known with any certainty. However, after Giuseppina Strepponi’s death,
Teresa Stolz became a close companion of Verdi until his own death.

Verdi and Wagner never met. Verdi’s comments on Wagner and his music are few and hardly benevolent (“He
invariably chooses, unnecessarily, the untrodden path, attempting to fly where a rational person would walk with
better results”), but at least one of them is kind: upon learning of Wagner’s death, Verdi lamented, “Sad, sad,
sad! … a name that will leave a most powerful impression on the history of art.” Of Wagner’s comments on Verdi,
only one is well-known. After listening to Verdi’s Requiem, the German, prolific and eloquent in his comments on
some other composers, stated, “It would be best not to say anything.

Later years

Boito and Verdi during their later years
working together (Fotografia Ferrario,
1893)
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Giuseppe Verdi in Vanity
Fair (1879)

Victor Maurel as Iago in
Verdi’s Otello
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During the following years, Verdi worked on revising some of his earlier scores, most notably new versions of Don
Carlos, La forza del destino, and Simon Boccanegra. Otello, based on William Shakespeare’s play, with a libretto
written by the younger composer of Mefistofele, Arrigo Boito, premiered in Milan in 1887. Its music is “continuous”
and cannot easily be divided into separate “numbers” to be performed in concert. Some feel that although
masterfully orchestrated, it lacks the melodic lustre so characteristic of Verdi’s earlier, great, operas, while many

critics[who?] consider it Verdi’s greatest tragic opera, containing some of his most beautiful, expressive music and
some of his richest characterizations. In addition, it lacks a prelude, something Verdi listeners were not
accustomed to. Arturo Toscanini performed as cellist in the orchestra at the world premiere and began his
association with Verdi (a composer he revered as highly as Beethoven).

Verdi’s last opera, Falstaff, completed and performed in 1893, whose libretto was also by Boito, was based on
Shakespeare’s Merry Wives of Windsor and Henry IV, Part 1 via Victor Hugo’s subsequent translation. It was an
international success and is one of the supreme comic operas which show Verdi’s genius as a contrapuntist.

In 1894, Verdi composed a short ballet for a French production of Otello, his last purely orchestral composition.
Years later, Arturo Toscanini recorded the music for RCA Victor with the NBC Symphony Orchestra which
complements the 1947 Toscanini performance of the complete opera.

In 1897, Verdi completed his last composition, a setting of the traditional Latin text Stabat Mater. This was the last
of four sacred works that Verdi composed, Quattro pezzi sacri, which can be performed together or separately.
They were not conceived as a unit and, in fact, Verdi did not want the Ave Maria published, as he considered it an
exercise. The first performance of the four works was on 7 April 1898, at the Opéra, Paris. The four works are:
Ave Maria for mixed chorus; Stabat Mater for mixed chorus and orchestra; Laudi alla Vergine Maria for female
chorus; and Te Deum for double chorus and orchestra.

Last years

Verdi’s grave at Casa di Riposa,
Milan

On 29 July 1900, King Umberto I of Italy was assassinated by Gaetano Bresci, a deed that horrified the aged
composer.

While staying at the Grand Hotel et de Milan in Milan, Verdi suffered a stroke on 21 January 1901. He gradually
grew more feeble and died nearly a week later, on 27 January. Arturo Toscanini conducted the vast forces of
combined orchestras and choirs composed of musicians from throughout Italy at Verdi’s funeral service in Milan.
To date, it remains the largest public assembly of any event in the history of Italy.

Verdi was initially buried in Milan’s Cimitero Monumentale. A month later, his body was moved to the “crypt” of the
Casa di Riposo per Musicisti, a rest home for retired musicians that Verdi had recently established. In October
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1894, the French government awarded him the Grand-Croix de la Légion d’honneur. He was the first non-French
musician to receive the Grand-Croix.

It has not been determined as to whether Verdi was an agnostic or an atheist; different opinions have emerged
from those who knew him. One writer states:

Verdi sustained his artistic reputation and his personal image in the last years of his life. He never
relinquished his anticlerical stance, and his religious belief verged on atheism. Strepponi described him as
not much of a believer and complained that he mocked her religious faith. Yet he summoned the creative
strength to write the Messa da Requiem (1874) to honor Manzoni, his “secular saint,” and conduct its world
premiere.

Toscanini, in a taped interview, described Verdi as “an atheist”, His second wife, Giuseppina Strepponi, described
him as “a man of little faith”.

Role in the Risorgimento

Verdi’s bust outside the
Teatro Massimo in Palermo

Verdi caricatured by Delfico
(1860)

Music historians have long perpetuated a myth about the famous “Va, pensiero” chorus sung in the third act of
Nabucco. The myth claims that, when the “Va, pensiero” chorus was sung in Milan, then belonging to the large
part of Italy under Austrian domination, the audience, responding with nationalistic fervor to the exiled slaves’
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lament for their lost homeland, demanded an encore of the piece. As encores were expressly forbidden by the
government at the time, such a gesture would have been extremely significant. However, recent scholarship puts
this to rest. Although the audience did indeed demand an encore, it was not for “Va, pensiero” but rather for the
hymn Immenso Jehova, sung by the Hebrew slaves to thank God for saving His people. In light of these new
revelations, Verdi’s position as the musical figurehead of the Risorgimento has been correspondingly
downplayed. It is interesting to note in this context that all but seven (his last operas) were created by Verdi whilst
Milan, the capital of Lombardo Veneto, was an integral part of the Austrian Empire.

On the other hand, during rehearsals, workmen in the theater stopped what they were doing during “Va, pensiero”
and applauded at the conclusion of this haunting melody while the growth of the “identification of Verdi’s music
with Italian nationalist politics” is judged to have begun in the summer of 1846 in relation to a chorus from Ernani
in which the name of one of its characters, “Carlo”, was changed to “Pio”, a reference to Pope Pius IX’s grant of
an amnesty to political prisoners.

Verdi’s 14th opera, La battaglia di Legnano, written while Verdi was living in Paris in 1848 (though he quickly
traveled to Milan after news of the “Cinque Giornate” arrived there) seems to have been composed specifically as
“an opera with a purpose” (as opera historian Charles Osborne describes it), but Osborne continues: “while parts
of Verdi’s earlier operas had frequently been taken up by the fighters of the Risorgimento … this time the
composer had given the movement its own opera”.

Painting “Viva VERDI” slogans

After Italy was unified in 1861, many of Verdi’s early operas were re-interpreted as Risorgimento works with
hidden Revolutionary messages that probably had not been intended by either the composer or librettist.
Beginning in Naples in 1859 and spreading throughout Italy, the slogan “Viva VERDI” was used as an acronym
for Viva Vittorio Emanuele Re DD‘IItalia (Viva Victor Emmanuel King of Italy), referring to Victor Emmanuel II, then
king of Sardinia.

The “Chorus of the Hebrews” (the English title for “Va, pensiero”) has another appearance in Verdi folklore. Prior
to Verdi’s body’s being driven from the cemetery to the official memorial service and its final resting place at the
Casa di Riposo per Musicisti, Arturo Toscanini conducted a chorus of 820 singers in “Va, pensiero”. At the Casa,
the “Miserere” from Il trovatore was sung.

Verdi was elected as a member of the Chamber of Deputies in 1861 following a request of Prime Minister Cavour
but in 1865 he resigned from the office. In 1874 he was named Senator of the Kingdom by King Victor Emmanuel
II.

Styles

Verdi’s predecessors who influenced his music were Rossini, Bellini, Giacomo Meyerbeer and, most notably,
Gaetano Donizetti and Saverio Mercadante. Some strains in Aida suggest at least a superficial familiarity with the
works of the Russian composer Mikhail Glinka, whom Franz Liszt, after his tour of the Russian Empire as a
pianist, popularized in Western Europe.

Throughout his career, Verdi rarely utilized the high C in his tenor arias, citing the fact that the opportunity to sing
that particular note in front of an audience distracts the performer before and after the note appears. However, he
did provide high Cs to Duprez in Jérusalem and to Tamberlick in the original version of La forza del destino. The
high C, often-heard in the aria “Di quella pira” from Il trovatore, does not appear in Verdi’s score.

https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/220px-V_E_R_D_I.jpg
https://s3-us-west-2.amazonaws.com/candimgs/bPtbBL/220px-V_E_R_D_I.jpg


Verdi himself once said, “Of all composers, past and present, I am the least learned.” He hastened to add,
however, “I mean that in all seriousness, and by learning I do not mean knowledge of music.”

However, it would be incorrect to assume that Verdi underestimated the expressive power of the orchestra or
failed to use it to its full capacity where necessary. Moreover, orchestral and contrapuntal innovation is
characteristic of his style: for instance, the strings producing a rapid ascending scale in Monterone’s scene in
Rigoletto accentuate the drama, and, in the same opera, the chorus humming six closely grouped notes
backstage portrays, very effectively, the brief ominous wails of the approaching tempest. Verdi’s innovations are
so distinctive that other composers do not use them; they remain, to this day, some of Verdi’s signatures.

Verdi was one of the first composers who insisted on patiently seeking out plots to suit his particular talents.
Working closely with his librettists and well aware that dramatic expression was his forte, he made certain that the
initial work upon which the libretto was based was stripped of all “unnecessary” detail and “superfluous”
participants, and only characters brimming with passion and scenes rich in drama remained.

Many of his operas, especially the later ones from 1851 onwards, are a staple of the standard repertoire. With the
possible exception of Giacomo Puccini, no composer of Italian opera has managed to match Verdi’s popularity.

Works

Verdi’s operas (in Italian unless noted) and the date of the première of each:
The Early YearsThe Early Years

• Oberto, 17 November 1839
• Un giorno di regno, 5

September 1840
• Nabucco, 9 March 1842
• I Lombardi alla prima

crociata, 11 February 1843
• Ernani, 9 March 1844
• I due Foscari, 3 November

1844
• Giovanna d’Arco, 15

February 1845
• Alzira, 12 August 1845
• Attila, 17 March 1846
• Macbeth, 14 March 1847
• I masnadieri, 22 July 1847
• Jérusalem (I Lombardi

revised) 26 November
1847

• Il corsaro, 25 October 1848
• La battaglia di Legnano, 27

January 1849

The Middle YearsThe Middle Years

• Luisa Miller, 8 December
1849

• Stiffelio, 16 November
1850

• Rigoletto, 11 March 1851
• Il trovatore, 19 January

1853
• La traviata, 6 March 1853
• Les vêpres siciliennes (in

French), 13 June 1855.
Translated and now mostly
performed as I vespri
siciliani

• Simon Boccanegra
(original version), 12 March
1857

• Aroldo (A major
revision—with expanded
3rd act—of Stiffelio), 16
August 1857

• Un ballo in maschera, 17
February 1859

The Later YearsThe Later Years

• La forza del destino, 10
November 1862

• Macbeth (revised version
with added music), 19 April
1865

• Don Carlos (5 acts, in
French), 11 March 1867.
(Translated and now
mostly performed as Don
Carlo in 4 or 5 act
versions)

• Aida, 24 December 1871
• Simon Boccanegra

(revised version), 24 March
1881

• Otello, 5 February 1887
• Falstaff, 9 February 1893



Legacy

The final scene of the opera Risorgimento!

Verdi has been the subject of a number of cultural works. These include the 1938 film directed by Carmine
Gallone, Giuseppe Verdi, starring Fosco Giachetti; the 1982 miniseries, The Life of Verdi, directed by Renato
Castellani, where Verdi was played by Ronald Pickup, with narration by Burt Lancaster in the English version; and
the 1985 play After Aida (a play-with-music similar to Amadeus). He is a character in the 2011 opera
Risorgimento! by Italian composer Lorenzo Ferrero, written to commemorate the 150th anniversary of Italian
unification of 1861.

There are three music conservatories, the Milan Conservatory and those in Turin and Como, and many theatres
named after Verdi in Italy. There is a Giuseppe Verdi Monument in Verdi Square in Manhattan, in the USA.

The towns of Verdi, Nevada and Verdi, California which straddle the state line were named after Verdi by Charles
Crocker, founder of the Central Pacific Railroad, when he pulled a slip of paper from a hat and read the name of
the Italian opera composer in 1868. Verdi, Minnesota is named both for the composer and the green fields
surrounding the town.

A relatively young impact crater on the planet Mercury was named after Verdi in 1979 by the International
Astronomical Union and sometimes called “Joe Green” by NASA.

Verdi’s name literally translates as “Joseph Green” in English (although verdi is the plural form of “green”).
Musical comedian Victor Borge often referred to the famous composer as “Joe Green” in his act, saying that
“Giuseppe Verdi” was merely his “stage name”. The same joke-translation is mentioned in Agatha Christie’s Evil
Under the Sun by Patrick Redfern to Hercule Poirot – a prank which inadvertently gives Poirot the answer to the
murder.
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Enrico Caruso in the role of the Duke

LibrettistLibrettist Francesco Maria Piave

LanguageLanguage Italian

Based onBased on
Victor Hugo’s play Le roi
s’amuse, 1832

PremierePremiere
11 March 1850 – Teatro La
Fenice, Venice

RigolettoRigoletto

Rigoletto is an opera in three acts by Giuseppe Verdi. The Italian libretto was written by Francesco Maria
Piave based on the play Le roi s’amuse by Victor Hugo. Despite serious initial problems with the Austrian
censors who had control over northern Italian theatres at the time, the opera had a triumphant premiere at La
Fenice in Venice on 11 March 1851.

It is considered by many to be the first of the operatic masterpieces of Verdi’s middle-to-late career. Its tragic
story revolves around the licentious Duke of Mantua, his hunch-backed court jester Rigoletto, and Rigoletto’s
beautiful daughter Gilda. The opera’s original title, La maledizione (The Curse), refers to the curse placed on
both the Duke and Rigoletto by a courtier whose daughter had been seduced by the Duke with Rigoletto’s
encouragement. The curse comes to fruition when Gilda likewise falls in love with the Duke and eventually
sacrifices her life to save him from the assassins hired by her father.

Composition History

Francesco Maria Piave,
the librettist of Rigoletto

Verdi was commissioned to write a new opera by the La Fenice opera house in Venice in 1850. By this time he
was already a well-known composer and had a degree of freedom in choosing the works he would prefer to set to
music. He then asked Francesco Maria Piave (with whom he had already created Ernani, I due Foscari, Macbeth,
Il Corsaro and Stiffelio) to examine the play Kean by Alexandre Dumas, père, but he felt he needed a more
energetic subject to work on.

Verdi soon stumbled upon Victor Hugo’s five-act play Le roi s’amuse. He later explained that “The subject is
grand, immense, and there is a character that is one of the greatest creations that the theatre can boast of, in any
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country and in all history.” It was a highly controversial subject, and Hugo himself had already had trouble with
censorship in France, which had banned productions after its first performance nearly twenty years earlier (it
would not be performed again until 1882). As Austria at that time directly controlled much of Northern Italy, it
came before the Austrian Board of Censors. Hugo’s play depicted a king (Francis I of France) as an immoral and
cynical womanizer, something that was not accepted in Europe during the Restoration period.

From the beginning, Verdi was aware of the risks, as was Piave. In a letter which Verdi wrote to Piave: “Use four
legs, run through the town and find me an influential person who can obtain the permission for making Le Roi
s’amuse.” Correspondence between a prudent Piave and an already committed Verdi followed, but the two
underestimated the power and the intentions of Austrians and remained at risk. Even the friendly Guglielmo
Brenna, secretary of La Fenice, who had promised them that they would not have problems with the censors, was
wrong. At the beginning of the summer of 1850, rumours started to spread that Austrian censorship was going to
forbid the production. The censors considered the Hugo work to verge on lèse majesté and would never permit
such a scandalous work to be performed in Venice. In August, Verdi and Piave prudently retired to Busseto,
Verdi’s hometown, to continue the composition and prepare a defensive scheme. They wrote to the theatre,
assuring them that the censor’s doubts about the morality of the work were not justified but since very little time
was left, very little could be done. At the time, Piave and Verdi had titled the opera La maledizione (The Curse),
and this unofficial title was used by Austrian censor De Gorzkowski in an emphatic letter written in December
1850 in which he definitively denied consent to its production, calling it “a repugnant [example of] immorality and

obscene triviality.”[4]

La Fenice’s poster for the world premiere of Rigoletto

In order not to waste all their work, Piave tried to revise the libretto and was even able to pull from it another
opera, Il Duca di Vendome, in which the sovereign was with a duke and both the hunchback and the curse
disappeared. Verdi was completely against this proposed solution and preferred instead to have direct
negotiations with censors, arguing over each and every point of the work. At this point, Brenna, La Fenice’s
secretary, showed the Austrians some letters and articles depicting the bad character but the great value of the
artist, helping to mediate the dispute. By January 1851 the parties were able to agree that the action of the opera
would be moved from the royal court of France to a duchy of France or Italy, and some of the characters would
have to be renamed. In the new version the Duke reigns over Mantua and belongs to the Gonzaga family. The
House of Gonzaga had long been extinct by the mid-19th century, and the Dukedom of Mantua no longer existed,
thus no one could be offended. The scene in which the sovereign retires to Gilda’s bedroom would be deleted and
the visit of the Duke to the Taverna (inn) was no longer intentional, but provoked by a trick. The hunchback jester
(originally called Triboulet) was renamed Rigoletto from a parody of Hugo’s play, Rigoletti, ou Le dernier des fous
(Rigoletti, or The last of the fools). By 14 January, the opera’s definitive title had become Rigoletto.

Verdi finally completed the composition of the opera on 5 February 1851, a little more than a month before the
premiere, although as he worked on the final stages of Act 3, Piave had already arranged for the sets to be
designed. The singers were given some of their music to learn on 7 February. However, Verdi kept at least a third
of the score at Busseto. He brought it with him when he arrived in Venice for the rehearsals on 19 February and
would continue to refine the orchestration during the rehearsal period. For the première, La Fenice had cast Felice
Varesi as Rigoletto, the young tenor Raffaele Mirate as the Duke, and Teresa Brambilla as Gilda (although Verdi
would have preferred Teresa De Giuli Borsi). Due to the high risk of unauthorised copying, Verdi had demanded
the maximum secrecy from all his singers and musicians. Mirate had use of his score only a few evenings before
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the première and had to swear that he would not sing or even whistle the tune of “La donna è mobile” except
during the rehearsals.

Performance History

19th-century productions19th-century productions

Felice Varesi, the first
Rigoletto

Teresa Brambilla, the first
Gilda, c. 1845

Rigoletto premiered on 11 March 1851 in a sold-out La Fenice as the first part of a double bill with Giacomo
Panizza’s ballet Faust. Gaetano Mares conducted, and the sets were designed and executed by Giuseppe
Bertoja and Francesco Bagnara. The opening night was a complete triumph, especially the scena drammatica
and the Duke’s cynical aria, “La donna è mobile”, which was sung in the streets the next morning. (Verdi had
maximised the aria’s impact by only revealing it to the cast and orchestra a few hours before the premiere, and
forbidding them to sing, whistle or even think of the melody outside of the theatre). Many years later, Giulia Cora
Varesi, the daughter of Felice Varesi (the original Rigoletto), described her father’s performance at the premiere.
Varesi was very uncomfortable with the false hump he had to wear; he was so uncertain that, even though he was
quite an experienced singer, he had a panic attack when it was his turn to enter the stage. Verdi immediately
realised he was paralysed and roughly pushed him on the stage, so he appeared with a clumsy tumble. The
audience, thinking it was an intentional gag, was very amused.

Rigoletto was a great box-office success for La Fenice and Verdi’s first major Italian triumph since the 1847
premiere of Macbeth in Florence. It initially had a run of 13 performances and was revived in Venice the following
year, and again in 1854. Despite a rather disastrous production in Bergamo shortly after its initial run at La
Fenice, the opera soon entered the repertory of Italian theatres. By 1852, it had premiered in all the major cities of
Italy, although sometimes under different titles due to the vagaries of censorship (e.g. as Viscardello, Lionello,
and Clara de Perth). From 1852, it also began to be performed in major cities worldwide, reaching as far afield as
Alexandria and Constantinople in 1854 and both Montevideo and Havana in 1855. The UK premiere took place
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on 14 May 1853 at what is now the Royal Opera House, Covent Garden in London with Giovanni Matteo Mario as
the Duke of Mantua and Giorgio Ronconi as Rigoletto. In the US, the opera was first seen on 19 February 1855 at
New York’s Academy of Music.

20th Century and Beyond20th Century and Beyond

Richard Tucker as the
Duke in the 1971
Metropolitan Opera
production

In modern times, it has become a staple of the standard operatic repertoire. It appears as number 9 (with 395
performances) on the Operabase list of the most-performed operas worldwide between 2008/2009 and 2012/13
seasons, and was also the 9th most frequently performed opera in Italy during that period.

Several modern productions have radically changed the original setting. These include Jonathan Miller’s 1982
production for the English National Opera, which is set amongst the Mafia in New York City’s Little Italy during the
1950s; Doris Dorrie’s 2005 production for the Bavarian State Opera, where the Court of Mantua became The
Planet of the Apes; director Linda Brovsky’s production for Seattle Opera, placing the story in Mussolini’s fascist
Italy, in 2004 (repeated in 2014); and Michael Mayer’s 2013 production for the Metropolitan Opera, which is set in
a casino in 1960’s Las Vegas. Different characters portray different archetypes from the Rat Pack era, with the
Duke becoming a Frank Sinatra-type character and Rigoletto becoming Don Rickles. In March 2014, Lindy
Hume, artistic director of Australia’s QPAC staged the opera set in the party-going world of disgraced former
Italian prime minister Silvio Berlusconi.
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Roles

Costumes for the Duke of Mantua and
Gilda published by Casa Ricordi shortly
after the 1851 premiere

RoleRole Voice typeVoice type Premiere cast,11 March 1851Premiere cast,11 March 1851[21][21](Conductor: Gaetano Mares)(Conductor: Gaetano Mares)

Rigoletto, the Duke’s jester baritone Felice Varesi

Gilda, his daughter soprano Teresa Brambilla

Duke of Mantua tenor Raffaele Mirate

Sparafucile, an assassin bass Paolo Damini

Maddalena, his sister contralto Annetta Casaloni

Giovanna, Gilda’s Nurse mezzo-soprano Laura Saini

Count Ceprano bass Andrea Bellini

Countess Ceprano, his wife mezzo-soprano Luigia Morselli

Matteo Borsa, a courtier tenor Angelo Zuliani

Count Monterone baritone Feliciano Ponz
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Marullo baritone Francesco De Kunnerth

A Court Usher bass Giovanni Rizzi

A Page mezzo-soprano

Male Chorus: towns people

Synopsis

Place: Mantua

Time: the Sixteenth century

Act 1

Scene 1: A room in the palace

Act 1, sc. 1: Victor Hugo’s Le Roi s’amuse,
the basis for Rigoloetto

At a ball in his palace, the Duke sings of a life of pleasure with as many women as possible: “Questa o quella”
(“This woman or that”). He has seen an unknown beauty in church and desires to possess her, but he also wishes
to seduce the Countess of Ceprano. Rigoletto, the Duke’s hunchbacked court jester, mocks the husbands of the
ladies to whom the Duke is paying attention, and advises the Duke to get rid of them by prison or death. Marullo,
one of the guests at the ball, informs the noblemen that Rigoletto has a “lover”, and the noblemen cannot believe
it. The noblemen resolve to take vengeance on Rigoletto. Subsequently Rigoletto mocks Count Monterone,
whose daughter the Duke had seduced. Count Monterone is arrested at the Duke’s order and curses the Duke
and Rigoletto. The curse genuinely terrifies Rigoletto.

Act 1, Scene 2 stage set by Giuseppe
Bertoja for the world premiere of Rigoletto

Scene 2: A street, with the courtyard of Rigoletto’s house
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Thinking of the curse, Rigoletto approaches his house and is accosted by the assassin Sparafucile, who walks up
to him and offers his services. Rigoletto considers the proposition but finally declines; Sparafucile wanders off,
after repeating his own name a few times. Rigoletto contemplates the similarities between the two of them: “Pari
siamo!” (“We are alike!”); Sparafucile kills men with his sword, and Rigoletto uses “a tongue of malice” to stab his
victims. Rigoletto opens a door in the wall and returns home to his daughter Gilda. They greet each other warmly:
“Figlia!” “Mio padre!” (“Daughter!” “My father!”). Rigoletto has been concealing his daughter from the Duke and the
rest of the city, and she does not know her father’s occupation. Since he has forbidden her to appear in public,
she has been nowhere except to church and does not even know her own father’s name.

When Rigoletto has gone, the Duke appears and overhears Gilda confess to her nurse Giovanna that she feels
guilty for not having told her father about a young man she had met at the church. She says that she fell in love
with him, but that she would love him even more if he were a student and poor. As she declares her love, the
Duke enters, overjoyed. Gilda, alarmed, calls for Giovanna, unaware that the Duke had sent her away. Pretending
to be a student, the Duke convinces Gilda of his love: “È il sol dell’anima” (“Love is the sunshine of the soul”).
When she asks for his name, he hesitantly calls himself Gualtier Maldè. Hearing sounds and fearing that her
father has returned, Gilda sends the Duke away after they quickly trade vows of love: “Addio, addio” (“Farewell,
farewell”). Alone, Gilda meditates on her love for the Duke, whom she believes is a student: “Gualtier Maldè!…
Caro nome” (“Dearest name”).

Later, a preoccupied Rigoletto returns: “Riedo!… perché?” (“I’ve returned!… why?”), while the hostile noblemen
outside the walled garden (believing Gilda to be the jester’s mistress, unaware she is his daughter) get ready to
abduct the helpless girl. Convincing Rigoletto that they are actually abducting the Countess Ceprano, they
blindfold him and use him to help with the abduction: “Zitti, zitti” (“Softly, softly”). With her father’s unknowing
assistance Gilda is carried away by the noblemen. Upon realizing that it was in fact Gilda who was carried away,
Rigoletto collapses, remembering the curse.

American tenor Jan Peerce as the
Duke of Mantua, a role he
performed and recorded several
times

Act 2

The Duke’s Palace

The Duke is concerned that Gilda has disappeared: “Ella mi fu rapita!” (“She was stolen from me!”) and “Parmi
veder le lagrime” (“I seem to see tears”). The noblemen then enter and inform him that they have captured
Rigoletto’s mistress. By their description, he recognizes it to be Gilda and rushes off to the room where she is
held: “Possente amor mi chiama” (“Mighty love beckons me”). Pleased by the Duke’s strange excitement, the
courtiers now make sport with Rigoletto, who enters singing. He tries to find Gilda by pretending to be uncaring,
as he fears she may fall into the hands of the Duke. Finally, he admits that he is in fact seeking his daughter and
asks the courtiers to return her to him: “Cortigiani, vil razza dannata” (“Accursed race of courtiers”). Rigoletto
attempts to run into the room in which Gilda is being held, but the noblemen beat him. Gilda rushes in and begs
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her father to send the people away. The men leave the room, believing Rigoletto has gone mad. Gilda describes
to her father what has happened to her in the palace: “Tutte le feste al tempio” (“On all the blessed days”). In a
duet Rigoletto demands vengeance against the Duke, while Gilda pleads for her lover: “Sì! Vendetta, tremenda
vendetta!” (“Yes! Revenge, terrible revenge!”).

Act 3

A street outside Sparafucile’s house

Visit this page online in your course to view this presentation.

“La donna è mobile”

Problems playing this file? See media help.

“Bella figlia dell’amore”

Enrico Caruso, Bessie Abott, Louise Homer and Antonio Scotti’s 1907 Victor Records recording

Problems playing this file? See media help.

Rigoletto, act 3 quartet

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Enrico Caruso singing “La donna è
mobile”. Circa 1906.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.
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A portion of Sparafucile’s house is seen, with two rooms open to the view of the audience. Rigoletto and Gilda,
who still loves the Duke, arrive outside. The Duke’s voice can be heard singing “La donna è mobile” (“Woman is
fickle”), laying out the infidelity and fickle nature of women. Rigoletto makes Gilda realize that it is the Duke who is
in the assassin’s house attempting to seduce Sparafucile’s sister, Maddalena: “Bella figlia dell’amore” (“Beautiful
daughter of love”).

Rigoletto bargains with the assassin, who is ready to murder his guest for money, and offers him 20 scudi to kill
the Duke. He orders his daughter to put on a man’s clothes to prepare to leave for Verona and states that he
plans to follow later. With falling darkness, a thunderstorm approaches and the Duke determines to remain in the
house. Sparafucile assigns to him the ground floor sleeping quarters.

Gilda, who still loves the Duke despite knowing him to be unfaithful, returns dressed as a man. She overhears
Maddalena begging for the Duke’s life, and Sparafucile promises her that if by midnight another can be found in
place of the Duke, he will spare the Duke’s life. Gilda resolves to sacrifice herself for the Duke and enters the
house. She is immediately mortally wounded and collapses.

At midnight, when Rigoletto arrives with money, he receives a corpse wrapped in a sack, and rejoices in his
triumph. Weighting it with stones, he is about to cast the sack into the river when he hears the voice of the Duke
singing a reprise of his “La donna è mobile” aria. Bewildered, Rigoletto opens the sack and, to his despair,
discovers his mortally wounded daughter. For a moment, she revives and declares she is glad to die for her
beloved: “V’ho ingannato” (“Father, I deceived you”). She dies in his arms. Rigoletto’s wildest fear materializes
when he cries out in horror: “La maledizione!” (“The curse!”)

Instrumentation

The orchestra calls for 2 flutes (Flute 2 doubles piccolo), 2 oboes (Oboe 2 doubles English horn), 2 clarinets, 2
bassoons, 4 horns in Eb, D, C, Ab, G, and F, 2 trumpets in C, D, and Eb, 3 trombones, cimbasso, timpani, bass
drum and cymbals, strings.

• Offstage: Banda, bass drum, 2 bells, thunder machine
• Onstage: Violins I and II, violas, and contrabasses

Music

Musicologist Julian Budden regards the opera as “revolutionary”, just as Beethoven’ Eroica Symphony was: “the
barriers between formal melody and recitative are down as never before. In the whole opera, there is only one
conventional double aria […and there are…] no concerted act finales.” Verdi used that same word –
“revolutionary” – in a letter to Piave, and Budden also refers to a letter which Verdi wrote in 1852 in which the
composer states that “I conceived Rigoletto almost without arias, without finales but only an unending string of
duets.”

Budden’s conclusions about this opera and its place in Verdi’s output is summed up by noting that:
Just after 1850 at the age of 38 Verdi closed the door on a period of Italian opera with Rigoletto. The so-
called ottocento in music is finished. Verdi will continue to draw on certain of its forms for the next few
operas, but in a totally new spirit.



Recordings and adaptations

Jean-Vital Jammes as Rigoletto, 1865

There have been dozens of commercial recordings of Rigoletto. The earliest ones include the 1912 performance
in French with François Ruhlmann conducting the orchestra and chorus of the Opéra Comique (Pathé) and the
1916 performance in Italian with Lorenzo Molajoli conducting the orchestra and chorus of La Scala (Columbia
Records). The first LP edition was released by RCA Victor in 1950 conducted by Renato Cellini and featured
Leonard Warren in the title role. The opera has also been recorded in German with Wilhelm Schüchter conducting
the orchestra and chorus of the Berlin State Opera in a 1953 recording for EMI Records and in English with Mark
Elder conducting the orchestra and chorus of the English National Opera in a 1983 recording for EMI. In the 21st
century there have been several live performances released on DVD including a 2001 performance from
London’s Royal Opera House with Paolo Gavanelli as Rigoletto and Marcelo Álvarez as the Duke (BBC/Opus
Arte) and a 2006 performance at the Opernhaus Zürich with Leo Nucci as Rigoletto and Piotr Beczala as The
Duke (ArtHaus Musik). The Duke of Mantua’s arias, particularly “La donna è mobile” and “Questa e quella”, have
long been showcases for the tenor voice and appear on numerous recital discs. Amongst Enrico Caruso’s earliest
recordings are both these arias, recorded with piano accompaniment in 1903 and again in 1906 with a full
orchestra. Luciano Pavarotti, who has recorded the arias for several recital discs, also sings The Duke on three
complete studio recordings of the opera: Decca (1972) conducted by Richard Bonynge; Decca (1989) conducted
by Riccardo Chailly; and Deutsche Grammophon (1993) conducted by James Levine.

Rigoletto has been a popular subject for movies since the silent film era. On 15 April 1923, Lee DeForest
presented 18 short films in his sound-on-film process Phonofilm, including an excerpt of Act Two of Rigoletto with
Eva Leoni and Company. Some film versions, such as the 1993 children’s film Rigoletto, are based on the opera’s
plot, but do not use Verdi’s music. Curtiss Clayton’s 2003 film Rick, set in modern-day New York, has a plot
based on Rigoletto, but apart from “La donna è mobile” heard in the background during a restaurant scene, does
not include any other music from the opera. In the 21st century, the opera was filmed as Rigoletto Story directed
by Vittorio Sgarbi with costumes by Vivienne Westwood. First screened at the Venice Biennale in 2004, it
subsequently received two Grammy nominations. In September 2010, RAI Television filmed the opera on location
in Mantua with the court scenes taking place in the Palazzo Te. The film faithfully followed Verdi’s original
specification for the action to take place over two days, and each act was performed at the time of day indicated
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in the libretto. Broadcast live to 148 countries, the film starred Plácido Domingo in the title role, and Vittorio
Grigolo as The Duke. The plot of the film Quartet revolves around the quartet “Bella figlia dell’amore”, with which
the film concludes.

Adaptations of the opera’s music include Franz Liszt’s Rigoletto Paraphrase, a piano transcription of “Bella figlia
dell’amore” (the famous quartet from Act 3) and a Fantasia on Rigoletto (Op.82) by Sigismond Thalberg which
was published in Paris in the 1860s.
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Wilhelm Richard WagnerWilhelm Richard Wagner

Wilhelm Richard WagnerWilhelm Richard Wagner (/ˈvɑːɡnər/; German: [ˈʁiçaʁt ˈvaːɡnɐ]; 22 May 1813 – 13 February 1883) was a
German composer, theatre director, polemicist, and conductor who is primarily known for his operas (or, as
some of his later works were later known, “music dramas”). Unlike most opera composers, Wagner wrote both
the libretto and the music for each of his stage works. Initially establishing his reputation as a composer of
works in the romantic vein of Weber and Meyerbeer, Wagner revolutionised opera through his concept of the
Gesamtkunstwerk (“total work of art”), by which he sought to synthesise the poetic, visual, musical and
dramatic arts, with music subsidiary to drama, and which was announced in a series of essays between 1849
and 1852. Wagner realised these ideas most fully in the first half of the four-opera cycle Der Ring des
Nibelungen (The Ring of the Nibelung).

His compositions, particularly those of his later period, are notable for their complex textures, rich harmonies
and orchestration, and the elaborate use of leitmotifs—musical phrases associated with individual characters,
places, ideas or plot elements. His advances in musical language, such as extreme chromaticism and quickly
shifting tonal centres, greatly influenced the development of classical music. His Tristan und Isolde is
sometimes described as marking the start of modern music.

Wagner had his own opera house built, the Bayreuth Festspielhaus, which embodied many novel design
features. It was here that the Ring and Parsifal received their premieres and where his most important stage
works continue to be performed in an annual festival run by his descendants. His thoughts on the relative
contributions of music and drama in opera were to change again, and he reintroduced some traditional forms
into his last few stage works, including Die Meistersinger von Nürnberg (The Mastersingers of Nuremberg).

Until his final years, Wagner’s life was characterised by political exile, turbulent love affairs, poverty and
repeated flight from his creditors. His controversial writings on music, drama and politics have attracted
extensive comment in recent decades, especially where they express antisemitic sentiments. The effect of his
ideas can be traced in many of the arts throughout the 20th century; their influence spread beyond
composition into conducting, philosophy, literature, the visual arts and theatre.

Biography

Early years

Wagner’s birthplace, at 3, the
Brühl, Leipzig

Richard Wagner was born in Leipzig, at No. 3, the Brühl (The House of the Red and White Lions), in the Jewish
quarter, the ninth child of Carl Friedrich Wagner, who was a clerk in the Leipzig police service, and his wife,
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Johanna Rosine (née Paetz), the daughter of a baker. Wagner’s father Carl died of typhus six months after
Richard’s birth, after which Johanna began living with Carl’s friend, the actor and playwright Ludwig Geyer. In
August 1814 Johanna and Geyer probably married—although no documentation of this has been found in the
Leipzig church registers. She and her family moved to Geyer’s residence in Dresden. Until he was fourteen,
Wagner was known as Wilhelm Richard Geyer. He almost certainly thought that Geyer was his biological father.

Geyer’s love of the theatre came to be shared by his stepson, and Wagner took part in his performances. In his
autobiography Mein Leben, Wagner recalled once playing the part of an angel. In late 1820, Wagner was
enrolled at Pastor Wetzel’s school at Possendorf, near Dresden, where he received a little piano instruction from
his Latin teacher. He struggled to play a proper scale at the keyboard, and preferred playing theatre overtures by
ear. Following Geyer’s death in 1821, Richard was sent to the Kreuzschule, the boarding school of the Dresdner
Kreuzchor, at the expense of Geyer’s brother. At the age of nine he was hugely impressed by the Gothic
elements of Carl Maria von Weber’s opera Der Freischütz, which he saw Weber conduct. At this period Wagner
entertained ambitions as a playwright. His first creative effort, listed in the Wagner-Werk-Verzeichnis (the
standard listing of Wagner’s works) as WWV 1, was a tragedy called Leubald. Begun at school in 1826, it was
strongly influenced by Shakespeare and Goethe. Wagner was determined to set it to music, and persuaded his
family to allow him music lessons.

By 1827, the family had returned to Leipzig. Wagner’s first lessons in harmony were taken during 1828–31 with
Christian Gottlieb Müller. In January 1828 he first heard Beethoven’s 7th Symphony and then, in March, the
same composer’s 9th Symphony (both at the Gewandhaus). Beethoven became a major inspiration, and Wagner
wrote a piano transcription of the 9th Symphony. He was also greatly impressed by a performance of Mozart’s
Requiem. Wagner’s early piano sonatas and his first attempts at orchestral overtures date from this period.

In 1829 he saw a performance by dramatic soprano Wilhelmine Schröder-Devrient, and she became his ideal of
the fusion of drama and music in opera. In Mein Leben, Wagner wrote “When I look back across my entire life I
find no event to place beside this in the impression it produced on me”, and claimed that the “profoundly human
and ecstatic performance of this incomparable artist” kindled in him an “almost demonic fire.”

In 1831, Wagner enrolled at the Leipzig University, where he became a member of the Saxon student
fraternity. He also took composition lessons with the Thomaskantor Theodor Weinlig. Weinlig was so impressed
with Wagner’s musical ability that he refused any payment for his lessons. He arranged for his pupil’s Piano
Sonata in B-flat major (which was consequently dedicated to him) to be published as Wagner’s Op. 1. A year
later, Wagner composed his Symphony in C major, a Beethovenesque work performed in Prague in 1832 and at
the Leipzig Gewandhaus in 1833. He then began to work on an opera, Die Hochzeit (The Wedding), which he
never completed.

Early Career (1833–42)

Wilhelmine “Minna”
Planer (1835), by
Alexander von Otterstedt

In 1833, Wagner’s brother Albert managed to obtain for him a position as choir master at the theatre in
Würzburg. In the same year, at the age of 20, Wagner composed his first complete opera, Die Feen (The
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Fairies). This work, which imitated the style of Weber, went unproduced until half a century later, when it was
premiered in Munich shortly after the composer’s death in 1883.

Having returned to Leipzig in 1834, Wagner held a brief appointment as musical director at the opera house in
Magdeburg during which he wrote Das Liebesverbot (The Ban on Love), based on Shakespeare’s Measure for
Measure. This was staged at Magdeburg in 1836 but closed before the second performance; this, together with
the financial collapse of the theatre company employing him, left the composer with serious money
problems. Wagner had fallen for one of the leading ladies at Magdeburg, the actress Christine Wilhelmine
“Minna” Planer. After the disaster of Das Liebesverbot he followed her to Königsberg where she helped him to get
an engagement at the theatre. The two married in Tragheim Church on 24 November 1836. In May 1837, Minna
left Wagner for another man; this was but the first débâcle of a troubled marriage. In June 1837, Wagner moved
to Riga (then in the Russian Empire), where he became music director of the local opera; having in this capacity
engaged Minna’s sister Amalie (also a singer) for the theatre, he presently resumed relations with Minna during
1838.

By 1839, the couple had amassed such large debts that they fled Riga to avoid their creditors; debt would plague
Wagner for most of his life. Initially they took a stormy sea passage to London, from which Wagner drew the
inspiration for Der fliegende Holländer (The Flying Dutchman), with a plot based on a sketch by Heinrich
Heine. The Wagners arrived in Paris in September 1839 and stayed there until 1842. Richard made a scant living
writing articles and arranging operas by other composers, largely on behalf of the Schlesinger publishing house.
He also completed during this stay his third and fourth operas Rienzi and Der fliegende Holländer.

Dresden (1842–49)

Wagner c. 1840, by Ernest
Benedikt Kietz

Wagner had completed Rienzi in 1840. With the strong support of Giacomo Meyerbeer, it was accepted for
performance by the Dresden Court Theatre (Hofoper) in the Kingdom of Saxony and in 1842, Wagner moved to
Dresden. His relief at returning to Germany was recorded in his “Autobiographic Sketch” of 1842, where he wrote
that, en route from Paris, “For the first time I saw the Rhine—with hot tears in my eyes, I, poor artist, swore
eternal fidelity to my German fatherland.”Rienzi was staged to considerable acclaim on 20 October.

Wagner lived in Dresden for the next six years, eventually being appointed the Royal Saxon Court
Conductor. During this period, he staged there Der fliegende Holländer (2 January 1843) and Tannhäuser (19
October 1845), the first two of his three middle-period operas. Wagner also mixed with artistic circles in Dresden,
including the composer Ferdinand Hiller and the architect Gottfried Semper.

Wagner’s involvement in left-wing politics abruptly ended his welcome in Dresden. Wagner was active among
socialist German nationalists there, regularly receiving such guests as the conductor and radical editor August
Röckel and the Russian anarchist Mikhail Bakunin. He was also influenced by the ideas of Pierre-Joseph
Proudhon and Ludwig Feuerbach. Widespread discontent came to a head in 1849, when the unsuccessful May
Uprising in Dresden broke out, in which Wagner played a minor supporting role. Warrants were issued for the
revolutionaries’ arrest. Wagner had to flee, first visiting Paris and then settling in Zürich.
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In Exile: Switzerland (1849–58)

Warrant for the arrest of
Richard Wagner, issued on
16 May 1849

Wagner was to spend the next twelve years in exile from Germany. He had completed Lohengrin, the last of his
middle-period operas, before the Dresden uprising, and now wrote desperately to his friend Franz Liszt to have it
staged in his absence. Liszt conducted the premiere in Weimar in August 1850.

Nevertheless, Wagner was in grim personal straits, isolated from the German musical world and without any
regular income. In 1850, Julie, the wife of his friend Karl Ritter, began to pay him a small pension which she
maintained until 1859. With help from her friend Jessie Laussot this was to have been augmented to an annual
sum of 3000 Thalers per year; but this plan was abandoned when Wagner began an affair with Mme. Laussot.
Wagner even planned an elopement with her in 1852, which her husband prevented. Meanwhile, Wagner’s wife
Minna, who had disliked the operas he had written after Rienzi, was falling into a deepening depression. Wagner
fell victim to ill-health, according to Ernest Newman “largely a matter of overwrought nerves”, which made it
difficult for him to continue writing.

Wagner’s primary published output during his first years in Zürich was a set of essays. In “The Artwork of the
Future” (1849), he described a vision of opera as Gesamtkunstwerk (“total work of art”), in which the various arts
such as music, song, dance, poetry, visual arts and stagecraft were unified. “Judaism in Music” (1850) was the
first of Wagner’s writings to feature antisemitic views. In this polemic Wagner argued, frequently using traditional
antisemitic abuse, that Jews had no connection to the German spirit, and were thus only capable of producing
shallow and artificial music. According to him, they composed music to achieve popularity and, thereby, financial
success, as opposed to creating genuine works of art.

In “Opera and Drama” (1851), Wagner described the aesthetics of drama that he was using to create the Ring
operas. Before leaving Dresden, Wagner had drafted a scenario that eventually became the four-opera cycle Der
Ring des Nibelungen. He initially wrote the libretto for a single opera, Siegfrieds Tod (Siegfried’s Death), in 1848.
After arriving in Zürich he expanded the story with the opera Der junge Siegfried (Young Siegfried), which
explored the hero’s background. He completed the text of the cycle by writing the libretti for Die Walküre (The
Valkyrie) and Das Rheingold (The Rhine Gold) and revising the other libretti to agree with his new concept,
completing them in 1852. The concept of opera expressed in “Opera and Drama” and in other essays effectively
renounced the operas he had previously written, up to and including Lohengrin. Partly in an attempt to explain his
change of views, Wagner published in 1851 the autobiographical “A Communication to My Friends”. This
contained his first public announcement of what was to become the Ring cycle:

I shall never write an Opera more. As I have no wish to invent an arbitrary title for my works, I will call
them Dramas …

I propose to produce my myth in three complete dramas, preceded by a lengthy Prelude (Vorspiel). …

At a specially-appointed Festival, I propose, some future time, to produce those three Dramas with their
Prelude, in the course of three days and a fore-evening [emphasis in original].
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Wagner began composing the music for Das Rheingold between November 1853 and September 1854, following
it immediately with Die Walküre (written between June 1854 and March 1856). He began work on the third Ring
opera, which he now called simply Siegfried, probably in September 1856, but by June 1857 he had completed
only the first two acts before deciding to put the work aside to concentrate on a new idea: Tristan und
Isolde, based on the Arthurian love story Tristan and Iseult.

Portrait of Mathilde
Wesendonck (1850) by Karl
Ferdinand Sohn

One source of inspiration for Tristan und Isolde was the philosophy of Arthur Schopenhauer, notably his The
World as Will and Representation, to which Wagner had been introduced in 1854 by his poet friend Georg
Herwegh. Wagner later called this the most important event of his life. His personal circumstances certainly made
him an easy convert to what he understood to be Schopenhauer’s philosophy, a deeply pessimistic view of the
human condition. He remained an adherent of Schopenhauer for the rest of his life.

One of Schopenhauer’s doctrines was that music held a supreme role in the arts as a direct expression of the
world’s essence, namely, blind, impulsive will. This doctrine contradicted Wagner’s view, expressed in “Opera
and Drama”, that the music in opera had to be subservient to the drama. Wagner scholars have argued that
Schopenhauer’s influence caused Wagner to assign a more commanding role to music in his later operas,
including the latter half of the Ring cycle, which he had yet to compose. Aspects of Schopenhauerian doctrine
found their way into Wagner’s subsequent libretti.

A second source of inspiration was Wagner’s infatuation with the poet-writer Mathilde Wesendonck, the wife of
the silk merchant Otto Wesendonck. Wagner met the Wesendoncks, who were both great admirers of his music,
in Zürich in 1852. From May 1853 onwards Wesendonck made several loans to Wagner to finance his household
expenses in Zürich, and in 1857 placed a cottage on his estate at Wagner’s disposal, which became known as
the Asyl (“asylum” or “place of rest”). During this period, Wagner’s growing passion for his patron’s wife inspired
him to put aside work on the Ring cycle (which was not resumed for the next twelve years) and begin work on
Tristan. While planning the opera, Wagner composed the Wesendonck Lieder, five songs for voice and piano,
setting poems by Mathilde. Two of these settings are explicitly subtitled by Wagner as “studies for Tristan und
Isolde“.

Amongst the conducting engagements that Wagner undertook for revenue during this period, he gave several
concerts in 1855 with the London Philharmonic Society, including one before Queen Victoria. The Queen enjoyed
his Tannhäuser overture and spoke with Wagner after the concert, writing of him in her diary that he was “short,
very quiet, wears spectacles & has a very finely-developed forehead, a hooked nose & projecting chin.”
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In Exile: Venice and Paris (1858–62)

Wagner in Paris, 1861

Wagner’s uneasy affair with Mathilde collapsed in 1858, when Minna intercepted a letter to Mathilde from
him. After the resulting confrontation with Minna, Wagner left Zürich alone, bound for Venice, where he rented an
apartment in the Palazzo Giustinian, while Minna returned to Germany. Wagner’s attitude to Minna had changed;
the editor of his correspondence with her, John Burk, has said that she was to him “an invalid, to be treated with
kindness and consideration, but, except at a distance, [was] a menace to his peace of mind.” Wagner continued
his correspondence with Mathilde and his friendship with her husband Otto, who maintained his financial support
of the composer. In an 1859 letter to Mathilde, Wagner wrote, half-satirically, of Tristan: “Child! This Tristan is
turning into something terrible. This final act!!!—I fear the opera will be banned … only mediocre performances
can save me! Perfectly good ones will be bound to drive people mad.”

In November 1859, Wagner once again moved to Paris to oversee production of a new revision of Tannhäuser,
staged thanks to the efforts of Princess Pauline von Metternich, whose husband was the Austrian ambassador in
Paris. The performances of the Paris Tannhäuser in 1861 were a notable fiasco. This was partly a consequence
of the conservative tastes of the Jockey Club, which organised demonstrations in the theatre to protest at the
presentation of the ballet feature in act 1 (instead of its traditional location in the second act); but the opportunity
was also exploited by those who wanted to use the occasion as a veiled political protest against the pro-Austrian
policies of Napoleon III. The work was withdrawn after the third performance and Wagner left Paris soon
after. He had sought a reconciliation with Minna during this Paris visit, and although she joined him there, the
reunion was not successful and they again parted from each other when Wagner left.

Return and Resurgence (1862–71)

The political ban that had been placed on Wagner in Germany after he had fled Dresden was fully lifted in 1862.
The composer settled in Biebrich in Prussia. Here Minna visited him for the last time: they parted
irrevocably, though Wagner continued to give financial support to her while she lived in Dresden until her death in
1866.
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Portrait of Ludwig II of Bavaria
about the time when he first
met Wagner, by Ferdinand
von Piloty, 1865

In Biebrich, Wagner at last began work on Die Meistersinger von Nürnberg, his only mature comedy. Wagner
wrote a first draft of the libretto in 1845, and he had resolved to develop it during a visit he had made to Venice
with the Wesendoncks in 1860, where he was inspired by Titian’s painting The Assumption of the
Virgin. Throughout this period (1861–64) Wagner sought to have Tristan und Isolde produced in Vienna. Despite
numerous rehearsals, the opera remained unperformed, and gained a reputation as being “impossible” to sing,
which added to Wagner’s financial problems.

Wagner’s fortunes took a dramatic upturn in 1864, when King Ludwig II succeeded to the throne of Bavaria at the
age of 18. The young king, an ardent admirer of Wagner’s operas, had the composer brought to Munich. The
King, who was homosexual, expressed in his correspondence a passionate personal adoration for the
composer, and Wagner in his responses had no scruples about counterfeiting a similar atmosphere. Ludwig
settled Wagner’s considerable debts, and proposed to stage Tristan, Die Meistersinger, the Ring, and the other
operas Wagner planned. Wagner also began to dictate his autobiography, Mein Leben, at the King’s
request. Wagner noted that his rescue by Ludwig coincided with news of the death of his earlier mentor (but later
supposed enemy) Giacomo Meyerbeer, and regretted that “this operatic master, who had done me so much
harm, should not have lived to see this day.”

After grave difficulties in rehearsal, Tristan und Isolde premiered at the National Theatre Munich on 10 June 1865,
the first Wagner opera premiere in almost 15 years. (The premiere had been scheduled for 15 May, but was
delayed by bailiffs acting for Wagner’s creditors, and also because the Isolde, Malvina Schnorr von Carolsfeld,
was hoarse and needed time to recover.) The conductor of this premiere was Hans von Bülow, whose wife,
Cosima, had given birth in April that year to a daughter, named Isolde, a child not of Bülow but of Wagner.

Cosima was 24 years younger than Wagner and was herself illegitimate, the daughter of the Countess Marie
d’Agoult, who had left her husband for Franz Liszt. Liszt initially disapproved of his daughter’s involvement with
Wagner, though nevertheless the two men were friends. The indiscreet affair scandalised Munich, and Wagner
also fell into disfavour with many leading members of the court, who were suspicious of his influence on the
King. In December 1865, Ludwig was finally forced to ask the composer to leave Munich. He apparently also
toyed with the idea of abdicating to follow his hero into exile, but Wagner quickly dissuaded him.
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Richard and Cosima
Wagner, photographed in
1872

Ludwig installed Wagner at the Villa Tribschen, beside Switzerland’s Lake Lucerne. Die Meistersinger was
completed at Tribschen in 1867, and premiered in Munich on 21 June the following year. At Ludwig’s insistence,
“special previews” of the first two works of the Ring, Das Rheingold and Die Walküre, were performed at Munich
in 1869 and 1870, but Wagner retained his dream, first expressed in “A Communication to My Friends”, to present
the first complete cycle at a special festival with a new, dedicated, opera house.

Minna had died of a heart attack on 25 January 1866 in Dresden. Wagner did not attend the funeral. Following
Minna’s death Cosima wrote to Hans von Bülow on a number of occasions asking him to grant her a divorce, but
Bülow refused to concede this. He only consented after she had two more children with Wagner; another
daughter, named Eva, after the heroine of Meistersinger, and a son Siegfried, named for the hero of the Ring. The
divorce was finally sanctioned, after delays in the legal process, by a Berlin court on 18 July 1870. Richard and
Cosima’s wedding took place on 25 August 1870. On Christmas Day of that year, Wagner arranged a surprise
performance (its premiere) of the Siegfried Idyll for Cosima’s birthday. The marriage to Cosima lasted to the end
of Wagner’s life.

Wagner, settled into his new-found domesticity, turned his energies towards completing the Ring cycle. He had
not abandoned polemics: he republished his 1850 pamphlet “Judaism in Music”, originally issued under a
pseudonym, under his own name in 1869. He extended the introduction, and wrote a lengthy additional final
section. The publication led to several public protests at early performances of Die Meistersinger in Vienna and
Mannheim.

Bayreuth (1871–76)

In 1871, Wagner decided to move to Bayreuth, which was to be the location of his new opera house. The town
council donated a large plot of land—the “Green Hill”—as a site for the theatre. The Wagners moved to the town
the following year, and the foundation stone for the Bayreuth Festspielhaus (“Festival Theatre”) was laid. Wagner
initially announced the first Bayreuth Festival, at which for the first time the Ring cycle would be presented
complete, for 1873, but since Ludwig had declined to finance the project, the start of building was delayed and the
proposed date for the festival was deferred. To raise funds for the construction, “Wagner societies” were formed
in several cities, and Wagner began touring Germany conducting concerts. By the spring of 1873, only a third of
the required funds had been raised; further pleas to Ludwig were initially ignored, but early in 1874, with the
project on the verge of collapse, the King relented and provided a loan. The full building programme included the
family home, “Wahnfried”, into which Wagner, with Cosima and the children, moved from their temporary
accommodation on 18 April 1874. The theatre was completed in 1875, and the festival scheduled for the following
year. Commenting on the struggle to finish the building, Wagner remarked to Cosima: “Each stone is red with my
blood and yours”.
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The Bayreuth Festspielhaus:
photochrom print of c. 1895

For the design of the Festspielhaus, Wagner appropriated some of the ideas of his former colleague, Gottfried
Semper, which he had previously solicited for a proposed new opera house at Munich. Wagner was responsible
for several theatrical innovations at Bayreuth; these include darkening the auditorium during performances, and
placing the orchestra in a pit out of view of the audience.

The Festspielhaus finally opened on 13 August 1876 with Das Rheingold, at last taking its place as the first
evening of the complete Ring cycle; the 1876 Bayreuth Festival therefore saw the premiere of the complete cycle,
performed as a sequence as the composer had intended. The 1876 Festival consisted of three full Ring cycles
(under the baton of Hans Richter). At the end, critical reactions ranged between that of the Norwegian composer
Edvard Grieg, who thought the work “divinely composed”, and that of the French newspaper Le Figaro, which
called the music “the dream of a lunatic”. Amongst the disillusioned were Wagner’s friend and disciple Friedrich
Nietzsche, who, having published his eulogistic essay “Richard Wagner in Bayreuth” before the festival as part of
his Untimely Meditations, was bitterly disappointed by what he saw as Wagner’s pandering to increasingly
exclusivist German nationalism; his breach with Wagner began at this time. The festival firmly established
Wagner as an artist of European, and indeed world, importance: attendees included Kaiser Wilhelm I, the
Emperor Pedro II of Brazil, Anton Bruckner, Camille Saint-Saëns and Pyotr Ilyich Tchaikovsky.

Wagner was far from satisfied with the Festival; Cosima recorded that months later, his attitude towards the
productions was “Never again, never again!” Moreover, the festival finished with a deficit of about 150,000
marks. The expenses of Bayreuth and of Wahnfried meant that Wagner still sought additional sources of income
by conducting or taking on commissions such as the Centennial March for America, for which he received $5000.

Last Years (1876–83)

Following the first Bayreuth Festival, Wagner began work on Parsifal, his final opera. The composition took four
years, much of which Wagner spent in Italy for health reasons. From 1876 to 1878 Wagner also embarked on the
last of his documented emotional liaisons, this time with Judith Gautier, whom he had met at the 1876
Festival. Wagner was also much troubled by problems of financing Parsifal, and by the prospect of the work
being performed by other theatres than Bayreuth. He was once again assisted by the liberality of King Ludwig, but
was still forced by his personal financial situation in 1877 to sell the rights of several of his unpublished works
(including the Siegfried Idyll) to the publisher Schott.

The Wagner grave in the Wahnfried
garden; in 1977 Cosima’s ashes
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were placed alongside Wagner’s
body

Wagner wrote a number of articles in his later years, often on political topics, and often reactionary in tone,
repudiating some of his earlier, more liberal, views. These include “Religion and Art” (1880) and “Heroism and
Christianity” (1881), which were printed in the journal Bayreuther Blätter, published by his supporter Hans von
Wolzogen. Wagner’s sudden interest in Christianity at this period, which infuses Parsifal, was contemporary with
his increasing alignment with German nationalism, and required on his part, and the part of his associates, “the
rewriting of some recent Wagnerian history”, so as to represent, for example, the Ring as a work reflecting
Christian ideals. Many of these later articles, including “What is German?” (1878, but based on a draft written in
the 1860s), repeated Wagner’s antisemitic preoccupations.

Wagner completed Parsifal in January 1882, and a second Bayreuth Festival was held for the new opera, which
premiered on 26 May. Wagner was by this time extremely ill, having suffered a series of increasingly severe
angina attacks. During the sixteenth and final performance of Parsifal on 29 August, he entered the pit unseen
during act 3, took the baton from conductor Hermann Levi, and led the performance to its conclusion.

After the festival, the Wagner family journeyed to Venice for the winter. Wagner died of a heart attack at the age
of 69 on 13 February 1883 at Ca’ Vendramin Calergi, a 16th-century palazzo on the Grand Canal. The legend
that the attack was prompted by argument with Cosima over Wagner’s supposedly amorous interest in the singer
Carrie Pringle, who had been a Flower-maiden in Parsifal at Bayreuth, is without credible evidence. After a
funerary gondola bore Wagner’s remains over the Grand Canal, his body was taken to Germany where it was
buried in the garden of the Villa Wahnfried in Bayreuth.

Works

Wagner’s musical output is listed by the Wagner-Werk-Verzeichnis (WWV) as comprising 113 works, including
fragments and projects.

Operas

Leitmotif associated with the horn-call of the hero
of Wagner’s opera Siegfried

Wagner’s operatic works are his primary artistic legacy. Unlike most opera composers, who generally left the task
of writing the libretto (the text and lyrics) to others, Wagner wrote his own libretti, which he referred to as “poems”.

From 1849 onwards, he urged a new concept of opera often referred to as “music drama” (although he later
rejected this term), in which all musical, poetic and dramatic elements were to be fused together—the
Gesamtkunstwerk. Wagner developed a compositional style in which the importance of the orchestra is equal to
that of the singers. The orchestra’s dramatic role in the later operas includes the use of leitmotifs, musical phrases
that can be interpreted as announcing specific characters, locales, and plot elements; their complex interweaving
and evolution illuminates the progression of the drama. These operas are still, despite Wagner’s reservations,
referred to by many writers as “music dramas”.

Early Works (to 1842)

Wagner’s earliest attempts at opera were often uncompleted. Abandoned works include a pastoral opera based
on Goethe’s Die Laune des Verliebten (The Infatuated Lover’s Caprice), written at the age of 17, Die Hochzeit
(The Wedding), on which Wagner worked in 1832, and the singspiel Männerlist größer als Frauenlist (Men are
More Cunning than Women, 1837–38). Die Feen (The Fairies, 1833) was unperformed in the composer’s
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lifetime and Das Liebesverbot (The Ban on Love, 1836) was withdrawn after its first performance. Rienzi (1842)
was Wagner’s first opera to be successfully staged. The compositional style of these early works was
conventional—the relatively more sophisticated Rienzi showing the clear influence of Grand Opera à la Spontini
and Meyerbeer—and did not exhibit the innovations that would mark Wagner’s place in musical history. Later in
life, Wagner said that he did not consider these works to be part of his oeuvre; none of them has ever been
performed at the Bayreuth Festival, and they have been performed only rarely in the last hundred years (although
the overture to Rienzi is an occasional concert piece). Die Feen, Das Liebesverbot and Rienzi were performed at
both Leipzig and Bayreuth in 2013 to mark the composer’s bicentenary.

“Romantic operas” (1843–51)

Opening of overture to Der
fliegende Holländer in
Wagner’s hand and with his
notes to the publisher

Wagner’s middle stage output began with Der fliegende Holländer (The Flying Dutchman, 1843), followed by
Tannhäuser (1845) and Lohengrin (1850). These three operas are sometimes referred to as Wagner’s “romantic
operas”. They reinforced the reputation, among the public in Germany and beyond, that Wagner had begun to
establish with Rienzi. Although distancing himself from the style of these operas from 1849 onwards, he
nevertheless reworked both Der fliegende Holländer and Tannhäuser on several occasions. These three operas
are considered to represent a significant developmental stage in Wagner’s musical and operatic maturity as
regards thematic handling, portrayal of emotions and orchestration. They are the earliest works included in the
Bayreuth canon, the mature operas that Cosima staged at the Bayreuth Festival after Wagner’s death in
accordance with his wishes. All three (including the differing versions of Der fliegende Holländer and Tannhäuser)
continue to be regularly performed throughout the world, and have been frequently recorded. They were also the
operas by which his fame spread during his lifetime.
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“Music dramas” (1851–82)

Starting the Ring

Brünnhilde the Valkyrie, as
illustrated by Arthur Rackham
(1910)

Wagner’s late dramas are considered his masterpieces. Der Ring des Nibelungen, commonly referred to as the
Ring or “Ring cycle”, is a set of four operas based loosely on figures and elements of Germanic
mythology—particularly from the later Norse mythology—notably the Old Norse Poetic Edda and Volsunga Saga,
and the Middle High German Nibelungenlied. Wagner specifically developed the libretti for these operas
according to his interpretation of Stabreim, highly alliterative rhyming verse-pairs used in old Germanic
poetry. They were also influenced by Wagner’s concepts of ancient Greek drama, in which tetralogies were a
component of Athenian festivals, and which he had amply discussed in his essay “Oper und Drama”.

The first two components of the Ring cycle were Das Rheingold (The Rhinegold), which was completed in 1854,
and Die Walküre (The Valkyrie), which was finished in 1856. In Das Rheingold, with its “relentlessly talky ‘realism’
[and] the absence of lyrical ‘numbers‘ “, Wagner came very close to the musical ideals of his 1849–51 essays. Die
Walküre, which contains what is virtually a traditional aria (Siegmund’s Winterstürme in the first act), and the
quasi-choral appearance of the Valkyries themselves, shows more “operatic” traits, but has been assessed by
Barry Millington as “the music drama that most satisfactorily embodies the theoretical principles of ‘Oper und
Drama’… A thoroughgoing synthesis of poetry and music is achieved without any notable sacrifice in musical
expression.”

Tristan und Isolde and Die Meistersinger

While composing the opera Siegfried, the third part of the Ring cycle, Wagner interrupted work on it and between
1857 and 1864 wrote the tragic love story Tristan und Isolde and his only mature comedy Die Meistersinger von
Nürnberg (The Mastersingers of Nuremberg), two works that are also part of the regular operatic canon.
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Franz Betz, who created the
role of Hans Sachs in Die
Meistersinger, and sang
Wotan in the first complete
Ring cycle

Tristan is often granted a special place in musical history; many see it as the beginning of the move away from
conventional harmony and tonality and consider that it lays the groundwork for the direction of classical music in
the 20th century.Wagner felt that his musico-dramatical theories were most perfectly realised in this work with its
use of “the art of transition” between dramatic elements and the balance achieved between vocal and orchestral
lines. Completed in 1859, the work was given its first performance in Munich, conducted by Bülow, in June 1865.

Die Meistersinger was originally conceived by Wagner in 1845 as a sort of comic pendant to Tannhäuser. Like
Tristan, it was premiered in Munich under the baton of Bülow, on 21 June 1868, and became an immediate
success. Barry Millington describes Meistersinger as “a rich, perceptive music drama widely admired for its warm
humanity”; but because of its strong German nationalist overtones, it is also cited by some as an example of
Wagner’s reactionary politics and antisemitism.

Completing the Ring

When Wagner returned to writing the music for the last act of Siegfried and for Götterdämmerung (Twilight of the
Gods), as the final part of the Ring, his style had changed once more to something more recognisable as
“operatic” than the aural world of Rheingold and Walküre, though it was still thoroughly stamped with his own
originality as a composer and suffused with leitmotifs. This was in part because the libretti of the four Ring operas
had been written in reverse order, so that the book for Götterdämmerung was conceived more “traditionally” than
that of Rheingold; still, the self-imposed strictures of the Gesamtkunstwerk had become relaxed. The differences
also result from Wagner’s development as a composer during the period in which he wrote Tristan, Meistersinger
and the Paris version of Tannhäuser. From act 3 of Siegfried onwards, the Ring becomes more chromatic
melodically, more complex harmonically and more developmental in its treatment of leitmotifs.

Wagner took 26 years from writing the first draft of a libretto in 1848 until he completed Götterdämmerung in
1874. The Ring takes about 15 hours to perform and is the only undertaking of such size to be regularly
presented on the world’s stages.

Parsifal

Wagner’s final opera, Parsifal (1882), which was his only work written especially for his Bayreuth Festspielhaus
and which is described in the score as a “Bühnenweihfestspiel” (“festival play for the consecration of the stage”),
has a storyline suggested by elements of the legend of the Holy Grail. It also carries elements of Buddhist
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renunciation suggested by Wagner’s readings of Schopenhauer. Wagner described it to Cosima as his “last
card”. It remains controversial because of its treatment of Christianity, its eroticism, and its expression, as
perceived by some commentators, of German nationalism and antisemitism. Despite the composer’s own
description of the opera to King Ludwig as “this most Christian of works”, Ulrike Kienzle has commented that
“Wagner’s turn to Christian mythology, upon which the imagery and spiritual contents of Parsifal rest, is
idiosyncratic and contradicts Christian dogma in many ways.”Musically the opera has been held to represent a
continuing development of the composer’s style, and Barry Millington describes it as “a diaphanous score of
unearthly beauty and refinement”.

Non-operatic music

André Gill suggesting that
Wagner’s music was ear-
splitting. Cover of L’Éclipse
18 April 1869

Apart from his operas, Wagner composed relatively few pieces of music. These include a symphony in C major
(written at the age of 19), the Faust Overture (the only completed part of an intended symphony on the subject),
some overtures, and choral and piano pieces. His most commonly performed work that is not an extract from an
opera is the Siegfried Idyll for chamber orchestra, which has several motifs in common with the Ring cycle. The
Wesendonck Lieder are also often performed, either in the original piano version, or with orchestral
accompaniment. More rarely performed are the American Centennial March (1876), and Das Liebesmahl der
Apostel (The Love Feast of the Apostles), a piece for male choruses and orchestra composed in 1843 for the city
of Dresden.

After completing Parsifal, Wagner expressed his intention to turn to the writing of symphonies, and several
sketches dating from the late 1870s and early 1880s have been identified as work towards this end. The
overtures and certain orchestral passages from Wagner’s middle and late-stage operas are commonly played as
concert pieces. For most of these, Wagner wrote or rewrote short passages to ensure musical coherence. The
“Bridal Chorus” from Lohengrin is frequently played as the bride’s processional wedding march in English-
speaking countries.

Prose writings

Wagner was an extremely prolific writer, authoring numerous books, poems, and articles, as well as voluminous
correspondence. His writings covered a wide range of topics, including autobiography, politics, philosophy, and
detailed analyses of his own operas.

Wagner planned for a collected edition of his publications as early as 1865; he believed that such an edition would
help the world understand his intellectual development and artistic aims. The first such edition was published
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between 1871 and 1883, but was doctored to suppress or alter articles that were an embarrassment to him (e.g.
those praising Meyerbeer), or by altering dates on some articles to reinforce Wagner’s own account of his
progress. Wagner’s autobiography Mein Leben was originally published for close friends only in a very small
edition (15–18 copies per volume) in four volumes between 1870 and 1880. The first public edition (with many
passages suppressed by Cosima) appeared in 1911; the first attempt at a full edition (in German) appeared in
1963.

There have been modern complete or partial editions of Wagner’s writings, including a centennial edition in
German edited by Dieter Borchmeyer (which, however, omitted the essay “Das Judenthum in der Musik” and
Mein Leben). The English translations of Wagner’s prose in eight volumes by W. Ashton Ellis (1892–99) are still
in print and commonly used, despite their deficiencies. A complete edition of Wagner’s correspondence,
estimated to amount to between 10,000 and 12,000 items, is still under way under the supervision of the Institute
for Music Research at the University of Würzburg. As of November 2014, 21 volumes have appeared, covering
the period to 1870.

Influence and Legacy

Influence on music

Wagner’s later musical style introduced new ideas in harmony, melodic process (leitmotif) and operatic structure.
Notably from Tristan und Isolde onwards, he explored the limits of the traditional tonal system, which gave keys
and chords their identity, pointing the way to atonality in the 20th century. Some music historians date the
beginning of modern classical music to the first notes of Tristan, which include the so-called Tristan chord.

Gustav Mahler

Wagner inspired great devotion. For a long period, many composers were inclined to align themselves with or
against Wagner’s music. Anton Bruckner and Hugo Wolf were greatly indebted to him, as were César Franck,
Henri Duparc, Ernest Chausson, Jules Massenet, Richard Strauss, Alexander von Zemlinsky, Hans Pfitzner and
numerous others. Gustav Mahler was devoted to Wagner and his music; aged 15, he sought him out on his 1875
visit to Vienna, became a renowned Wagner conductor, and his compositions are seen by Richard Taruskin as
extending Wagner’s “maximalization” of “the temporal and the sonorous” in music to the world of the
symphony. The harmonic revolutions of Claude Debussy and Arnold Schoenberg (both of whose oeuvres contain
examples of tonal and atonal modernism) have often been traced back to Tristan and Parsifal. The Italian form of
operatic realism known as verismo owed much to the Wagnerian concept of musical form.

Wagner made a major contribution to the principles and practice of conducting. His essay “About Conducting”
(1869) advanced Hector Berlioz’s technique of conducting and claimed that conducting was a means by which a
musical work could be re-interpreted, rather than simply a mechanism for achieving orchestral unison. He
exemplified this approach in his own conducting, which was significantly more flexible than the disciplined
approach of Mendelssohn; in his view this also justified practices that would today be frowned upon, such as the
rewriting of scores. Wilhelm Furtwängler felt that Wagner and Bülow, through their interpretative approach,
inspired a whole new generation of conductors (including Furtwängler himself).
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Amongst those claiming inspiration from Wagner’s music are the German band Rammstein, and the electronic
composer Klaus Schulze, whose 1975 album Timewind consists of two 30-minute tracks, Bayreuth Return and
Wahnfried 1883. Joey DeMaio of the band Manowar has described Wagner as “The father of heavy metal”. The
Slovenian group Laibach created the 2009 suite VolksWagner, using material from Wagner’s operas. Phil
Spector’s Wall of Sound recording technique was, it has been claimed, heavily influenced by Wagner.

Influence on Literature, Philosophy and the Visual Arts

Friedrich Nietzsche

Wagner’s influence on literature and philosophy is significant. Millington has commented:

[Wagner’s] protean abundance meant that he could inspire the use of literary motif in many a novel
employing interior monologue; … the Symbolists saw him as a mystic hierophant; the Decadents found
many a frisson in his work.

Friedrich Nietzsche was a member of Wagner’s inner circle during the early 1870s, and his first published work,
The Birth of Tragedy, proposed Wagner’s music as the Dionysian “rebirth” of European culture in opposition to
Apollonian rationalist “decadence”. Nietzsche broke with Wagner following the first Bayreuth Festival, believing
that Wagner’s final phase represented a pandering to Christian pieties and a surrender to the new German Reich.
Nietzsche expressed his displeasure with the later Wagner in “The Case of Wagner” and “Nietzsche contra
Wagner”.

Charles Baudelaire, Stéphane Mallarmé and Paul Verlaine worshipped Wagner.Édouard Dujardin, whose
influential novel Les Lauriers sont coupés is in the form of an interior monologue inspired by Wagnerian music,
founded a journal dedicated to Wagner, La Revue Wagnérienne, to which J. K. Huysmans and Téodor de
Wyzewa contributed. In a list of major cultural figures influenced by Wagner, Bryan Magee includes D. H.
Lawrence, Aubrey Beardsley, Romain Rolland, Gérard de Nerval, Pierre-Auguste Renoir, Rainer Maria Rilke and
numerous others.

In the 20th century, W. H. Auden once called Wagner “perhaps the greatest genius that ever lived”, while Thomas
Mann and Marcel Proust were heavily influenced by him and discussed Wagner in their novels. He is also
discussed in some of the works of James Joyce. Wagnerian themes inhabit T. S. Eliot’s The Waste Land, which
contains lines from Tristan und Isolde and Götterdämmerung and Verlaine’s poem on Parsifal.

Many of Wagner’s concepts, including his speculation about dreams, predated their investigation by Sigmund
Freud. Wagner had publicly analysed the Oedipus myth before Freud was born in terms of its psychological
significance, insisting that incestuous desires are natural and normal, and perceptively exhibiting the relationship
between sexuality and anxiety. Georg Groddeck considered the Ring as the first manual of psychoanalysis.
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Influence on Cinema

Wagner’s concept of the use of leitmotifs and the integrated musical expression which they can enable has
influenced many 20th and 21st century film scores. The critic Theodor Adorno has noted that the Wagnerian
leitmotif “leads directly to cinema music where the sole function of the leitmotif is to announce heroes or situations
so as to allow the audience to orient itself more easily”. Amongst film scores citing Wagnerian themes are Francis
Ford Coppola’s Apocalypse Now, which features a version of the Ride of the Valkyries, Trevor Jones’s soundtrack
to John Boorman’s film Excalibur, and the 2011 films A Dangerous Method (dir. David Cronenberg) and
Melancholia (dir. Lars von Trier). Hans-Jürgen Syberberg’s 1977 film Hitler: A Film from Germany’s visual style
and set design are strongly inspired by Der Ring des Nibelungen, musical excerpts from which are frequently
used in the film’s soundtrack.

Opponents and supporters

Eduard Hanslick

Not all reaction to Wagner was positive. For a time, German musical life divided into two factions, supporters of
Wagner and supporters of Johannes Brahms; the latter, with the support of the powerful critic Eduard Hanslick (of
whom Beckmesser in Meistersinger is in part a caricature) championed traditional forms and led the conservative
front against Wagnerian innovations. They were supported by the conservative leanings of some German music
schools, including the conservatories at Leipzig under Ignaz Moscheles and at Cologne under the direction of
Ferdinand Hiller. Another Wagner detractor was the French composer Charles-Valentin Alkan, who wrote to Hiller
after attending Wagner’s Paris concert on 25 January 1860 at which Wagner conducted the overtures to Der
fliegende Holländer and Tannhäuser, the preludes to Lohengrin and Tristan und Isolde, and six other extracts
from Tannhäuser and Lohengrin: “I had imagined that I was going to meet music of an innovative kind but was
astonished to find a pale imitation of Berlioz… I do not like all the music of Berlioz while appreciating his
marvellous understanding of certain instrumental effects… but here he was imitated and caricatured… Wagner is
not a musician, he is a disease.”

Even those who, like Debussy, opposed Wagner (“this old poisoner”) could not deny his influence. Indeed,
Debussy was one of many composers, including Tchaikovsky, who felt the need to break with Wagner precisely
because his influence was so unmistakable and overwhelming. “Golliwogg’s Cakewalk” from Debussy’s
Children’s Corner piano suite contains a deliberately tongue-in-cheek quotation from the opening bars of
Tristan. Others who proved resistant to Wagner’s operas included Gioachino Rossini, who said “Wagner has
wonderful moments, and dreadful quarters of an hour.” In the 20th century Wagner’s music was parodied by Paul
Hindemith and Hanns Eisler, among others.

Wagner’s followers (known as Wagnerians or Wagnerites) have formed many societies dedicated to Wagner’s life
and work.
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Film and Stage Portrayals

Wagner has been the subject of many biographical films. The earliest was a silent film made by Carl Froelich in
1913 and featured in the title role the composer Giuseppe Becce, who also wrote the score for the film (as
Wagner’s music, still in copyright, was not available). Amongst other film portrayals of Wagner are: Alan Badel in
Magic Fire (1955); Lyndon Brook in Song Without End (1960); Trevor Howard in Ludwig (1972); Paul Nicholas in
Lisztomania (1975); and Richard Burton in Wagner (1983).

Jonathan Harvey’s opera Wagner Dream (2007) intertwines the events surrounding Wagner’s death with the story
of Wagner’s uncompleted opera outline Die Sieger (The Victors).

Bayreuth Festival

Since Wagner’s death, the Bayreuth Festival, which has become an annual event, has been successively directed
by his widow, his son Siegfried, the latter’s widow Winifred Wagner, their two sons Wieland and Wolfgang
Wagner, and, presently, two of the composer’s great-granddaughters, Eva Wagner-Pasquier and Katharina
Wagner. Since 1973, the festival has been overseen by the Richard-Wagner-Stiftung (Richard Wagner
Foundation), the members of which include a number of Wagner’s descendants.

Controversies

Wagner’s operas, writings, politics, beliefs and unorthodox lifestyle made him a controversial figure during his
lifetime. Following his death, debate about his ideas and their interpretation, particularly in Germany during the
20th century, has continued.

Racism and Antisemitism

Caricature of Wagner by Karl
Clic in the Viennese satirical
magazine, Humoristische
Blätter (1873). The
exaggerated features refer to
rumours of Wagner’s Jewish
ancestry.

Wagner’s writings on the Jews corresponded to some existing trends of thought in Germany during the 19th
century; however, despite his very public views on these themes, throughout his life Wagner had Jewish friends,
colleagues and supporters. There have been frequent suggestions that antisemitic stereotypes are represented in
Wagner’s operas. The characters of Mime in the Ring, Sixtus Beckmesser in Die Meistersinger, and Klingsor in
Parsifal are sometimes claimed as Jewish representations, though they are not identified as such in the librettos
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of these operas. The topic of Wagner and the Jews is further complicated by allegations, which may have been
credited by Wagner, that he himself was of Jewish ancestry, via his supposed father Geyer.

Some biographers have asserted that Wagner in his final years came to believe in the racialist philosophy of
Arthur de Gobineau, notably Gobineau’s belief that Western society was doomed because of miscegenation
between “superior” and “inferior” races. According to Robert Gutman, this theme is reflected in the opera
Parsifal. Other biographers (such as Lucy Beckett) believe that this is not true, as the original drafts of the story
date back to 1857 and Wagner had completed the libretto for Parsifal by 1877; but he displayed no significant
interest in Gobineau until 1880.

Other Interpretations

Wagner’s ideas are amenable to socialist interpretations; many of his ideas on art were being formulated at the
time of his revolutionary inclinations in the 1840s. Thus, for example, George Bernard Shaw wrote in The Perfect
Wagnerite (1883):

[Wagner’s] picture of Niblunghome under the reign of Alberic is a poetic vision of unregulated industrial
capitalism as it was made known in Germany in the middle of the 19th century by Engels’s book “The
Condition of the Working Class in England”.

Left-wing interpretations of Wagner also inform the writings of Theodor Adorno among other Wagner
critics. Walter Benjamin gave Wagner as an example of “bourgeois false consciousness”, alienating art from its
social context.

The writer Robert Donington has produced a detailed, if controversial, Jungian interpretation of the Ring cycle,
described as “an approach to Wagner by way of his symbols”, which, for example, sees the character of the
goddess Fricka as part of her husband Wotan’s “inner femininity”. Millington notes that Jean-Jacques Nattiez has
also applied psychoanalytical techniques in an evaluation of Wagner’s life and works.

Nazi Appropriation

Adolf Hitler was an admirer of Wagner’s music and saw in his operas an embodiment of his own vision of the
German nation; in a 1922 speech he claimed that Wagner’s works glorified “the heroic Teutonic nature …
Greatness lies in the heroic.” Hitler visited Bayreuth frequently from 1923 onwards and attended the productions
at the theatre. There continues to be debate about the extent to which Wagner’s views might have influenced
Nazi thinking. Houston Stewart Chamberlain (1855–1927), who married Wagner’s daughter Eva in 1908 but
never met Wagner, was the author of the racist book The Foundations of the Nineteenth Century, approved by
the Nazi movement. He met Hitler on a number of occasions between 1923 and 1927 in Bayreuth, but cannot
credibly be regarded as a conduit of Wagner’s own views. The Nazis used those parts of Wagner’s thought that
were useful for propaganda and ignored or suppressed the rest.

While Bayreuth presented a useful front for Nazi culture, and Wagner’s music was used at many Nazi events, the
Nazi hierarchy as a whole did not share Hitler’s enthusiasm for Wagner’s operas and resented attending these
lengthy epics at Hitler’s insistence.

Guido Fackler has researched evidence that indicates that it is possible that Wagner’s music was used at the
Dachau concentration camp in 1933–34 to “reeducate” political prisoners by exposure to “national music”. There
seems to be no evidence to support claims, sometimes made, that his music was played at Nazi death camps
during the Second World War.

Because of the associations of Wagner with antisemitism and Nazism, the performance of his music in the State
of Israel has been a source of controversy.
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Richard Georg StraussRichard Georg Strauss

Richard Georg StraussRichard Georg Strauss (11 June 1864 – 8 September 1949) was a leading German composer of the late
Romantic and early modern eras. He is known for his operas, which include Der Rosenkavalier and Salome;
his lieder, especially his Four Last Songs; and his tone poems Death and Transfiguration, Till Eulenspiegel’s
Merry Pranks, Also sprach Zarathustra, An Alpine Symphony, and other orchestral works, such as
Metamorphosen. Strauss was also a prominent conductor throughout Germany and Austria.

Strauss, along with Gustav Mahler, represents the late flowering of German Romanticism after Richard
Wagner, in which pioneering subtleties of orchestration are combined with an advanced harmonic style.

Early life and family

Strauss age 22

Strauss was born on 11 June 1864 in Munich, the son of Franz Strauss, who was the principal horn player at the
Court Opera in Munich. In his youth, he received a thorough musical education from his father. He wrote his first
composition at the age of six, and continued to write music almost until his death.
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During his boyhood Strauss attended orchestra rehearsals of the Munich Court Orchestra (now the Bavarian
State Orchestra), and he also received private instruction in music theory and orchestration from an assistant
conductor there. In 1872 he started receiving violin instruction at the Royal School of Music from Benno Walter,
his father’s cousin. In 1874 Strauss heard his first Wagner operas, Lohengrin and Tannhäuser. The influence of
Wagner’s music on Strauss’s style was to be profound, but at first his musically conservative father forbade him to
study it. Indeed, in the Strauss household, the music of Richard Wagner was viewed with deep suspicion, and it
was not until the age of 16 that Strauss was able to obtain a score of Tristan und Isolde. In later life, Strauss said
that he deeply regretted the conservative hostility to Wagner’s progressive works. Nevertheless, Strauss’s father
undoubtedly had a crucial influence on his son’s developing taste, not least in Strauss’s abiding love for the horn.

In early 1882 in Vienna he gave the first performance of his Violin Concerto in D minor, playing a piano reduction
of the orchestral part himself, with his teacher and “cousin” Benno Walter as soloist. The same year he entered
Ludwig Maximilian University of Munich, where he studied Philosophy and Art History, but not music. He left a
year later to go to Berlin, where he studied briefly before securing a post as assistant conductor to Hans von
Bülow, who had been enormously impressed by the young composer’s Serenade for wind instruments, composed
when he was only 16 years of age. Strauss learned the art of conducting by observing Bülow in rehearsal. Bülow
was very fond of the young man and decided that Strauss should be his successor as conductor of the Meiningen
orchestra when Bülow resigned in 1885. Strauss’s compositions at this time were indebted to the style of Robert
Schumann or Felix Mendelssohn, true to his father’s teachings. His Horn Concerto No. 1, Op. 11, is
representative of this period and is a staple of modern horn repertoire.

Strauss married soprano Pauline de Ahna on 10 September 1894. She was famous for being irascible, garrulous,
eccentric and outspoken, but the marriage, to all appearances, was essentially happy and she was a great source
of inspiration to him. Throughout his life, from his earliest songs to the final Four Last Songs of 1948, he preferred
the soprano voice to all others, and all his operas contain important soprano roles.

The Strausses had one son, Franz, in 1897. Franz married Alice von Grab, a Jewish woman, in a Catholic
ceremony in 1924. Franz and Alice had two sons, Richard and Christian.

Career as Composer

Solo and chamber works

Some of Strauss’s first compositions were solo and chamber works. These pieces include: early compositions for
piano solo in a conservative harmonic style, many of which are lost; a string quartet (opus 2); a cello sonata; a
piano quartet; Violin Sonata in E flat (1888); as well as a handful of late pieces.

After 1890 Strauss composed very infrequently for chamber groups, his energies being almost completely
absorbed with large-scale orchestral works and operas. Four of his chamber pieces are actually arrangements of
portions of his operas, including the Daphne-Etude for solo violin, and the string Sextet which is the overture to
his final opera Capriccio. His last independent chamber work, an Allegretto in E for violin and piano, dates from
1940.
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Tone poems and other orchestral works

Strauss with his wife and son, 1910

Strauss’s style began to truly develop and change when, in 1885, he met Alexander Ritter, a noted composer and
violinist, and the husband of one of Richard Wagner’s nieces. It was Ritter who persuaded Strauss to abandon
the conservative style of his youth, and begin writing tone poems. He also introduced Strauss to the essays of
Richard Wagner and the writings of Arthur Schopenhauer. Strauss went on to conduct one of Ritter’s operas, and
at Strauss’s request Ritter later wrote a poem describing the events depicted in Strauss’s tone poem Death and
Transfiguration.

The new influences from Ritter resulted in what is widely regarded as Strauss’s first piece to show his mature
personality, the tone poem Don Juan (1888), which displays a new kind of virtuosity in its bravura orchestral
manner. Strauss went on to write a series of increasingly ambitious tone poems: Death and Transfiguration
(1889), Till Eulenspiegel’s Merry Pranks (1895), Thus Spoke Zarathustra (1896), Don Quixote (1897), Ein
Heldenleben (1898), Symphonia Domestica (1903) and An Alpine Symphony (1911–1915). One commentator
has observed of these works that “no orchestra could exist without his tone poems, written to celebrate the glories
of the post-Wagnerian symphony orchestra.”

James Hepokoski notes a shift in Strauss’s technique in the tone poems, occurring between 1892 and 1893. It
was after this point that Strauss rejected the philosophy of Schopenhauer, and began more forcefully critiquing
the institution of the symphony and the symphonic poem, thereby differentiating the second cycle of tone poems
from the first.

Solo instrument with orchestra

Strauss’s output of works for solo instrument or instruments with orchestra was fairly extensive. The most famous
include two concertos for horn, which are still part of the standard repertoire of most horn soloists; a Violin
Concerto in D minor; the Burleske for piano and orchestra; the tone poem Don Quixote for cello, viola and
orchestra; the well-known late Oboe Concerto in D major; and the Duet-Concertino for bassoon, clarinet and
orchestra, which was one of his last works (1947).

Opera

Around the end of the 19th century, Strauss turned his attention to opera. His first two attempts in the genre,
Guntram (1894) and Feuersnot (1901), were controversial works: Guntram was the first significant critical failure
of Strauss’s career, and Feuersnot was considered obscene by some critics.
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Richard Strauss engraved by
Ferdinand Schmutzer (1922)

In 1905, Strauss produced Salome, a somewhat dissonant modernist opera based on the play by Oscar Wilde,
which produced a passionate reaction from audiences. The premiere was a major success, with the artists taking
more than 38 curtain calls. Many later performances of the opera were also successful, not only with the general
public but also with Strauss’s peers: Maurice Ravel said that Salome was “stupendous”, and Mahler described it
as “a live volcano, a subterranean fire”.Strauss reputedly financed his house in Garmisch-Partenkirchen
completely from the revenues generated by the opera.

Strauss’s next opera was Elektra (1909), which took his use of dissonance even further, in particular with the
Elektra chord. Elektra was also the first opera in which Strauss collaborated with the poet Hugo von
Hofmannsthal. The two subsequently worked together on numerous occasions. For his later works with
Hofmannsthal, Strauss moderated his harmonic language: he used a more lush, melodic late-Romantic style
based on Wagnerian chromatic harmonies that he had used in his tone poems, with much less dissonance, and
exhibiting immense virtuosity in orchestral writing and tone color. This resulted in operas such as Der
Rosenkavalier (1911) having great public success. Strauss continued to produce operas at regular intervals until
1942. With Hofmannsthal he created Ariadne auf Naxos (1912), Die Frau ohne Schatten (1918), Die ägyptische
Helena (1927), and Arabella (1932). For Intermezzo (1923) Strauss provided his own libretto. Die schweigsame
Frau (1934), was composed with Stefan Zweig as librettist; Friedenstag (1935–6) and Daphne (1937) both had a
libretto by Joseph Gregor and Stefan Zweig; and Die Liebe der Danae (1940) was with Joseph Gregor. Strauss’s
final opera, Capriccio (1942), had a libretto by Clemens Krauss, although the genesis for it came from Stefan
Zweig and Joseph Gregor.

According to statistics compiled by Operabase, in number of operas performed worldwide over the five seasons
from 2008/09 to 2012/13, Strauss was the second most-performed 20th-century opera composer; Puccini was the
first and Benjamin Britten the third. Strauss tied with Handel as the eighth most-performed opera composer from
any century over those five seasons. Over the five seasons from 2008/09 to 2012/13, Strauss’s top five most-
performed operas were Salome, Ariadne auf Naxos, Der Rosenkavalier, Elektra, and Die Frau ohne Schatten.

Lieder and Choral

All his life Strauss produced Lieder. The Four Last Songs are among his best known, along with Zueignung,
Cäcilie, Morgen!, Allerseelen, and others. In 1948, Strauss wrote his last work, the Four Last Songs for soprano
and orchestra. He reportedly composed them with Kirsten Flagstad in mind, and she gave the first performance,
which was recorded. Strauss’s songs have always been popular with audiences and performers, and are
generally considered by musicologists—along with many of his other compositions—to be masterpieces.
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Strauss in Nazi Germany

Reichsmusikkammer

In March 1933, when Strauss was 68, Adolf Hitler and the Nazi Party rose to power. Strauss never joined the Nazi
party, and studiously avoided Nazi forms of greeting. For reasons of expediency, however, he was initially drawn
into cooperating with the early Nazi regime in the hope that Hitler—an ardent Wagnerian and music lover who had
admired Strauss’s work since viewing Salome in 1907—would promote German art and culture. Strauss’s need to
protect his Jewish daughter-in-law and Jewish grandchildren also motivated his behavior, in addition to his
determination to preserve and conduct the music of banned composers such as Mahler and Debussy.

In 1933, Strauss wrote in his private notebook:
I consider the Streicher-Goebbels Jew-baiting as a disgrace to German honour, as evidence of
incompetence—the basest weapon of untalented, lazy mediocrity against a higher intelligence and greater
talent.

Meanwhile, far from being an admirer of Strauss’s work, Joseph Goebbels maintained expedient cordiality with
Strauss only for a period. Goebbels wrote in his diary:

Unfortunately we still need him, but one day we shall have our own music and then we shall have no further
need of this decadent neurotic.

Strauss was on the cover of
TIME in 1927 and (here)
1938

Nevertheless, because of Strauss’s international eminence, in November 1933 he was appointed to the post of
president of the newly founded Reichsmusikkammer, the State Music Bureau. Strauss, who had lived through
numerous political regimes and had no interest in politics, decided to accept the position but to remain apolitical, a
decision which would eventually become untenable. He wrote to his family, “I made music under the Kaiser, and
under Ebert. I’ll survive under this one as well.” In 1935 he wrote in his journal:

In November of 1933, the minister Goebbels nominated me president of the Reichsmusikkammer without
obtaining my prior agreement. I was not consulted. I accepted this honorary office because I hoped that I
would be able to do some good and prevent worse misfortunes, if from now onwards German musical life
were going to be, as it was said, “reorganized” by amateurs and ignorant place-seekers.

Strauss privately scorned Goebbels and called him “a pipsqueak.” However, in 1933 he dedicated an orchestral
song, Das Bächlein (“The Little Brook”), to Goebbels, in order to gain his cooperation in extending German music
copyright laws from 30 years to 50 years.

Strauss attempted to ignore Nazi bans on performances of works by Debussy, Mahler, and Mendelssohn. He also
continued to work on a comic opera, Die schweigsame Frau, with his Jewish friend and librettist Stefan Zweig.
When the opera was premiered in Dresden in 1935, Strauss insisted that Zweig’s name appear on the theatrical
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billing, much to the ire of the Nazi regime. Hitler and Goebbels avoided attending the opera, and it was halted
after three performances and subsequently banned by the Third Reich.

On 17 June 1935, Strauss wrote a letter to Stefan Zweig, in which he stated:
Do you believe I am ever, in any of my actions, guided by the thought that I am ‘German’? Do you suppose
Mozart was consciously ‘Aryan’ when he composed? I recognise only two types of people: those who have
talent and those who have none.

This letter to Zweig was intercepted by the Gestapo and sent to Hitler. Strauss was subsequently dismissed from
his post as Reichsmusikkammer president in 1935. The 1936 Berlin Summer Olympics nevertheless used
Strauss’s Olympische Hymne, which he had composed in 1934. Strauss’s seeming relationship with the Nazis in
the 1930s attracted criticism from some noted musicians, including Arturo Toscanini, who in 1933 had said, “To
Strauss the composer I take off my hat; to Strauss the man I put it back on again,” when Strauss had accepted
the presidency of the Reichsmusikkammer. Much of Strauss’s motivation in his conduct during the Third Reich
was, however, to protect his Jewish daughter-in-law Alice and his Jewish grandchildren from persecution. Both of
his grandsons were bullied at school, but Strauss used his considerable influence to prevent the boys or their
mother being sent to concentration camps.

Friedenstag

In 1938, when the entire nation was preparing for war, Strauss created Friedenstag (Peace Day), a one-act opera
set in a besieged fortress during the Thirty Years’ War. The work is essentially a hymn to peace and a thinly
veiled criticism of the Third Reich. With its contrasts between freedom and enslavement, war and peace, light and
dark, this work has a close affinity with Beethoven’s Fidelio. Productions of the opera ceased shortly after the
outbreak of war in 1939.

Strauss at Garmisch in 1938

When his Jewish daughter-in-law Alice was placed under house arrest in Garmisch-Partenkirchen in 1938,
Strauss used his connections in Berlin, including opera-house General Intendant Heinz Tietjen, to secure her
safety. He drove to the Theresienstadt concentration camp in order to argue, albeit unsuccessfully, for the release
of his son Franz’s Jewish mother-in-law, Marie von Grab. Strauss also wrote several letters to the SS pleading for
the release of her children who were also held in camps; his letters were ignored.

In 1942, Strauss moved with his family back to Vienna, where Alice and her children could be protected by Baldur
von Schirach, the Gauleiter of Vienna. However, Strauss was unable to protect his Jewish relatives completely; in
early 1944, while Strauss was away, Alice and his son Franz were abducted by the Gestapo and imprisoned for
two nights. Strauss’s personal intervention at this point saved them, and he was able to take them back to
Garmisch, where the two remained under house arrest until the end of the war.

Metamorphosen

Strauss completed the composition of Metamorphosen, a work for 23 solo strings, in 1945. The title and
inspiration for the work comes from a profoundly self-examining poem by Goethe, which Strauss had considered
setting as a choral work. Generally regarded as one of the masterpieces of the string repertoire, Metamorphosen
contains Strauss’s most sustained outpouring of tragic emotion. Conceived and written during the blackest days
of World War II, the piece expresses Strauss’s mourning of, among other things, the destruction of German
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culture—including the bombing of every great opera house in the nation. At the end of the war, Strauss wrote in
his private diary:

The most terrible period of human history is at an end, the twelve year reign of bestiality, ignorance and anti-
culture under the greatest criminals, during which Germany’s 2000 years of cultural evolution met its doom.

In April 1945, Strauss was apprehended by American soldiers at his Garmisch estate. As he descended the
staircase he announced to Lieutenant Milton Weiss of the U.S. Army, “I am Richard Strauss, the composer of
Rosenkavalier and Salome.” Lt. Weiss, who was also a musician, nodded in recognition. An “Off Limits” sign was
subsequently placed on the lawn to protect Strauss. The American oboist John de Lancie, who knew Strauss’s
orchestral writing for oboe thoroughly, was in the army unit, and asked Strauss to compose an oboe concerto.
Initially dismissive of the idea, Strauss completed this late work, his Oboe Concerto, before the end of the year.

Last works

The metaphor “Indian Summer” is often used by journalists, biographers, and music critics to describe Strauss’s
late creative upsurge from 1942 to the end of his life. The events of World War II seemed to bring the
composer—who had grown old, tired, and a little jaded—into focus. The major works of the last years of
Strauss’s life, written in his late 70s and 80s, include, among others, his Horn Concerto No. 2, Metamorphosen,
his Oboe Concerto, and his Four Last Songs.

The Four Last Songs, composed shortly before Strauss’s death, deal with the subject of dying. The last, “At
Sunset” (Im Abendrot), ends with the line “Is this perhaps death?” The question is not answered in words, but
instead Strauss quotes the “transfiguration theme” from his earlier tone poem, Death and Transfiguration—meant
to symbolize the transfiguration and fulfillment of the soul after death.

Death and legacy

Stamp issued in 1954

Strauss died at the age of 85 on 8 September 1949, in Garmisch-Partenkirchen, Germany. Georg Solti, who had
arranged Strauss’s 85th birthday celebration, also directed an orchestra during Strauss’s burial. The conductor
later described how, during the singing of the famous trio from Rosenkavalier, “each singer broke down in tears
and dropped out of the ensemble, but they recovered themselves and we all ended together.” Strauss’s wife,
Pauline de Ahna, died eight months later, on 13 May 1950, at the age of 88.

During his lifetime Strauss was considered the greatest composer of the first half of the 20th century, and his

music had a profound influence on the development of 20th-century music.[citation needed] There were few 20th-
century composers who compared with Strauss in terms of orchestral imagination, and he made a significant
contribution to the history of post-Wagnerian opera. Strauss’s late works, modelled on “the divine Mozart at the
end of a life full of thankfulness,”are widely considered the greatest works by any octogenarian composer.

Strauss himself declared in 1947 with characteristic self-deprecation: “I may not be a first-rate composer, but I am
a first-class second-rate composer.” The Canadian pianist Glenn Gould described Strauss in 1962 as “the
greatest musical figure who has lived in this century.”
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Until the 1980s, Strauss was regarded by some post-modern musicologists as a conservative, backward-looking
composer, but re-examination of and new research on the composer has re-evaluated his place as that of a
modernist, albeit one who still utilized and sometimes revered tonality and lush orchestration. Strauss is noted for
his pioneering subtleties of orchestration, combined with an advanced harmonic style, advances which influenced
the composers who followed him.

Strauss as a Conductor

Richard Strauss

Strauss, as conductor, made a large number of recordings, both of his own music as well as music by German
and Austrian composers. His 1929 performances of Till Eulenspiegel and Don Juan with the Berlin State Opera
Orchestra have long been considered the best of his early electrical recordings. In the first complete performance
of his An Alpine Symphony, made in 1941 and later released by EMI, Strauss used the full complement of
percussion instruments required in this symphony.

Koch Legacy has also released Strauss’s recordings of overtures by Gluck, Carl Maria von Weber, Peter
Cornelius, and Wagner. The preference for German and Austrian composers in Germany in the 1920s through
the 1940s was typical of the German nationalism that existed after World War I. Strauss clearly capitalized on
national pride for the great German-speaking composers.

There were many other recordings, including some taken from radio broadcasts and concerts, during the 1930s
and early 1940s. The sheer volume of recorded performances would undoubtedly yield some definitive
performances from a very capable and rather forward-looking conductor.

In 1944, Strauss celebrated his 80th birthday and conducted the Vienna Philharmonic in recordings of his own
major orchestral works, as well as his seldom-heard Schlagobers (“Whipped Cream”) ballet music. Some find
more feeling in these performances than in Strauss’s earlier recordings, which were recorded on the
Magnetophon tape recording equipment. Vanguard Records later issued the recordings on LPs. Some of these
recordings have been reissued on CD by Preiser.

Strauss also made live-recording player piano music rolls for the Hupfeld system and in 1906 ten recordings for
the reproducing piano Welte-Mignon all of which survive today. Strauss was also the composer of the music on
the first CD to be commercially released: Deutsche Grammophon’s 1983 release of their 1980 recording of
Herbert von Karajan conducting the Alpine Symphony.

Modern critical reception of selected recordings conducted by Strauss

Pierre Boulez has said that Strauss the conductor was “a complete master of his trade”. Music critic Harold C.
Schonberg says that, while Strauss was a very fine conductor, he often put scant effort into his
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recordings. Schonberg focused primarily on Strauss’s recordings of Mozart’s Symphony No. 40 and Beethoven’s
Symphony No. 7, as well as noting that Strauss played a breakneck version of Beethoven’s 9th Symphony in
about 45 minutes. Concerning Beethoven’s 7th Symphony, Schonberg wrote, “There is almost never a ritard or a
change in expression or nuance. The slow movement is almost as fast as the following vivace; and the last
movement, with a big cut in it, is finished in 4 minutes, 25 seconds. (It should run between 7 and 8 minutes.)” He
also complained that the Mozart symphony had “no force, no charm, no inflection, with a metronomic rigidity.”

Peter Gutmann’s 1994 review for ClassicalNotes.com says the performances of the Beethoven 5th and 7th
symphonies, as well as Mozart’s last three symphonies, are actually quite good, even if they are sometimes
unconventional. Gutmann wrote:

It is true, as the critics suggest, that the readings forego overt emotion, but what emerges instead is a
solid sense of structure, letting the music speak convincingly for itself. It is also true that Strauss’s
tempos are generally swift, but this, too, contributes to the structural cohesion and in any event is fully
in keeping with our modern outlook in which speed is a virtue and attention spans are defined more by
MTV clips and news sound bites than by evenings at the opera and thousand page novels.

Selected works

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Burleske
Sorry, your browser either has JavaScript disabled or does not have any supported player.You
can download the clip or download a player to play the clip in your browser.
Burleske (1885–86), performed by Neal O’Doan with the Seattle Philharmonic Orchestra

Problems playing this file? See media help.

Keyboard and chamber

• Fünf Klavierstücke, Op. 3 (1880–81)
• Sonata for piano in B minor, Op. 5 (1880–81)
• Sonata for Cello and Piano in F, Op. 6 (1883)

• Violin Sonata in E-flat, Op. 18 (1888)
• Stimmungsbilder, Op. 9 (piano)

Tone poems and other orchestral works

See also: Tone poems (Strauss)

First cycle of tone poems

• Aus Italien (From Italy), Op. 16 (1886)
• Don Juan, Op. 20 (1888)
• Macbeth, Op. 23 (1888/90)

• Tod und Verklärung (Death and
Transfiguration), Op. 24 (1888–89)
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Second cycle of tone poems

• Till Eulenspiegels lustige Streiche (Till
Eulenspiegel’s Merry Pranks), Op. 28 (1895)

• Also sprach Zarathustra (Thus Spoke
Zarathustra), Op. 30 (1896)

• Don Quixote, Op. 35 (1898)

• Ein Heldenleben (A Hero’s Life), Op. 40
(1899)

• Symphonia Domestica (Domestic Symphony),
Op. 53 (1904)

• Eine Alpensinfonie (An Alpine Symphony), Op.
64 (1915)

Ballet music

• Josephslegende (The Legend of Joseph), Op.
63 (1914)

• Schlagobers (Whipped Cream), Op. 70 (1921/
2)

• Verklungene Feste: Tanzvisionen aus zwei
Jahrhunderten, (Bygone Celebrations: Dance
Visions from Two Centuries), (1940).

Other orchestral works

• Symphony in D minor (1880)
• Symphony No. 2 in F minor, Op. 12 (1883)
• Festive Prelude for orchestra with organ

(1913)
• Le bourgeois gentilhomme, suite for orchestra

Op. 60 (1917)

• Dance suite from keyboard pieces by François
Couperin, TrV 245, 1923.

• Film music for Der Rosenkavalier (1925)
• Japanese Festival Music (1940)
• Divertimento for chamber orchestra after

keyboard pieces by Couperin, Op.86 (1942)
• Metamorphosen, for 23 solo strings (1945)

Solo instrument with orchestra

• OperaRomance for Clarinet and Orchestra
(1879)

• Violin Concerto in D minor, Op. 8 (1882)
• Horn Concerto No. 1 in E flat major, Op. 11

(1882/83)
• Romance for Cello and Orchestra (1883)
• Burleske for piano and orchestra (1886–1890)
• Don Quixote for cello, viola and orchestra

• Parergon zur Symphonia Domestica, for piano
(left hand) and orchestra, Op. 73 (1925; ded.
Paul Wittgenstein)

• Panathenäenzug, for piano (left hand) and
orchestra, Op. 74 (1926–1927; ded.
Wittgenstein)

• Horn Concerto No. 2 in E flat major (1942)
• Oboe Concerto in D major (1945)
• Duett-Concertino, for clarinet and bassoon

with string orchestra (1947)

Vocal/choral

• Acht Lieder aus Letzte Blätter, Op. 10 (1885)
• Ruhe, meine Seele! (“Rest, My Soul!”), Op. 27

No. 1
• Cäcilie, Op. 27 No. 2
• Heimliche Aufforderung (“Secret Invitation”),

Op. 27 No. 3
• Morgen! (“Tomorrow!”), Op. 27 No. 4
• Zwei Gesänge, Op. 34 (1896/97) – 1. Der

Abend 2. Hymne
• Wiegenlied (“Lullaby”), Op. 41 No. 1
• Deutsche Motette, Op. 62 (1913)
• Zueignung, Op. 10 No. 1

• Olympische Hymne, for chorus and orchestra
(1934)

• Die Göttin im Putzzimmer (1935)
• Männerchöre (1935)
• An den Baum Daphne (1943)
• Allerseelen, Op. 10 No. 8
• Vier letzte Lieder (Four Last Songs) (1948)
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• Richard Strauss material in the BBC Radio 3 archives
• Works by or about Richard Strauss in libraries (WorldCat catalog)
• Free scores by Richard Strauss in the Choral Public Domain Library (ChoralWiki)
• In America with Richard Strauss: Elisabeth Schumann’s 1921 diary
• “Strauss, Richard”. New International Encyclopedia. 1905.
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STRAUSS: ALSO SPRACH ZARATHUSTRA

Also sprach ZarathustraAlso sprach Zarathustra

Also sprach Zarathustra, Op. 30 (Thus Spoke Zarathustra or Thus Spake Zarathustra) s a tone poem by
Richard Strauss, composed in 1896 and inspired by Friedrich Nietzsche’s philosophical novel of the same
name. The composer conducted its first performance on 27 November 1896 in Frankfurt. A typical
performance lasts half an hour.

The work has been part of the classical repertoire since its first performance in 1896. The initial fanfare – entitled
“Sunrise” in the composer’s program notes – became particularly well-known after its use in Stanley Kubrick’s
1968 film 2001: A Space Odyssey.

Instrumentation

The orchestra consists of the following:

• woodwinds: piccolo, 3 flutes (3rd doubling piccolo), 3 oboes, English horn, clarinet in E-flat, 2 clarinets in
B-flat, bass clarinet in B-flat, 3 bassoons, contrabassoon

• brass: 6 horns in F and E, 4 trumpets in C and E, 3 trombones, 2 tubas
• percussion: timpani, bass drum, cymbals, triangle, glockenspiel, bell on low E
• keyboard: organ
• strings: 2 harps, violins I, II (16 each), violas (12), cellos (12), double basses (8) (with low C string).

Structure

The piece is divided into nine sections played with only three definite pauses. Strauss named the sections after
selected chapters of the book:

1. Einleitung, oder Sonnenaufgang (Introduction, or Sunrise)
2. Von den Hinterweltlern (Of Those in Backwaters)

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.
“Sunrise” – the opening fanfare
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3. Von der großen Sehnsucht (Of the Great Longing)
4. Von den Freuden und Leidenschaften (Of Joys and Passions)
5. Das Grablied (The Song of the Grave)
6. Von der Wissenschaft (Of Science and Learning)
7. Der Genesende (The Convalescent)
8. Das Tanzlied (The Dance Song)
9. Nachtwandlerlied (Song of the Night Wanderer)

The piece starts with a sustained double low C on the double basses, contrabassoon and organ. This transforms
into the brass fanfare of the Introduction and introduces the “dawn” motif (from “Zarathustra’s Prologue”, the text
of which is included in the printed score) that is common throughout the work: the motif includes three notes, in
intervals of a fifth and octave, as C–G–C (known also as the Nature-motif). On its first appearance, the motif is a
part of the first five notes of the natural overtone series: octave, octave and fifth, two octaves, two octaves and
major third (played as part of a C major chord with the third doubled). The major third is immediately changed to a
minor third, which is the first note played in the work (E flat) that is not part of the overtone series.

“Of Those in Backwaters” (or “Of the Forest Dwellers”) begins with cellos, double-basses and organ pedal before
changing into a lyrical passage for the entire section. The next two sections, “Of the Great Yearning” and “Of Joys
and Passions”, both introduce motifs that are more chromatic in nature.

“Of Science” features an unusual fugue beginning in the double-basses and cellos, which consists of all twelve
notes of the chromatic scale. It is one of the very few sections in the orchestral literature where the basses must
play a contra-b (lowest b on a piano).

“The Convalescent” acts as a reprise of the original motif, and ends with the entire orchestra climaxing on a
massive chord.

“The Dance Song” features a very prominent violin solo throughout the section.

The end of the “Song of the Night Wanderer” leaves the piece half resolved, with high flutes, piccolos and violins
playing a B major chord, while the lower strings pluck a C.

One of the major compositional themes of the piece is the contrast between the keys of B major, representing
humanity, and C major, representing the universe. Because B and C are adjacent notes, these keys are tonally
dissimilar: B major uses five sharps, while C major has none.

World riddle theme

There are two opinions about the World riddle theme. Some sources denote the fifth/octave intervals (C–G–C8va)
as the World riddle motif. However, other sources refer to the two conflicting keys in the final section as

representing the World riddle (C–G–C B–F♯-B8va), with the unresolved harmonic progression being an unfinished
or unsolved riddle: the melody does not conclude with a well-defined tonic note as being either C or B, hence it is
unfinished. The ending of the composition has been described:

But the riddle is not solved. The tone-poem ends enigmatically in two keys, the Nature-motif plucked
softly, by the basses in its original key of C—and above the woodwinds, in the key of B major. The
unsolvable end of the universe: for Strauss was not pacified by Nietzsche’s solution.
—Essay from Old and Sold.com

Neither C major nor B major is established as the tonic at the end of the composition.

Recordings

In 1944, Strauss conducted the Vienna Philharmonic in an experimental high fidelity recording of the piece, made
on a German Magnetophon tape recorder. This was later released on LP by Vanguard Records and on CD by
various labels. Strauss’s friend and colleague, Fritz Reiner, made the first stereophonic recording of the music
with the Chicago Symphony Orchestra in March 1954 for RCA Victor. In 2012, this album was added to the
Library of Congress’s National Recording Registry list of “culturally, historically, or aesthetically important”



American sound recordings. The recording of the opening fanfare used for the film 2001: A Space Odyssey was
performed by Vienna Philharmonic and conducted by Herbert von Karajan.

Elvis Presley used the opening fanfare as the opening piece in his concerts between 1971 and his death in 1977,
and as the introduction to several of his live albums, including Elvis: As Recorded At Madison Square Garden
(1972), Aloha from Hawaii Via Satellite (1973), and Elvis in Concert (1977). Eumir Deodato’s funk-influenced
arrangement of the opening fanfare Sunrise theme reached #2 on the Billboard Hot 100 U.S. popular music sales
charts in 1973, and #7 on the UK Singles Chart. His version was titled “Also Sprach Zarathustra (2001)”, and won
the 1974 Grammy Award for Best Pop Instrumental Performance.

External links

• Also sprach Zarathustra: Free scores at the International Music Score Library Project
• Also sprach Zarathustra on Internet Archive, opening movement (video, 12:45), performed by WDR

Symphony Orchestra Cologne, conducted by Semyon Bychkov
• Also sprach Zarathustra on Internet Archive, performed by University of Chicago Symphony Orchestra,

conducted by Barbara Schubert
• Also sprach Zarathustra score on Musopen
• “Also Sprach Zarathustra: Decoding Strauss’ Tone Poem” by Marin Alsop on NPR (January 14, 2012)
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Gustav Mahler, photographed in
1907 at the end of his period as
director of the Vienna Hofoper

Gustav MahlerGustav Mahler

Gustav MahlerGustav Mahler (German: [ˈɡʊstaf ˈmaːlɐ]; 7 July 1860 – 18 May 1911) was a late-Romantic composer and one
of the leading conductors of his generation. He was born to a Jewish family in the village of Kalischt in
Bohemia, in what was then the Austrian Empire, now Kaliště in the Czech Republic. His family later moved to
nearby Iglau, where Mahler grew up.

As a composer, Mahler acted as a bridge between the 19th-century Austro-German tradition and the
modernism of the early 20th century. While in his lifetime his status as a conductor was established beyond
question, his own music gained wide popularity only after periods of relative neglect which included a ban on
its performance in much of Europe during the Nazi era. After 1945 the music was discovered and championed
by a new generation of listeners; Mahler then became a frequently performed and recorded composer, a
position he has sustained into the 21st century.

Born in humble circumstances, Mahler displayed his musical gifts at an early age. After graduating from the
Vienna Conservatory in 1878, he held a succession of conducting posts of rising importance in the opera
houses of Europe, culminating in his appointment in 1897 as director of the Vienna Court Opera (Hofoper).
During his ten years in Vienna, Mahler—who had converted to Catholicism to secure the post—experienced
regular opposition and hostility from the anti-Semitic press. Nevertheless, his innovative productions and
insistence on the highest performance standards ensured his reputation as one of the greatest of opera
conductors, particularly as an interpreter of the stage works of Wagner and Mozart. Late in his life he was
briefly director of New York’s Metropolitan Opera and the New York Philharmonic.

Mahler’s œuvre is relatively small; for much of his life composing was necessarily a part-time activity while he
earned his living as a conductor. Aside from early works such as a movement from a piano quartet composed
when he was a student in Vienna, Mahler’s works are designed for large orchestral forces, symphonic
choruses and operatic soloists. Most of his twelve symphonic scores are very large-scale works, often
employing vocal soloists and choruses in addition to augmented orchestral forces. These works were often
controversial when first performed, and several were slow to receive critical and popular approval; exceptions
included his Symphony No. 2, Symphony No. 3, and the triumphant premiere of his Eighth Symphony in 1910.
Some of Mahler’s immediate musical successors included the composers of the Second Viennese School,
notably Arnold Schoenberg, Alban Berg and Anton Webern. Shostakovich and Benjamin Britten are among
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later 20th-century composers who admired and were influenced by Mahler. The International Gustav Mahler
Institute was established in 1955 to honour the composer’s life and work.

Biography

Early life

Family background

Jihlava (German: Iglau)
where Mahler grew up

The Mahler family came from eastern Bohemia and were of humble circumstances; the composer’s grandmother
had been a street pedlar (peddler). Bohemia was then part of the Austrian Empire; the Mahler family belonged to
a German-speaking minority among Bohemians, and was also Jewish. From this background the future composer
developed early on a permanent sense of exile, “always an intruder, never welcomed”.

Bernhard Mahler, the pedlar’s son and the composer’s father, elevated himself to the ranks of the petite
bourgeoisie by becoming a coachman and later an innkeeper. He bought a modest house in the village of Kalischt
(Kaliště), halfway between Prague in Bohemia and Brno in Moravia, in the geographic center of today’s Czech
Republic. Bernhard’s wife Marie gave birth to the first of the couple’s 14 children, a son Isidor, who died in
infancy. Two years later, on 7 July 1860, their second son, Gustav, was born.

Childhood

In December 1860, Bernhard Mahler moved with his wife and infant son, Gustav, to the town of Iglau
(Jihlava), 25 km (16 mi) to the south-east, where he built up a distillery and tavern business. The family grew
rapidly, but of the 12 children born to the family in Iglau only six survived infancy. Iglau was then a thriving
commercial town of 20,000 people where Gustav was introduced to music through street songs, dance tunes, folk
melodies, and the trumpet calls and marches of the local military band. All of these elements would later
contribute to his mature musical vocabulary.

When he was four years old, Gustav discovered his grandparents’ piano and took to it immediately. He
developed his performing skills sufficiently to be considered a local Wunderkind and gave his first public
performance at the town theatre when he was ten years old. Although Gustav loved making music, his school
reports from the Iglau Gymnasium portrayed him as absent-minded and unreliable in academic work. In 1871, in
the hope of improving the boy’s results, his father sent him to the New Town Gymnasium in Prague, but Gustav
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was unhappy there and soon returned to Iglau. In 1874 he suffered a bitter personal loss when his younger
brother Ernst died after a long illness. Mahler sought to express his feelings in music: with the help of a friend,
Josef Steiner, he began work on an opera, Herzog Ernst von Schwaben (“Duke Ernest of Swabia”) as a memorial
to his lost brother. Neither the music nor the libretto of this work has survived.

Student days

Bernhard Mahler was supportive of his son’s ambitions for a music career, and agreed that the boy should try for
a place at the Vienna Conservatory. The young Mahler was auditioned by the renowned pianist Julius Epstein,
and accepted for 1875–76. He made good progress in his piano studies with Epstein and won prizes at the end
of each of his first two years. For his final year, 1877–78, he concentrated on composition and harmony under
Robert Fuchs and Franz Krenn. Few of Mahler’s student compositions have survived; most were abandoned
when he became dissatisfied with them. He destroyed a symphonic movement prepared for an end-of-term
competition, after its scornful rejection by the autocratic director Joseph Hellmesberger on the grounds of copying
errors. Mahler may have gained his first conducting experience with the Conservatory’s student orchestra, in
rehearsals and performances, although it appears that his main role in this orchestra was as a percussionist.

Mahler was influenced by Richard Wagner during his student days, and later became a leading interpreter of
Wagner’s operas

Among Mahler’s fellow students at the Conservatory was the future song composer Hugo Wolf, with whom he
formed a close friendship. Wolf was unable to submit to the strict disciplines of the Conservatory and was
expelled. Mahler, while sometimes rebellious, avoided the same fate only by writing a penitent letter to
Hellmesberger. He attended occasional lectures by Anton Bruckner and, though never formally his pupil, was
influenced by him. On 16 December 1877, he attended the disastrous premiere of Bruckner’s Third Symphony, at
which the composer was shouted down, and most of the audience walked out. Mahler and other sympathetic
students later prepared a piano version of the symphony, which they presented to Bruckner. Along with many
music students of his generation, Mahler fell under the spell of Richard Wagner, though his chief interest was the
sound of the music rather than the staging. It is not known whether he saw any of Wagner’s operas during his
student years.

Mahler left the Conservatory in 1878 with a diploma but without the prestigious silver medal given for outstanding
achievement. He then enrolled at the University of Vienna (he had, at Bernhard’s insistence, sat and with difficulty
passed the “matura”, or entrance examination) and followed courses which reflected his developing interests in
literature and philosophy. After leaving the University in 1879, Mahler made some money as a piano teacher,
continued to compose, and in 1880 finished a dramatic cantata, Das klagende Lied (“The Song of Lamentation”).
This, his first substantial composition, shows traces of Wagnerian and Brucknerian influences, yet includes many
musical elements which musicologist Deryck Cooke describes as “pure Mahler”. Its first performance was
delayed until 1901, when it was presented in a revised, shortened form.

Mahler developed interests in German philosophy, and was introduced by his friend Siegfried Lipiner to the works
of Arthur Schopenhauer, Friedrich Nietzsche, Gustav Fechner and Hermann Lotze. These thinkers continued to
influence Mahler and his music long after his student days were over. Mahler’s biographer Jonathan Carr says
that the composer’s head was “not only full of the sound of Bohemian bands, trumpet calls and marches,
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Bruckner chorales and Schubert sonatas. It was also throbbing with the problems of philosophy and metaphysics
he had thrashed out, above all, with Lipiner.”

Early conducting career 1880–88

First appointments

In the summer of 1880, Mahler took his first professional conducting job, in a small wooden theatre in the spa
town of Bad Hall, south of Linz. The repertory was exclusively operetta; it was, in Carr’s words “a dismal little job”,
which Mahler accepted only after Julius Epstein told him he would soon work his way up. In 1881, he was
engaged at the Landestheater in Laibach (now Ljubljana, in Slovenia), where the small but resourceful company
was prepared to attempt more ambitious works. Here, Mahler conducted his first full-scale opera, Verdi’s Il
trovatore, one of more than 50 that he presented during his time in Laibach. After completing his six-month
engagement, Mahler returned to Vienna and worked part-time as chorus-master at the Vienna Carltheater.

In January 1883, Mahler became conductor at a run-down theatre in Olmütz (now Olomouc). He later wrote:
“From the moment I crossed the threshold of the Olmütz theatre I felt like one awaiting the wrath of God.” Despite
poor relations with the orchestra, Mahler brought five new operas to the theatre, including Bizet’s Carmen, and
won over the press that had initially been hostile to him. After a week’s trial at the Royal Theatre in the Hessian
town of Kassel, Mahler became the theatre’s “Musical and Choral Director” from August 1883. The title concealed
the reality that Mahler was subordinate to the theatre’s Kapellmeister, Wilhelm Treiber, who disliked him and set
out to make his life miserable. Despite the unpleasant atmosphere, Mahler had moments of success at Kassel.
He directed a performance of his favourite opera, Weber’s Der Freischütz, and, on 23 June 1884, conducted his
own incidental music to Joseph Victor von Scheffel’s play Der Trompeter von Säckingen (“The Trumpeter of
Säckingen”), the first professional public performance of a Mahler work. An ardent, but ultimately unfulfilled, love
affair with soprano Johanna Richter led Mahler to write a series of love poems which became the text of his song
cycle Lieder eines fahrenden Gesellen (“Songs of a Wayfarer”).

In January 1884, the distinguished conductor Hans von Bülow brought the Meiningen Court Orchestra to Kassel
and gave two concerts. Hoping to escape from his job in the theatre, Mahler unsuccessfully sought a post as
Bülow’s permanent assistant. However, in the following year his efforts to find new employment resulted in a six-
year contract with the prestigious Leipzig Opera, to begin in 1886. Unwilling to remain in Kassel for another year,
Mahler resigned in July 1885, and through good fortune was offered a standby appointment as an assistant
conductor at the Neues Deutsches Theater (New German Theatre) in Prague.

Prague and Leipzig

Gustav Mahler’s home in Leipzig, where he composed his Symphony No. 1

In Prague, the emergence of Czech National Revival had increased the popularity and importance of the new
Czech National Theatre, and had led to a downturn in the Neues Deutsches Theater’s fortunes. Mahler’s task was
to help arrest this decline by offering high-quality productions of German opera. He enjoyed early success
presenting works by Mozart and Wagner, composers with whom he would be particularly associated for the rest
of his career, but his individualistic and increasingly autocratic conducting style led to friction, and a falling out with
his more experienced fellow-conductor, Ludwig Slansky. In April 1886, Mahler left Prague to take up his post at
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the Neues Stadttheater in Leipzig, where rivalry with his senior colleague Arthur Nikisch began at once. This was
primarily over how the two should share conducting duties for the theatre’s new production of Wagner’s Ring
cycle. Nikisch’s illness, in January 1887, meant that Mahler took charge of the whole cycle, and scored a
resounding public success. This did not, however, win him popularity with the orchestra, who resented his
dictatorial manner and heavy rehearsal schedules.

In Leipzig, Mahler befriended Carl von Weber, grandson of the composer, and agreed to prepare a performing
version of Carl Maria von Weber’s unfinished opera Die drei Pintos (“The Three Pintos”). Mahler transcribed and
orchestrated the existing musical sketches, used parts of other Weber works, and added some composition of his
own. The premiere at the Stadttheater, in January 1888, was an important occasion at which Tchaikovsky was
present,as were the heads of various opera houses. The work was well-received; its success did much to raise
Mahler’s public profile, and brought him financial rewards. His involvement with the Weber family was
complicated by a romantic attachment to Carl von Weber’s wife Marion which, though intense on both sides,
ultimately came to nothing. At around this time Mahler discovered the German folk-poem collection Des Knaben
Wunderhorn (“The Youth’s Magic Horn”), which would dominate much of his compositional output for the following
12 years.

In May 1888, Mahler’s new-found financial security enabled him to resign his Leipzig position after a dispute with
the Stadttheater’s chief stage manager. Without a post, Mahler returned to Prague to work on a revival of Die drei
Pintos and a production of Peter Cornelius’s Der Barbier von Bagdad. This short stay ended unhappily, with
Mahler’s dismissal following an outburst during rehearsals. However, through the efforts of an old Viennese
friend, Guido Adler, Mahler’s name went forward as a potential director of the Royal Hungarian Opera in
Budapest. He was interviewed, made a good impression, and was offered the post from October 1888.

Apprentice composer

Gustav Mahler at the time of his First Symphony

In the early years of Mahler’s conducting career, composing was a spare time activity. Between his Laibach and
Olmütz appointments he worked on settings of verses by Richard Leander and Tirso de Molina, later collected as
Volume I of Lieder und Gesänge (“Songs and Airs”). Mahler’s first orchestral song cycle, Lieder eines fahrenden
Gesellen, composed at Kassel, was based on his own verses, although the first poem, “Wenn mein Schatz
Hochzeit macht” (“When my love becomes a bride”) closely follows the text of a Wunderhorn poem. The airs for
the second and fourth songs of the cycle were incorporated into the First Symphony, which Mahler finished in
1888, at the height of his relationship with Marion von Weber. The intensity of Mahler’s feelings are reflected in
the music, which originally was written as a five-movement symphonic poem with a descriptive programme. One
of these movements, the “Blumine”, later discarded, was based on a passage from his earlier work Der Trompeter
von Säckingen. After completing the symphonic poem, Mahler composed a 20-minute funeral march, or
Totenfeier, which later became the first movement of his Second Symphony.

There has been frequent speculation about lost or destroyed works from Mahler’s early years. The Dutch
conductor Willem Mengelberg believed that the First Symphony was too mature to be a first symphonic work, and
must have had predecessors. In 1938, Mengelberg revealed the existence of the so-called “Dresden archive”, a
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series of manuscripts in the possession of the widowed Marion von Weber. The archive was almost certainly
destroyed in the bombing of Dresden in 1945; according to Mahler historian Donald Mitchell “the strong possibility
remains that some important manuscripts, either early symphonies or parts of early symphonies, were to be found
in Dresden.”

Budapest and Hamburg, 1888–97

Royal Opera, Budapest

On arriving in Budapest in October 1888, Mahler encountered a cultural conflict between conservative Hungarian
nationalists who favoured a policy of Magyarisation, and progressives who wanted to maintain and develop the
country’s Austro-German cultural traditions. In the opera house a dominant conservative caucus, led by the music
director Sándor Erkel, had maintained a limited repertory of historical and folklore opera. By the time that Mahler
began his duties, the progressive camp had gained ascendancy following the appointment of the liberal-minded
Ferenc von Beniczky as intendant. Aware of the delicate situation, Mahler moved cautiously; he delayed his first
appearance on the conductor’s stand until January 1889, when he conducted Hungarian language performances
of Das Rheingold and Die Walküre to initial public acclaim. However, his early successes faded when plans to
stage the remainder of the Ring cycle and other German operas were frustrated by a renascent conservative
faction which favoured a more traditional “Hungarian” programme. In search of non-German operas to extend the
repertory, Mahler visited Italy where among the works he discovered was Pietro Mascagni’s recent sensation
Cavalleria rusticana.

In February 1889, Bernhard Mahler died; this was followed later in the year by the deaths both of Mahler’s sister
Leopoldine and his mother. Mahler himself suffered poor health, with attacks of haemorrhoids and migraine and a
recurrent septic throat. Shortly after these family and health setbacks the premiere of the First Symphony, in
Budapest on 21 November 1889, was a disappointment. The critic August Beer’s lengthy newspaper review
indicates that enthusiasm after the early movements degenerated into “audible opposition” after the
Finale. Mahler was particularly distressed by the negative comments from his Vienna Conservatory
contemporary, Viktor von Herzfeld, who had remarked that Mahler, like many conductors before him, had proved
not to be a composer.

In 1891, Hungary’s move to the political right was reflected in the opera house when Beniczky was replaced as
intendant by Géza Zichy, a conservative aristocrat determined to assume artistic control over Mahler’s
head. Mahler began negotiating with the director of the Hamburg Stadttheater; in May 1891, having agreed to a
contract there, he resigned his Budapest post. His final Budapest triumph was a performance of Don Giovanni
which won him praise from Brahms, who was present. (Brahms’ and Mahler’s attitudes to each other’s music
were generally negative, but in one of his last concerts with the New York Philharmonic shortly before his death
Mahler conducted a performance of Brahms’ Third Symphony that his concertmaster Theodore Spiering said he
would never forget.) During his Budapest years Mahler’s compositional output had been limited to the
Wunderhorn song settings that became Volumes II and III of Lieder und Gesänge, and amendments to the First
Symphony.

Hamburg Stadttheater

The Komponierhäuschen (composition hut) in Steinbach am Attersee
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Mahler’s Hamburg post was as chief conductor, subordinate to the director, Bernhard Pohl (known as Pollini) who
retained overall artistic control. Pollini was prepared to give Mahler considerable leeway if the conductor could
provide commercial as well as artistic success. This Mahler did in his first season, when he conducted Wagner’s
Tristan und Isolde for the first time and gave acclaimed performances of the same composer’s Tannhäuser and
Siegfried. Another triumph was the German premiere of Tchaikovsky’s Eugene Onegin, in the presence of the
composer, who called Mahler’s conducting “astounding”. Mahler’s demanding rehearsal schedules led to
predictable resentment from the singers and orchestra with whom, according to music writer Peter Franklin, the
conductor “inspired hatred and respect in almost equal measure.” He found support, however, from Hans von
Bülow, who was in Hamburg as director of the city’s subscription concerts. Bülow, who had spurned Mahler’s
approaches in Kassel, had come to admire the younger man’s conducting style, and on Bülow’s death in 1894
Mahler took over the direction of the concerts.

Hans von Bülow, an admirer of Mahler’s conducting

In the summer of 1892 Mahler took the Hamburg singers to London to participate in a six-week season of German
opera—his only visit to Britain. His conducting of Tristan enthralled the young composer Ralph Vaughan Williams,
who “staggered home in a daze and could not sleep for two nights.” However, Mahler refused further such
invitations as he was anxious to reserve his summers for composing. In 1893 he acquired a retreat at Steinbach,
on the banks of Lake Attersee in Upper Austria, and established a pattern that persisted for the rest of his life;
summers would henceforth be dedicated to composition, at Steinbach or its successor retreats. Now firmly under
the influence of the Wunderhorn folk-poem collection, Mahler produced a stream of song settings at Steinbach,
and composed his Second and Third Symphonies there.

Performances of Mahler works were still comparatively rare. On 27 October 1893, at Hamburg’s Ludwig
Konzerthaus, Mahler conducted a revised version of his First Symphony; still in its original five-movement form, it
was presented as a Tondichtung (tone poem) under the descriptive name “Titan”. This concert also introduced
several recent Wunderhorn settings. Mahler achieved his first relative success as a composer when the Second
Symphony was well-received on its premiere in Berlin, under his own baton, on 13 December 1895. Mahler’s
future conducting assistant Bruno Walter, who was present, said that “one may date [Mahler’s] rise to fame as a
composer from that day.” That same year Mahler’s private life was disrupted by the suicide of his younger
brother Otto.

At the Stadttheater Mahler introduced numerous new operas: Verdi’s Falstaff, Humperdinck’s Hänsel und Gretel,
and works by Smetana. However, he was forced to resign his post with the subscription concerts after poor
financial returns and an ill-received interpretation of his re-scored Beethoven’s Ninth Symphony. Mahler had
made it clear that his ultimate goal was an appointment in Vienna, and from 1895 onward was manoeuvring, with
the help of influential friends, to secure the directorship of the Vienna Hofoper. He overcame the bar that existed
against the appointment of a Jew to this post by what may have been a pragmatic conversion to Roman
Catholicism in February 1897. Despite this event, Mahler has been described as a lifelong agnostic. Two months
later Mahler was appointed to the Hofoper, provisionally as a staff conductor with the title of Kapellmeister.

https://s3-us-west-2.amazonaws.com/candimgs/B6NRnI/170px-Hans_von_buelow.jpg
https://s3-us-west-2.amazonaws.com/candimgs/B6NRnI/170px-Hans_von_buelow.jpg


Vienna, 1897–1907

Hofoper director

The Vienna Hofoper (now Staatsoper), pictured in 1898 during Mahler’s conductorship

As he waited for the Emperor’s confirmation of his directorship, Mahler shared duties as a resident conductor with
Joseph Hellmesberger Jr (son of the former conservatory director) and Hans Richter, an internationally renowned
interpreter of Wagner and the conductor of the original Ring cycle at Bayreuth in 1876. Director Wilhelm Jahn had
not consulted Richter about Mahler’s appointment; Mahler, sensitive to the situation, wrote Richter a
complimentary letter expressing unswerving admiration for the older conductor. Subsequently the two were rarely
in agreement, but kept their divisions private.

Vienna, the imperial Habsburg capital, had recently elected an anti-Semitic conservative mayor, Karl Lueger, who
had once proclaimed: “I myself decide who is a Jew and who isn’t.” In such a volatile political atmosphere Mahler
needed an early demonstration of his German cultural credentials. He made his initial mark in May 1897 with
much-praised performances of Wagner’s Lohengrin and Mozart’s Die Zauberflöte. Shortly after the Zauberflöte
triumph, Mahler was forced to take sick leave for several weeks, during which he was nursed by his sister Justine
and his long-time companion, the viola player Natalie Bauer-Lechner. Mahler returned to Vienna in early August
to prepare for Vienna’s first uncut version of the Ring cycle. This performance took place on 24–27 August,
attracting critical praise and public enthusiasm. Mahler’s friend Hugo Wolf told Bauer-Lechner that “for the first
time I have heard the Ring as I have always dreamed of hearing it while reading the score.”

Mahler’s conducting style, 1901, caricatured in the humorous magazine Fliegende Blätter

On 8 October Mahler was formally appointed to succeed Jahn as the Hofoper’s director. His first production in his
new office was Smetana’s Czech nationalist opera Dalibor, with a reconstituted finale that left the hero Dalibor
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alive. This production caused anger among the more extreme Viennese German nationalists, who accused
Mahler of “fraternising with the anti-dynastic, inferior Czech nation”. During Mahler’s tenure a total of 33 new
operas were introduced to the Hofoper; a further 55 were new or totally revamped productions. However, a
proposal to stage Richard Strauss’s controversial opera Salome in 1905 was rejected by the Viennese censors.

Early in 1902 Mahler met Alfred Roller, an artist and designer associated with the Vienna Secession movement. A
year later, Mahler appointed him chief stage designer to the Hofoper, where Roller’s debut was a new production
of Tristan und Isolde. The collaboration between Mahler and Roller created more than 20 celebrated productions
of, among other operas, Beethoven’s Fidelio, Gluck’s Iphigénie en Aulide and Mozart’s Le nozze di Figaro. In the
Figaro production, Mahler offended some purists by adding and composing a short recitative scene to Act III.

Plaque on Mahler’s Vienna apartment, 2-Auenbruggerstrasse. “Gustav Mahler lived and composed in this house
from 1898 to 1909”

In spite of numerous theatrical triumphs, Mahler’s Vienna years were rarely smooth; his battles with singers and
the house administration continued on and off for the whole of his tenure. While Mahler’s methods improved
standards, his histrionic and dictatorial conducting style was resented by orchestra members and singers alike. In
December 1903 Mahler faced a revolt by stagehands, whose demands for better conditions he rejected in the
belief that extremists were manipulating his staff. The anti-Semitic elements in Viennese society, long opposed to
Mahler’s appointment, continued to attack him relentlessly, and in 1907 instituted a press campaign designed to
drive him out. By that time he was at odds with the opera house’s administration over the amount of time he was
spending on his own music, and was preparing to leave. Early in 1907 he began discussions with Heinrich
Conried, director of the New York Metropolitan Opera, and in June signed a contract, on very favourable terms,
for four seasons’ conducting in New York. At the end of the summer he submitted his resignation to the Hofoper,
and on 15 October 1907 conducted Fidelio, his 648th and final performance there. During his ten years in Vienna,
Mahler had brought new life to the opera house and cleared its debts, but had won few friends—it was said that
he treated his musicians in the way a lion tamer treated his animals. His departing message to the company,
which he pinned to a notice board, was later torn down and scattered over the floor. After conducting the Hofoper
orchestra in a farewell concert performance of his Second Symphony on 24 November, Mahler left Vienna for
New York in early December.
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Philharmonic Concerts

Silhouette by Otto Böhler

When Richter resigned as head of the Vienna Philharmonic subscription concerts in September 1898, the
concerts committee had unanimously chosen Mahler as his successor. The appointment was not universally
welcomed; the anti-Semitic press wondered if, as a non-German, Mahler would be capable of defending German
music. Attendances rose sharply in Mahler’s first season, but members of the orchestra were particularly
resentful of his habit of re-scoring acknowledged masterpieces, and of his scheduling of extra rehearsals for
works with which they were thoroughly familiar. An attempt by the orchestra to have Richter reinstated for the
1899 season failed, because Richter was not interested. Mahler’s position was weakened when, in 1900, he took
the orchestra to Paris to play at the Exposition Universelle. The Paris concerts were poorly attended and lost
money – Mahler had to borrow the orchestra’s fare home from the Rothschilds. In April 1901, dogged by a
recurrence of ill-health and wearied by more complaints from the orchestra, Mahler relinquished the Philharmonic
concerts conductorship. In his three seasons he had performed around 80 different works, which included pieces
by relatively unknown composers such as Hermann Goetz, Wilhelm Kienzl and the Italian Lorenzo Perosi.

Mature Composer

Mahler’s second composing hut, at Maiernigg (near Klagenfurt), on the shores of the Wörthersee in Carinthia

The demands of his twin appointments in Vienna initially absorbed all Mahler’s time and energy, but by 1899 he
had resumed composing. The remaining Vienna years were to prove particularly fruitful. While working on the last
of his Des Knaben Wunderhorn settings he started his Fourth Symphony, which he completed in 1900. By this
time he had abandoned the composing hut at Steinbach and had acquired another, at Maiernigg on the shores of
the Wörthersee in Carinthia, where he later built a villa. In this new venue Mahler embarked upon what is
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generally considered as his “middle” or post-Wunderhorn compositional period. Between 1901 and 1904 he wrote
ten settings of poems by Friedrich Rückert, five of which were collected as Rückert-Lieder. The other five formed
the song cycle Kindertotenlieder (“Songs on the Death of Children”). The trilogy of orchestral symphonies, the
Fifth, the Sixth and the Seventh were composed at Maiernigg between 1901 and 1905, and the Eighth Symphony
written there in 1906, in eight weeks of furious activity.

Within this same period Mahler’s works began to be performed with increasing frequency. In April 1899 he
conducted the Viennese premiere of his Second Symphony; 17 February 1901 saw the first public performance of
his early work Das klagende Lied, in a revised two-part form. Later that year, in November, Mahler conducted the
premiere of his Fourth Symphony, in Munich, and was on the rostrum for the first complete performance of the
Third Symphony, at the Allgemeiner Deutscher Musikverein festival at Krefeld on 9 June 1902. Mahler “first
nights” now became increasingly frequent musical events; he conducted the first performances of the Fifth and
Sixth Symphonies at Cologne and Essen respectively, in 1904 and 1906. Four of the Rückert-Lieder, and
Kindertotenlieder, were introduced in Vienna on 29 January 1905.

Marriage, Family, Tragedy

Alma Schindler, who married Mahler in 1902 (from 1902, possibly earlier)

During his second season in Vienna, Mahler acquired a spacious modern apartment on the Auenbruggerstrasse
and built a summer villa on land he had acquired next to his new composing studio at Maiernigg. In November
1901, he met Alma Schindler, the stepdaughter of painter Carl Moll, at a social gathering that included the theatre
director Max Burckhard. Alma was not initially keen to meet Mahler, on account of “the scandals about him and
every young woman who aspired to sing in opera”. The two engaged in a lively disagreement about a ballet by
Alexander von Zemlinsky (Alma was one of Zemlinsky’s pupils), but agreed to meet at the Hofoper the following
day. This meeting led to a rapid courtship; Mahler and Alma were married at a private ceremony on 9 March
1902. Alma was by then pregnant with her first child, a daughter Maria Anna, who was born on 3 November 1902.
A second daughter, Anna, was born in 1904.

1902 portrait by Emil Orlik
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Friends of the couple were surprised by the marriage and dubious of its wisdom. Burckhard called Mahler “that
rachitic degenerate Jew”, unworthy for such a good-looking girl of good family. On the other hand, Mahler’s family
considered Alma to be flirtatious, unreliable, and too fond of seeing young men fall for her charms. Mahler was by
nature moody and authoritarian—Natalie Bauer-Lechner, his earlier partner, said that living with him was “like
being on a boat that is ceaselessly rocked to and fro by the waves”. Alma soon became resentful that, on
Mahler’s insistence that there could only be one composer in the family, she had given up her music studies. She
wrote in her diary: “How hard it is to be so mercilessly deprived of … things closest to one’s heart”. Mahler’s
requirement that their married life be organised around his creative activities imposed strains, and precipitated
rebellion on Alma’s part; the marriage was nevertheless marked at times by expressions of considerable passion,
particularly from Mahler.

In the summer of 1907 Mahler, exhausted from the effects of the campaign against him in Vienna, took his family
to Maiernigg. Soon after their arrival both daughters fell ill with scarlet fever and diphtheria. Anna recovered, but
after a fortnight’s struggle Maria died on 12 July. Immediately following this devastating loss, Mahler learned that
his heart was defective, a diagnosis subsequently confirmed by a Vienna specialist, who ordered a curtailment of
all forms of vigorous exercise. The extent to which Mahler’s condition disabled him is unclear; Alma wrote of it as
a virtual death sentence, though Mahler himself, in a letter written to her on 30 August 1907, said that he would
be able to live a normal life, apart from avoiding over-fatigue. The illness was, however, a further depressing
factor; at the end of the summer the villa at Maiernigg was closed, and never revisited.

Last years, 1908–11

New York

The Metropolitan Opera, New York, at around the time of Mahler’s conductorship, 1908–09

Mahler made his New York debut at the Metropolitan Opera on 1 January 1908, when he conducted Wagner’s
Tristan und Isolde in the cut version still standard in New York, though long since superseded in Vienna. In a
busy first season Mahler’s performances were widely praised, especially his Fidelio on 20 March 1908, in which
he insisted on using replicas being made of Roller’s Vienna sets. On his return to Austria for the summer of 1908,
Mahler established himself in the third and last of his composing studios, in the pine forests close to Toblach in
Tyrol. Here, using a text by Hans Bethge based on ancient Chinese poems, he composed Das Lied von der Erde
(“The Song of the Earth”). Despite the symphonic nature of the work, Mahler refused to number it, hoping thereby
to escape the “curse of the Ninth Symphony” that he believed had affected fellow-composers Beethoven,
Schubert and Bruckner. On 19 September 1908 the premiere of the Seventh Symphony, in Prague, was deemed
by Alma Mahler a critical rather than a popular success.

For its 1908–09 season the Metropolitan management brought in the Italian conductor Arturo Toscanini to share
duties with Mahler, who made only 19 appearances in the entire season. One of these was a much-praised
performance of Smetana’s The Bartered Bride on 19 February 1909. In the early part of the season Mahler
conducted three concerts with the New York Symphony Orchestra. This renewed experience of orchestral
conducting inspired him to resign his position with the opera house and accept the conductorship of the re-formed
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New York Philharmonic. He continued to make occasional guest appearances at the Met, his last performance
being Tchaikovsky’s The Queen of Spades on 5 March 1910.

Back in Europe for the summer of 1909, Mahler worked on his Ninth Symphony and made a conducting tour of
the Netherlands. The 1909–10 New York Philharmonic season was long and taxing; Mahler rehearsed and
conducted 46 concerts, but his programmes were often too demanding for popular tastes. His own First
Symphony, given its American debut on 16 December 1909, was one of the pieces that failed with critics and
public, and the season ended with heavy financial losses. The highlight of Mahler’s 1910 summer was the first
performance of the Eighth Symphony at Munich on 12 September, the last of his works to be premiered in his
lifetime. The occasion was a triumph—”easily Mahler’s biggest lifetime success”, according to biographer Robert
Carr but was overshadowed by the composer’s discovery, before the event, that Alma had begun an affair with
the young architect Walter Gropius. Greatly distressed, Mahler sought advice from Sigmund Freud, and appeared
to gain some comfort from his meeting with the psychoanalyst. Alma agreed to remain with Mahler, although the
relationship with Gropius continued surreptitiously. In a gesture of love, Mahler dedicated his Eighth Symphony to
her.

Illness and Death

Mahler’s grave in the Grinzing cemetery, Vienna

In spite of the emotional distractions, during the summer of 1910 Mahler worked on his Tenth Symphony,
completing the Adagio and drafting four more movements. He and Alma returned to New York in November
1910, where Mahler threw himself into a busy Philharmonic season of concerts and tours. Around Christmas 1910
he began suffering from a sore throat, which persisted. On 21 February 1911, with a temperature of 40 °C
(104 °F), Mahler insisted on fulfilling an engagement at Carnegie Hall, with a program of mainly new Italian music,
including the world premiere of Busoni’s Berceuse élégiaque. This was Mahler’s last concert. After weeks
confined to bed he was diagnosed with bacterial endocarditis, a disease to which sufferers from defective heart
valves were particularly prone, and for which the survival rate in pre-antibiotic days was almost zero. Mahler did
not give up hope; he talked of resuming the concert season, and took a keen interest when one of Alma’s
compositions was sung at a public recital by the soprano Frances Alda, on 3 March. On 8 April the Mahler family
and a permanent nurse left New York on board SS Amerika bound for Europe. They reached Paris ten days later,
where Mahler entered a clinic at Neuilly, but there was no improvement; on 11 May he was taken by train to the
Lŏw sanatorium in Vienna, where he died on 18 May.

On 22 May 1911 Mahler was buried in the Grinzing cemetery (de), as he had requested. Alma, on doctors’ orders,
was absent, but among the mourners at a relatively pomp-free funeral were Arnold Schoenberg (whose wreath
described Mahler as “the holy Gustav Mahler”), Bruno Walter, Alfred Roller, the Secessionist painter Gustav
Klimt, and representatives from many of the great European opera houses. The New York Times, reporting
Mahler’s death, called him “one of the towering musical figures of his day”, but discussed his symphonies mainly
in terms of their duration, incidentally exaggerating the length of the Second Symphony to “two hours and forty
minutes”. In London, The Times obituary said his conducting was “more accomplished than that of any man save
Richter”, and that his symphonies were “undoubtedly interesting in their union of modern orchestral richness with
a melodic simplicity that often approached banality”, though it was too early to judge their ultimate worth.

Alma Mahler survived her husband by more than 50 years, dying in 1964. She married Walter Gropius in 1915,
divorced him five years later, and married the writer Franz Werfel in 1929. In 1940 she published a memoir of her
years with Mahler, entitled Gustav Mahler: Memories and Letters. This account was criticised by later biographers
as incomplete, selective and self-serving, and for providing a distorted picture of Mahler’s life. The composer’s
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daughter Anna Mahler became a well-known sculptor; she died in 1988. The International Gustav Mahler Society
was founded in 1955 in Vienna, with Bruno Walter as its first president and Alma Mahler as an honorary member.
The Society aims to create a complete critical edition of Mahler’s works, and to commemorate all aspects of the
composer’s life.

Music

Three creative periods

The opening of Lieder eines fahrenden Gesellen, published 1897 in a version for voice and piano

Deryck Cooke and other analysts have divided Mahler’s composing life into three distinct phases: a long “first
period”, extending from Das klagende Lied in 1880 to the end of the Wunderhorn phase in 1901; a “middle period”
of more concentrated composition ending with Mahler’s departure for New York in 1907; and a brief “late period”
of elegiac works before his death in 1911.

The main works of the first period are the first four symphonies, the Lieder eines fahrenden Gesellen song cycle
and various song collections in which the Wunderhorn songs predominate. In this period songs and symphonies
are closely related and the symphonic works are programmatic. Mahler initially gave the first three symphonies
full descriptive programmes, all of which he later repudiated. He devised, but did not publish, titles for each of the
movements for the Fourth Symphony; from these titles the German music critic Paul Bekker conjectured a
programme in which Death appears in the Scherzo “in the friendly, legendary guise of the fiddler tempting his
flock to follow him out of this world”.

The middle period comprises a triptych of purely instrumental symphonies (the Fifth, Sixth and Seventh), the
Rückert songs and the Kindertotenlieder, two final Wunderhorn settings and, in some reckonings, Mahler’s last
great affirmative statement, the choral Eighth Symphony. Cooke believes that the Eighth stands on its own,
between the middle and final periods. Mahler had by now abandoned all explicit programmes and descriptive
titles; he wanted to write “absolute” music that spoke for itself. Cooke refers to “a new granite-like hardness of
orchestration” in the middle-period symphonies, while the songs have lost most of their folk character, and cease
to fertilise the symphonies as explicitly as before.

The works of the brief final period—Das Lied von der Erde, the Ninth and (incomplete) Tenth Symphonies—are
expressions of personal experience, as Mahler faced death. Each of the pieces ends quietly, signifying that
aspiration has now given way to resignation. Cooke considers these works to be a loving (rather than a bitter)
farewell to life; the composer Alban Berg called the Ninth “the most marvellous thing that Mahler ever
wrote”. None of these final works were performed in Mahler’s lifetime.

Antecedents and influences

Mahler was a “late Romantic”, part of an ideal that placed Austro-German classical music on a higher plane than
other types, through its supposed possession of particular spiritual and philosophical significance. He was one of
the last major composers of a line which includes, among others, Beethoven, Schubert, Liszt, Wagner, Bruckner
and Brahms. From these antecedents Mahler drew many of the features that were to characterise his music.
Thus, from Beethoven’s Ninth Symphony came the idea of using soloists and a choir within the symphonic genre.
From Beethoven, Liszt and (from a different musical tradition) Berlioz came the concept of writing music with an
inherent narrative or “programme”, and of breaking away from the traditional four-movement symphony format.
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The examples of Wagner and Bruckner encouraged Mahler to extend the scale of his symphonic works well
beyond the previously accepted standards, to embrace an entire world of feeling.

Early critics maintained that Mahler’s adoption of many different styles to suit different expressions of feeling
meant that he lacked a style of his own; Cooke on the other hand asserts that Mahler “redeemed any borrowings
by imprinting his [own] personality on practically every note” to produce music of “outstanding originality.” Music
critic Harold Schonberg sees the essence of Mahler’s music in the theme of struggle, in the tradition of
Beethoven. However, according to Schonberg, Beethoven’s struggles were those of “an indomitable and
triumphant hero”, whereas Mahler’s are those of “a psychic weakling, a complaining adolescent who … enjoyed
his misery, wanting the whole world to see how he was suffering.” Yet, Schonberg concedes, most of the
symphonies contain sections in which Mahler the “deep thinker” is transcended by the splendour of Mahler the
musician.

Genre

Except for his juvenilia, few of which have survived, Mahler composed only in the media of song and symphony,
with a close and complex interrelationship between the two. Donald Mitchell writes that this interaction is the
backcloth against which all Mahler’s music can be considered. The initial connection between song and
symphony occurs with the song-cycle Lieder eines fahrenden Gesellen and the First Symphony. Although this
early evidence of cross-fertilisation is important, it is during Mahler’s extended Wunderhorn phase, in which his
Second, Third and Fourth Symphonies were written, that the song and symphony genres are consistently
intermingled. Themes from the Wunderhorn song Das himmlische Leben (“The Heavenly Life”), composed in
1892, became a key element in the Third Symphony completed in 1896; the song itself forms the finale to the
Fourth (1900) and its melody is central to the whole composition. For the Second Symphony, written between
1888 and 1894, Mahler worked simultaneously on the Wunderhorn song, Des Antonius von Padua Fischpredigt
(“The Sermon of St Anthony of Padua to the Fishes”), and on the Scherzo based on it which became the
symphony’s third movement. Another Wunderhorn setting from 1892, Urlicht (“Primal Light”), is used as the
Second Symphony’s fourth (penultimate) movement.

In Mahler’s middle and late periods, the song-symphony relationship is less direct. However, musicologist Donald
Mitchell notes specific relationships between the middle period songs and their contemporaneous
symphonies—the second Kindertotenlieder song and the Adagietto from the Fifth Symphony, the last
Kindertotenlieder song and the Sixth Symphony finale. Mahler’s last work employing vocal and orchestral forces,
Das Lied von der Erde, is subtitled “A Symphony …”—Mitchell categorises it as a “song and symphony”.

Style

The union of song and symphonic form in Mahler’s music is, in Cooke’s view, organic; “his songs flower naturally
into symphonic movements, being already symphonic in cast.” To Sibelius, Mahler expressed the belief that “The
symphony must be like the world. It must embrace everything.” True to this belief, Mahler drew material from
many sources into his songs and symphonic works: bird calls and cow-bells to evoke nature and the countryside,
bugle fanfares, street melodies and country dances to summon the lost world of his childhood. Life’s struggles are
represented in contrasting moods: the yearning for fulfilment by soaring melodies and chromatic harmony,
suffering and despair by discord, distortion and grotesquerie. Amid all this is Mahler’s particular hallmark—the
constant intrusion of banality and absurdity into moments of deep seriousness, typified in the second movement
of the Fifth Symphony when a trivial popular tune suddenly cuts into a solemn funeral march. The trite melody
soon changes its character, and in due course re-emerges as one of the majestic Brucknerian chorales which
Mahler uses to signify hope and the resolution of conflict. Mahler himself recognised the idiosyncrasies in his
work, calling the Scherzo in the Third Symphony “the most farcical and at the same time the most tragic piece that
ever existed … It is as though all nature is making faces and sticking out its tongue.”

The range of musical moods, Cooke maintains, comes from Mahler’s “amazing orchestration” which, in the
writer’s view, defies analysis—”it speaks for itself”. Franklin lists specific features which are basic to Mahler’s
style: extremes of volume, the use of off-stage ensembles, unconventional arrangement of orchestral forces, and
frequent recourse to popular music and dance forms such as the ländler and the waltz. Musicologist Vladimír
Karbusický maintains that the composer’s Jewish roots had lasting effects on his creative output; he pinpoints the
central part of the third movement of the First Symphony as the most characteristically “Yiddish” music in Mahler’s
work. The Czech composer-journalist Max Brod has also identified Jewish tunes and rhythms in Mahler’s music.



A technical device much used by Mahler is that of “progressive tonality”, which Deryck Cooke describes as “the
procedure of resolving a symphonic conflict in a different key from that in which it was stated”, and which is often
used “to symbolise the gradual ascendancy of a certain value by progress from one key to another over the whole
course of a symphony”. This technique was also used by Mahler’s Danish contemporary Carl Nielsen. Mahler first
employed the device in an early song, Erinnerung (“Memory”), and thereafter used it freely in his symphonies. For
example, the predominant key of the First Symphony is D major; at the beginning of the Finale, the “conflict”
movement, the key switches to F minor, and only after a lengthy battle gets back to D, near the end. The Second
Symphony begins in C minor and ends in E flat. The movements of the Fifth Symphony progress successively
from C-sharp minor to A minor, then D major, F major and finally to D major. The Sixth Symphony, unusually for
Mahler, begins and ends in the same key, A minor, signifying that in this case the conflict is unresolved.

Reception

Early responses, 1889–1911

A satirical comment on Mahler’s Sixth Symphony. The caption translates: “My God, I’ve forgotten the motor horn!
Now I shall have to write another symphony.”

Mahler’s friend Guido Adler calculated that at the time of the composer’s death in 1911 there had been more than
260 performances of the symphonies in Europe, Russia and America, the Fourth Symphony with
61 performances given most frequently (Adler did not enumerate performances of the songs). In his lifetime,
Mahler’s works and their performances attracted wide interest, but rarely unqualified approval; for years after its
1889 premiere critics and public struggled to understand the First Symphony, described by one critic after an
1898 Dresden performance as “the dullest [symphonic] work the new epoch has produced.” The Second
Symphony was received more positively, one critic calling it “the most masterly work of its kind since
Mendelssohn”. Such generous praise was rare, particularly after Mahler’s accession to the Vienna Hofoper
directorship. His many enemies in the city used the anti-Semitic and conservative press to denigrate almost every
performance of a Mahler work; thus the Third Symphony, a success in Krefeld in 1902, was treated in Vienna with
critical scorn: “Anyone who has committed such a deed deserves a couple of years in prison.”

A mix of enthusiasm, consternation and critical contempt became the normal response to new Mahler
symphonies, although the songs were better received. After his Fourth and Fifth Symphonies failed to gain
general public approval, Mahler was convinced that his Sixth would finally succeed. However, its reception was
dominated by satirical comments on Mahler’s unconventional percussion effects—the use of a wooden mallet,
birch rods and a huge square bass drum. Viennese critic Heinrich Reinhardt dismissed the symphony as “Brass,
lots of brass, incredibly much brass! Even more brass, nothing but brass!” The one unalloyed performance
triumph within Mahler’s lifetime was the premiere of the Eighth Symphony in Munich, on 12 September 1910,
advertised by its promoters as the “Symphony of a Thousand”. At its conclusion, applause and celebrations
reportedly lasted for half an hour.

https://s3-us-west-2.amazonaws.com/candimgs/B6NRnI/170px-Mahlercartoon_1907.jpg
https://s3-us-west-2.amazonaws.com/candimgs/B6NRnI/170px-Mahlercartoon_1907.jpg


Relative Neglect, 1911–50

Performances of Mahler’s works became less frequent after his death. In the Netherlands the advocacy of Willem
Mengelberg ensured that Mahler remained popular there, and Mengelberg’s engagement with the New York
Philharmonic from 1922 to 1928 brought Mahler regularly to American audiences. However, much American
critical reaction in the 1920s was negative, despite a spirited effort by the young composer Aaron Copland to
present Mahler as a progressive, 30 years ahead of his time and infinitely more inventive than Richard
Strauss. Earlier, in 1916, Leopold Stokowski had given the American premieres of the Eighth Symphony and Das
Lied von der Erde in Philadelphia. The Eighth was a sensationally successful performance that was immediately
taken to New York where it scored a further triumph. In Britain the Hallé Orchestra brought Das Lied and the
Ninth Symphony to Manchester in 1931; Sir Henry Wood staged the Eighth in London in 1930, and again in 1938
when the young Benjamin Britten found the performance “execrable” but was nevertheless impressed by the
music. British critics during this period largely treated Mahler with condescension and faint praise. Thus Dyneley
Hussey, writing in 1934, thought the “children’s songs” were delightful, but that the symphonies should be let
go. Composer-conductor Julius Harrison described Mahler’s symphonies as “interesting at times, but laboriously
put together” and as lacking creative spark. George Bernard Shaw, in his role as music critic, thought that the
musical audiences of the 1930s would find Mahler (and Bruckner) “expensively second-rate”.

Before Mahler’s music was banned as “degenerate” during the Nazi era, the symphonies and songs were played
in the concert halls of Germany and Austria, often conducted by Bruno Walter and Mahler’s younger assistant
Otto Klemperer and Willem Mengelberg. In Austria, Mahler’s work experienced a brief renaissance between 1934
and 1938, a period known today as ‘Austrofascism’, when the authoritarian regime with the help of Alma Mahler
and Bruno Walter, who were both on friendly terms with the new chancellor Kurt Schuschnigg, sought to make
Mahler into a national icon (with a status comparable to that of Wagner in Germany). Mahler’s music was
performed during the Nazi era in Berlin in early 1941 and in Amsterdam during the German occupation of the
Netherlands by Jewish orchestras and for Jewish audiences alone; works performed included the Second
Symphony (Berlin), the First and Fourth Symphonies, and the Songs of a Wayfarer (Amsterdam).

Modern Revival

According to American composer David Schiff, his compatriot Leonard Bernstein used to imply that he had single-
handedly rescued Mahler from oblivion in 1960, after 50 years of neglect. Schiff points out that such neglect was
only relative—far less than the disregard of Bach in the years after his death. Although Bernstein gave the Mahler
revival further impetus, it was well under way before 1960, sustained by conductors such as Stokowski, Dimitri
Mitropoulos and John Barbirolli, and by long-time Mahler advocate Aaron Copland.

Deryck Cooke argues that Mahler’s popularity escalated when a new, postwar generation of music-lovers arose,
untainted by “the dated polemics of anti-romanticism” which had affected Mahler’s reputation in the inter-war
years. In this more liberated age, enthusiasm for Mahler expanded even into places—Spain, France, Italy—which
had long been resistant to him. Robert Carr’s simpler explanation for the 1950s Mahler revival is that “it was the
long-playing record [in the early 1950s] rather than the Zeitgeist which made a comprehensive breakthrough
possible. Mahler’s work became accessible and repeatable in the home.” In the years following his centenary in
1960, Mahler rapidly became one of the most performed and most recorded of all composers, and has largely
remained thus. In Britain and elsewhere, Carr notes, the extent of Mahler performances and recordings has
replaced a relative famine with a glut, bringing problems of over-familiarity. Harold Schonberg comments that “it is
hard to think of a composer who arouses equal loyalty”, adding that “a response of anything short of rapture to the
Mahler symphonies will bring [to the critic] long letters of furious denunciation”.

In a letter to Alma dated 16 February 1902, Mahler wrote, with reference to Richard Strauss: “My day will come
when his is ended. If only I might live to see it, with you at my side!” Carr observes that Mahler could conceivably
have lived to see “his day”; his near-contemporary Richard Strauss survived until 1949, while Sibelius, just five
years younger than Mahler, died only in 1957.

Later Influence

Donald Mitchell writes that Mahler’s influence on succeeding generations of composers is “a complete subject in
itself”. Mahler’s first disciples included Arnold Schoenberg and his pupils Alban Berg and Anton Webern, who



together founded the Second Viennese School. Mahler’s music influenced the trio’s move from progressive
tonalism to atonality (music without a key); although Mahler rejected atonality, he became a fierce defender of the
bold originality of Schoenberg’s work. At the premiere of the latter’s First String Quartet in February 1907, Mahler
reportedly was held back from physically attacking the hecklers. Schoenberg’s Serenade, Op. 24 (1923), Berg’s
Three Pieces for Orchestra (1915) and Webern’s Six Pieces (1928) all carry echoes of Mahler’s Seventh
Symphony.

Among other composers whose work carries the influence of Mahler, Mitchell lists America’s Aaron Copland, the
German song and stage composer Kurt Weill, Italy’s Luciano Berio, Russia’s Dmitri Shostakovich and England’s
Benjamin Britten. The American composers Leonard Bernstein and Samuel Barber were also influenced by
Mahler’s work. In a 1989 interview the pianist-conductor Vladimir Ashkenazy said that the connection between
Mahler and Shostakovich was “very strong and obvious”; their music represented “the individual versus the vices
of the world.” Mitchell highlights Britten’s “marvellously keen, spare and independent writing for the wind in … the
first movement of the Cello Symphony of 1963 [which] clearly belongs to that order of dazzling transparency and
instrumental emancipation which Mahler did so much to establish”. Mitchell concludes with the statement: “Even
were his own music not to survive, Mahler would still enjoy a substantial immortality in the music of these pre-
eminent successors who have embraced his art and assimilated his techniques.”

External links

• Media related to Gustav Mahler at Wikimedia Commons
• Quotations related to Gustav Mahler at Wikiquote
• Mahler material in the BBC Radio 3 archives
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MAHLER: SYMPHONY NO. 5

Symphony No. 5Symphony No. 5

The Symphony No. 5Symphony No. 5 by Gustav Mahler was composed in 1901 and 1902, mostly during the summer months
at Mahler’s cottage at Maiernigg. Among its most distinctive features are the trumpet solo that opens the work
and the frequently performed Adagietto.

The musical canvas and emotional scope of the work, which lasts over an hour, are huge. The symphony is

sometimes described as being in the key of C♯ minor since the first movement is in this key (the finale,
however, is in D). Mahler objected to the label: “From the order of the movements (where the usual first
movement now comes second) it is difficult to speak of a key for the ‘whole Symphony’, and to avoid
misunderstandings the key should best be omitted.”

Instrumentation

The piece is scored for a large orchestra made up of:

• woodwinds: 4 flutes (3rd & 4th doubling piccolos; for the last two bars of the Scherzo, all four flutes play

piccolo), 3 oboes (3rd doubling English horn), 3 clarinets in B-flat and A (3rd doubling clarinet in D1 and
bass clarinet), 3 bassoons (3rd doubling contrabassoon)
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• brass: 6 horns in F2, 4 trumpets in B-flat and F, 3 trombones, tuba
• percussion: timpani, bass drum, snare drum, cymbals, triangle, tam-tam, whip, glockenspiel
• strings: harp, violins I, II, violas, violoncellos, double basses

1The part is written for a clarinet in D in the score, but as this instrument is now virtually obsolete, almost all
clarinetists play this part on an E flat clarinet. In the Critical Edition of the score published in 2001 (see below), the
editors have the second player taking the E flat clarinet part with the third doubling on bass clarinet only.
2Mahler uses a solo obligato horn in the Scherzo. This is not counted as a seventh horn because only four other
horns play in that movement.

Revisions of the score

The score appeared first in print in 1904 at Peters, Leipzig. A second “New edition”, incorporating revisions that
Mahler made in 1904, appeared in 1905. Final revisions made by Mahler in 1911 did not appear until 1964 (ed.
Ratz), when the score was re-published in the Complete Edition of Mahler’s works. In 2001, Edition Peters
published a further revised edition (ed. Kubik) as part of the New Complete Critical Edition Series. This edition is
the most accurate edition available so far. Previous editions have now gone out of print.

Structure

The work is in five movements:

1. Trauermarsch (Funeral March). In gemessenem Schritt. Streng. Wie ein Kondukt (C-sharp minor)
2. Stürmisch bewegt, mit größter Vehemenz (Moving stormily, with the greatest vehemence) (A minor)
3. Scherzo. Kräftig, nicht zu schnell (Not too fast, strong) (D major)
4. Adagietto. Sehr langsam (Very slow) (F major)
5. Rondo-Finale. Allegro – Allegro giocoso. Frisch (Fresh) (D major)

The first two movements constitute Part I of the symphony (as designated by Mahler in the score), the long
Scherzo constitutes Part II, and the last two movements constitute Part III.

The piece is generally regarded as Mahler’s most conventional symphony up to that point, but from such an
unconventional composer it still had many peculiarities. It almost has a four movement structure, as the first two
can easily be viewed as essentially a whole. The symphony also ends with a Rondo, in the classical style. Some
peculiarities are the funeral march that opens the piece and the Adagietto for harp and strings that contrasts with
the complex orchestration of the other movements.

A performance of the work lasts around 70 minutes.

Adagietto

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Adagietto – 4th Movement from Gustav Mahler’s Symphony No.5

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.
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Performed by the Virtual Philharmonic Orchestra (Reinhold Behringer) with digital samples
(Garritan Personal Orchestra 4). Tempo is slightly faster than usual, at duration 8:44.

Problems playing this file? See media help.

The fourth movement may be Mahler’s most famous composition and is the most frequently performed of his
works. The British premiere of the Fifth Symphony came thirty-six years after that of the Adagietto, conducted by
Henry Wood at a Proms concert in 1909. Leonard Bernstein conducted it during the funeral Mass for Robert
Kennedy at St. Patrick’s Cathedral, New York, on 8 June 1968. It was used in the 1971 Luchino Visconti film
Death in Venice.

It is said to represent Mahler’s love song to Alma. According to a letter she wrote to Willem Mengelberg, the
composer left a small poem: “Wie ich dich liebe, Du meine Sonne, ich kann mit Worten Dir’s nicht sagen. Nur
meine Sehnsucht kann ich Dir klagen und meine Liebe. (How much I love you, you my sun, I cannot tell you that
with words. I can only lament to you my longing and love.)”

It lasts for approximately 10 minutes, and Mahler’s instruction is sehr langsam (very slowly). Mahler and
Mengelberg played it in about 7 minutes. Some conductors have taken tempos that extend it to nearly 12 minutes
(viz. recordings by Eliahu Inbal, Herbert von Karajan, and Claudio Abbado), while Simon Rattle with the Berlin
Philharmonic Orchestra performed it in 9½ minutes. Bernstein also briefly discusses this section along with the
opening bars of the 2nd movement in his Charles Eliot Norton lectures from 1973.

The Adagietto has been used by figure skaters. Ekaterina Gordeeva commemorated her deceased husband,
Sergei Grinkov, at the 1996 “Celebration of a Life”. Ice dancers Tessa Virtue and Scott Moir, from Canada,
performed their free dance at both the 2010 Winter Olympics and the 2010 World Championships, winning the
gold medal at both events.

Composition

Mahler wrote his fifth symphony during the summers of 1901 and 1902. In February 1901 Mahler had suffered a
sudden major hemorrhaging and his doctor later told him that he had come within an hour of bleeding to death.
The composer spent quite a while recuperating. He moved into his own lakeside villa in the southern Austrian
province of Carinthia in June 1901. Mahler was delighted with his new-found status as the owner of a grand villa.
According to friends, he could hardly believe how far he had come from his humble beginnings. He was Director
of the Vienna Court Opera and the principal conductor of the Vienna Philharmonic. His own music was also
starting to be successful. Later in 1901 when he met Alma Schindler and by the time he returned to his summer
villa in summer 1902, they were married and she was expecting their first child.

Symphonies five, six and seven, which all belong to this period, have much in common and are markedly different
from the first four, which all have strong links to vocal music. The middle symphonies, by contrast, are pure
orchestral works and are, by Mahler’s standards, taut and lean.

Counterpoint also becomes a more important element in Mahler’s music from the fifth symphony onwards. The
ability to write good counterpoint was highly cherished by Baroque composers and Johann Sebastian Bach is
regarded as the greatest composer of contrapuntal music. Bach played an important part in Mahler’s musical life
at this time. He subscribed to the edition of Bach’s collected works that was being published at the turn of the
century, and later conducted and arranged works by Bach for performance. Mahler’s renewed interest in
counterpoint can best be heard in the third and the final movements of the fifth symphony.

Premieres

• World premiere: October 18, 1904, Cologne – Gürzenich Orchestra Cologne conducted by the
composer.



• United States premiere: March 24, 1905, Cincinnati – conducted by Frank Van der Stucken.
• English premieres:

◦ Of Adagietto only: August 31, 1909, London – conducted by Henry Wood during a Proms
concert.

◦ Of complete work: October 21, 1945, London – London Philharmonic Orchestra conducted by
Heinz Unger.

Reaction

• After its premiere, Mahler is reported to have said, ‘Nobody understood it. I wish I could conduct the first
performance fifty years after my death.’

• Herbert von Karajan once said that when you hear Mahler’s Fifth, ‘you forget that time has passed. A
great performance of the Fifth is a transforming experience. The fantastic finale almost forces you to hold
your breath.’

External links

• Symphony No. 5: Free scores at the International Music Score Library Project
• Analysis from Everything2.com
• Opening Trumpet solo from Mahler’s Fifth Symphony
• Horn solo from Mahler’s Fifth Symphony
• Free recording of Adagietto by the Columbia University Orchestra
• Gilbert Kaplan: In One Note of Mahler, a World of Meaning. New York Times, 17 March 2002 (online)
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MAHLER: SYMPHONY NO. 5 VIDEO

Watch this video online: https://youtu.be/NA3-btDFJ1Q
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20TH CENTURY

NEW DIRECTIONS IN 20TH CENTURY CLASSICAL
MUSIC

Periods ofPeriods of
Western classical musicWestern classical music

EarlyEarly

Medieval c. 500–1400

Renaissance c. 1400–1600

Common practiceCommon practice

Baroque c. 1600–1760

Classical c. 1730–1820

Romantic c. 1780–1910

Modern and contemporaryModern and contemporary

Modern c. 1890–1975

20th century20th century 1901–2000

Contemporary c. 1975–present

21st century 2001–present

20th-century classical music20th-century classical music

20th-century classical music20th-century classical music was without a dominant style and highly diverse.

AD / CE



History

At the turn of the century, music was characteristically late Romantic in style. Composers such as Gustav Mahler,
Richard Strauss and Jean Sibelius were pushing the bounds of Post-Romantic Symphonic writing. At the same
time, the Impressionist movement, spearheaded by Claude Debussy, was being developed in France. The term
was actually loathed by Debussy: “I am trying to do ‘something different—in a way realities—what the imbeciles
call ‘impressionism’ is a term which is as poorly used as possible, particularly by art critics” (Politoske and Martin
1988, 419)—and Maurice Ravel’s music, also often labelled with this term, explores music in many styles not
always related to it (see the discussion on Neoclassicism, below).

Arnold Schoenberg, Los Angeles, 1948

Many composers reacted to the Post-Romantic and Impressionist styles and moved in quite different directions.
The single most important moment in defining the course of music throughout the century was the widespread
break with traditional tonality, effected in diverse ways by different composers in the first decade of the century.
From this sprang an unprecedented “linguistic plurality” of styles, techniques, and expression (Morgan 1984, 458).
In Vienna, Arnold Schoenberg developed atonality, out of the expressionism that arose in the early part of the
20th century. He later developed the twelve-tone technique which was developed further by his disciples Alban
Berg and Anton Webern; later composers (including Pierre Boulez) developed it further still (Ross 2008, 194–96
and 363–64). Stravinsky (in his last works) explored twelve-tone technique, too, as did many other composers;
indeed, even Scott Bradley used the technique in his scores for the Tom and Jerry cartoons (Ross 2008, 296).
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Igor Stravinsky

After the First World War, many composers started returning to the past for inspiration and wrote works that draw
elements (form, harmony, melody, structure) from it. This type of music thus became labelled neoclassicism. Igor
Stravinsky (Pulcinella and Symphony of Psalms), Sergei Prokofiev (Classical Symphony), Ravel (Le tombeau de
Couperin) and Paul Hindemith (Symphony: Mathis der Maler) all produced neoclassical works.

Italian composers such as Francesco Balilla Pratella and Luigi Russolo developed musical Futurism. This style
often tried to recreate everyday sounds and place them in a “Futurist” context. The “Machine Music” of George
Antheil (starting with his Second Sonata, “The Airplane”) and Alexander Mosolov (most notoriously his Iron
Foundry) developed out of this. The process of extending musical vocabulary by exploring all available tones was
pushed further by the use of Microtones in works by Charles Ives, Julián Carrillo, Alois Hába, John Foulds, Ivan
Wyschnegradsky, and Mildred Couper among many others. Microtones are those intervals that are smaller than a
semitone; human voices and unfretted strings can easily produce them by going in between the “normal” notes,
but other instruments will have more difficulty—the piano and organ have no way of producing them at all, aside
from retuning and/or major reconstruction.

In the 1940s and 50s composers, notably Pierre Schaeffer, started to explore the application of technology to
music in musique concrète (Dack 2002). The term Electroacoustic music was later coined to include all forms of
music involving magnetic tape, computers, synthesizers, multimedia, and other electronic devices and
techniques. Live electronic music uses live electronic sounds within a performance (as opposed to preprocessed
sounds that are overdubbed during a performance), Cage’s Cartridge Music being an early example. Spectral
music (Gérard Grisey and Tristan Murail) is a further development of electroacoustic music that uses analyses of
sound spectra to create music (Dufourt 1981; Dufourt 1991). Cage, Berio, Boulez, Milton Babbitt, Luigi Nono and
Edgard Varèse all wrote electroacoustic music.

From the early 1950s onwards, Cage introduced elements of chance into his music. Process music (Karlheinz
Stockhausen Prozession, Aus den sieben Tagen; and Steve Reich Piano Phase, Clapping Music) explores a

particular process which is essentially laid bare in the work.[vague] The term Experimental music seems to have
been coined by Cage who was interested in writing complete works that performed an unpredictable action
(Mauceri 1997, 197), according to the definition “an experimental action is one the outcome of which is not
foreseen” (Cage 1961, 39). The term is also used to describe music within specific genres that pushes against
their boundaries or definitions, or else whose approach is a hybrid of disparate styles, or incorporates unorthodox,
new, distinctly unique ingredients.

Important cultural trends often informed music of this period, romantic, modernist, neoclassical, postmodernist or
otherwise. Igor Stravinsky and Sergei Prokofiev were particularly drawn to primitivism in their early careers, as
explored in works such as The Rite of Spring and Chout. Other Russians, notably Dmitri Shostakovich, reflected
the social impact of communism and subsequently had to work within the strictures of socialist realism in their



music (McBurney 2004). Other composers, such as Benjamin Britten (War Requiem), explored political themes in
their works, albeit entirely at their own volition (Evans 1979, 450). Nationalism was also an important means of
expression in the early part of the century. The culture of the United States of America, especially, began
informing an American vernacular style of classical music, notably in the works of Charles Ives, John Alden
Carpenter, and (later) George Gershwin. Folk music (Vaughan Williams’ Five Variants of Dives and Lazarus,
Gustav Holst’s A Somerset Rhapsody) and Jazz (Gershwin, Leonard Bernstein, Darius Milhaud’s La création du
monde) were also influential.

In the latter quarter of the century, eclecticism and polystylism became important. These, as well as minimalism,
New Complexity, and New Simplicity, are more fully explored in their respective articles.

Styles

Romantic style

At the end of the 19th century (often called the Fin de siècle), the Romantic style was starting to break apart,
moving along various parallel courses, such as Impressionism and Post-romanticism. In the 20th century, the
different styles that emerged from the music of the previous century influenced composers to follow new trends,
sometimes as a reaction to that music, sometimes as an extension of it, and both trends co-existed well into the
20th century. The former trends, such as Expressionism are discussed later.

In the early part of the 20th century, many composers wrote music which was an extension of 19th-century
Romantic music, and traditional instrumental groupings such as the orchestra and string quartet remained the
most typical. Traditional forms such as the symphony and concerto remained in use. Gustav Mahler and Jean
Sibelius are examples of composers who took the traditional symphonic forms and reworked them. (See
Romantic music.) Some writers hold that the Schoenberg’s work is squarely within the late-Romantic tradition of
Wagner and Brahms (Neighbour 2001, 582) and, more generally, that “the composer who most directly and
completely connects late Wagner and the 20th century is Arnold Schoenberg” (Salzman 1988, 10).

Neoclassicism

Neoclassicism was a style cultivated between the two world wars, which sought to revive the balanced forms and
clearly perceptible thematic processes of the 17th and 18th centuries, in a repudiation of what were seen as
exaggerated gestures and formlessness of late Romanticism. Because these composers generally replaced the
functional tonality of their models with extended tonality, modality, or atonality, the term is often taken to imply
parody or distortion of the Baroque or Classical style (Whittall 2001). Famous examples include Prokofiev’s
Classical Symphony and Stravinsky’s Pulcinella. Paul Hindemith (Symphony: Mathis der Maler) and Darius
Milhaud also used this style. Maurice Ravel’s Le tombeau de Couperin is often seen as neo-baroque (an
architectural term), though the distinction between the terms is not always made.

Jazz-influenced classical composition

George Gershwin
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A number of composers combined elements of the jazz idiom with classical compositional styles, notably:

• Leonard Bernstein
• Aaron Copland
• George Gershwin
• Darius Milhaud
• Maurice Ravel

Movements

Impressionism

Claude Debussy (1908)

Impressionism started in France as a reaction, led by Claude Debussy, against the emotional exuberance and
epic themes of German Romanticism exemplified by Wagner. In Debussy’s view, art was a sensuous experience,
rather than an intellectual or ethical one. He urged his countrymen to rediscover the French masters of the 18th
century, for whom music was meant to charm, to entertain, and to serve as a “fantasy of the senses” (Machlis
1979, 86–87).

Other composers associated with impressionism include Maurice Ravel, Albert Roussel, Isaac Albéniz, Paul
Dukas, Manuel de Falla, Charles Martin Loeffler, Charles Griffes, Frederick Delius, Ottorino Respighi, Cyril Scott
and Karol Szymanowski (Machlis 1979, 115–18). Many French composers continued impressionism’s language
through the 1920s and later, including Albert Roussel, Charles Koechlin, André Caplet, and, later, Olivier
Messiaen. Composers from non-Western cultures, such as Tōru Takemitsu, and jazz musicians such as Duke
Ellington, Gil Evans, Art Tatum, and Cecil Taylor, also have been strongly influenced by the impressionist musical
language (Pasler 2001a).

Modernism
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Futurism

Filippo Tommaso Marinetti

At its conception, Futurism was an Italian artistic movement founded in 1909 by Filippo Tommaso Marinetti; it was
quickly embraced by the Russian avant garde. In 1913, the painter Luigi Russolo published a manifesto, L’arte dei
rumori (The Art of Noises), calling for the incorporation of noises of every kind into music (Russolo 1913). In
addition to Russolo, composers directly associated with this movement include the Italians Silvio Mix, Nuccio
Fiorda, Franco Casavola, and Pannigi (whose 1922 Ballo meccanico included two motorcycles), and the
Russians Artur Lourié, Mikhail Matyushin, and Nikolai Roslavets.

Though few of the futurist works of these composers are performed today, the influence of futurism on the later
development of 20th-century music was enormous. Sergei Prokofiev, Maurice Ravel, Igor Stravinsky, Arthur
Honegger, George Antheil, Leo Ornstein, and Edgard Varèse are among the notable composers in the first half of
the century who were influenced by futurism. Characteristic features of later 20th-century music with origins in
futurism include the prepared piano, integral serialism, extended vocal techniques, graphic notation,
improvisation, and minimalism (Dennis and Powell 2001).

Free dissonance and experimentalism

In the early part of the 20th century, Charles Ives integrated American and European traditions as well as
vernacular and church styles, while using innovative techniques in his rhythm, harmony, and form (Burkholder
2001). His technique included the use of polytonality, polyrhythm, tone clusters, aleatoric elements, and quarter
tones. Edgard Varèse wrote highly dissonant pieces that utilized unusual sonorities and futuristic, scientific-
sounding names. He pioneered the use of new instruments and electronic resources (see below).

Expressionism

Expressionism was a prominent artistic trend associated especially with Austria and Germany before, during, and
immediately after World War I. In some measure a reaction against the perceived passive nature of
impressionism, it emphasized an eruptive immediacy of expressive feeling, often based on the psychology of the
unconscious. Expressionism is primarily identified with Arnold Schoenberg’s “free atonal period” (1908–21), in
particular the monodrama Erwartung, the Klavierstück, op. 11, no. 3, and the first and last of his Five Orchestral
Pieces, op. 16. Certain works from this same period by his pupils Alban Berg and Anton Webern are also usually
included.

Although this music sets out from Wagner’s chromatic harmony (especially Kundry’s music in Parsifal), it tends to
avoid cadence, repetition, sequence, balanced phrases, and any reference to traditional forms or procedures, for
which reason it came to be associated with a rejection of tradition. Other composers active in approximately this
period such as Gustav Mahler, Alexander Scriabin, Igor Stravinsky, Leoš Janáček, Karol Szymanowski, Béla
Bartók, Paul Hindemith, Charles Ives, and Ernst Krenek also exhibit expressionist traits, while important stage
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works of the 1920s by Kurt Weill, Hindemith, and Krenek retain expressionistic textual and visual aspects even

though their musical language no longer reflects expressionism’s aesthetic principles.[citation needed]

By the late 1920s, though many composers continued to write in a vaguely expressionist manner, it was being
supplanted by the more impersonal style of the German Neue Sachlichkeit and neoclassicism. Because
expressionism, like any movement that had been stigmatized by the Nazis, gained a sympathetic reconsideration
following World War II, expressionist music resurfaced in works by composers such as Hans Werner Henze,
Pierre Boulez, Peter Maxwell Davies, Wolfgang Rihm, and Bernd Alois Zimmermann (Fanning 2001).

Postmodern music

Postmodernism is a reaction to modernism, but it can also be viewed as a response to a deep-seated shift in
societal attitude. According to this latter view, postmodernism began when historic (as opposed to personal)
optimism turned to pessimism, at the latest by 1930 (Meyer 1994, 331).

John Cage is a prominent figure in 20th-century music, claimed with some justice both for modernism and
postmodernism because the complex intersections between modernism and postmodernism are not reducible to
simple schemata (Williams 2002, 241). His influence steadily grew during his lifetime. He often uses elements of
chance: Imaginary Landscape No. 4 for 12 radio receivers, and Music of Changes for piano. Sonatas and
Interludes (1946–48) is composed for a prepared piano: a normal piano whose timbre is dramatically altered by
carefully placing various objects inside the piano in contact with the strings (a concept inspired by some of Henry
Cowell’s ‘String Piano’ techniques).

Most of the styles and movements that follow can be classified as “postmodern”.

Minimalism

In the later 20th century, composers such as La Monte Young, Arvo Pärt, Philip Glass, Terry Riley, Steve Reich,
and John Adams began to explore what is now called minimalism, in which the work is stripped down to its most
fundamental features; the music often features repetition and iteration. An early example is Terry Riley’s In C
(1964), an aleatoric work in which short phrases are chosen by the musicians from a set list and played an
arbitrary number of times, while the note C is repeated in eighth notes (quavers) behind them. Steve Reich’s
works Piano Phase (1967, for two pianos), and Drumming (1970–71, for percussion, female voices and piccolo)
employ the technique called phasing in which a phrase played by one player maintaining a constant pace is
played simultaneously by another but at a slightly quicker pace. This causes the players to go “out of phase” with
each other and the performance may continue until they come back in phase.

Philip Glass’s 1 + 1 (1968) employs the additive process in which short phrases are slowly expanded. La Monte
Young’s Compositions 1960 employs very long tones, exceptionally high volumes and extra-musical techniques
such as “draw a straight line and follow it” or “build a fire”. Michael Nyman argues that minimalism was a reaction
to and made possible by both serialism and indeterminism (Nyman 1999, 139). (See also experimental music.)

Techniques

Atonality and twelve-tone technique

Arnold Schoenberg is one of the most significant figures in 20th-century music. While his early works were in a
late Romantic style influenced by Wagner (Verklärte Nacht, 1899), this evolved into an atonal idiom in the years
before the First World War (Drei Klavierstücke in 1909 and Pierrot Lunaire in 1912). In 1921, after several years
of research, he developed the twelve-tone technique of composition, which he first described privately to his
associates in 1923 (Schoenberg 1975, 213). His first large-scale work entirely composed using this technique was
the Wind Quintet, Op. 26, written in 1923–24. Later examples include the Variations for Orchestra, Op. 31
(1926–28), the Third and Fourth String Quartets (1927 and 1936, respectively), the Violin Concerto (1936) and
Piano Concerto (1942). In later years, he intermittently returned to a more tonal style (Kammersymphonie no. 2,
begun in 1906 but completed only in 1939; Variations on a Recitative for organ in 1941). He taught Anton Webern
and Alban Berg and these three composers are often referred to as the principal members of the Second



Viennese School (Haydn, Mozart and Beethoven—and sometimes Schubert—being regarded as the First
Viennese School in this context). Webern wrote works using a rigorous twelve-tone method and influenced the
development of total serialism. Berg, like Schoenberg, employed twelve-tone technique within a late-romantic or
post-romantic style (Violin Concerto, which quotes a Bach Choral and uses Classical form). He wrote two major
operas (Wozzeck and Lulu).

Electronic music

Edgard Varèse, one of the
pioneers of electronic music

The development of recording technology made all sounds available for potential use as musical material.
Electronic music generally refers to a repertory of art music developed in the 1950s in Europe, Japan, and the
Americas. The increasing availability of magnetic tape in this decade provided composers with a medium which
allowed recording sounds and then manipulating them in various ways. All electronic music depends on
transmission via loudspeakers, but there are two broad types: acousmatic music, which exists only in recorded
form meant for loudspeaker listening, and live electronic music, in which electronic apparatus are used to
generate, transform, or trigger sounds during performance by musicians using voices, traditional instruments,
electro-acoustic instruments, or other devices. Beginning in 1957, computers became increasingly important in
this field (Emmerson and Smalley 2001). When the source material was acoustical sounds from the everyday
world, the term musique concrète was used; when the sounds were produced by electronic generators, it was
designated electronic music. After the 1950s, the term “electronic music” came to be used for both types.
Sometimes such electronic music was combined with more conventional instruments, Stockhausen’s Hymnen,
Edgard Varèse’s Déserts, and Mario Davidovsky’s series of Synchronisms are three examples.

Other notable 20th-century composers

Various prominent composers from the 20th century are not associated with any widely recognised compositional
movement. The list below includes some of them, as well as various significant classifiable composers who are
not mentioned in the preceding parts of this article:

• Edward Elgar
• George Enescu
• Gabriel Fauré
• Morton Feldman
• Alberto Ginastera
• Henryk Górecki

• Carl Nielsen
• Harry Partch
• Krzysztof Penderecki
• Francis Poulenc
• Giacomo Puccini
• Sergei Rachmaninoff
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• Alan Hovhaness
• György Ligeti
• Witold Lutosławski
• Bruno Maderna
• Bohuslav Martinů

• Alfred Schnittke
• Michael Tippett
• Ralph Vaughan Williams
• Heitor Villa-Lobos
• William Walton
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SCHOENBERG: BIOGRAPHY

Arnold Schoenberg, Los Angeles,
1948

Arnold SchoenbergArnold Schoenberg

Arnold SchoenbergArnold Schoenberg or SchönbergSchönberg (German: [ˈaːʁnɔlt ˈʃøːnbɛʁk]; 13 September 1874 – 13 July 1951) was an
Austrian composer and painter, associated with the expressionist movement in German poetry and art, and
leader of the Second Viennese School. With the rise of the Nazi Party, by 1938 Schoenberg’s works were
labelled as degenerate music because he was Jewish (Anon. 1997–2013); he moved to the United States in
1934.

Schoenberg’s approach, both in terms of harmony and development, has been one of the most influential of
20th-century musical thought. Many European and American composers from at least three generations have
consciously extended his thinking, whereas others have passionately reacted against it.

Schoenberg was known early in his career for simultaneously extending the traditionally opposed German
Romantic styles of Brahms and Wagner. Later, his name would come to personify innovations in atonality
(although Schoenberg himself detested that term) that would become the most polemical feature of 20th-
century art music. In the 1920s, Schoenberg developed the twelve-tone technique, an influential
compositional method of manipulating an ordered series of all twelve notes in the chromatic scale. He also
coined the term developing variation and was the first modern composer to embrace ways of developing
motifs without resorting to the dominance of a centralized melodic idea.

Schoenberg was also a painter, an important music theorist, and an influential teacher of composition; his
students included Alban Berg, Anton Webern, Hanns Eisler, Egon Wellesz, and later John Cage, Lou
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Harrison, Earl Kim, Leon Kirchner, and other prominent musicians. Many of Schoenberg’s practices, including
the formalization of compositional method and his habit of openly inviting audiences to think analytically, are
echoed in avant-garde musical thought throughout the 20th century. His often polemical views of music history
and aesthetics were crucial to many significant 20th-century musicologists and critics, including Theodor W.
Adorno, Charles Rosen and Carl Dahlhaus, as well as the pianists Artur Schnabel, Rudolf Serkin, Eduard
Steuermann and Glenn Gould.

Schoenberg’s archival legacy is collected at the Arnold Schönberg Center in Vienna.

Biography

Early life

Arnold Schönberg in Payerbach,
1903

Arnold Schoenberg was born into a lower middle-class Jewish family in the Leopoldstadt district (in earlier times a
Jewish ghetto) of Vienna, at “Obere Donaustraße 5”. His father Samuel, a native of Bratislava, was a shopkeeper,
and his mother Pauline was native of Prague. Arnold was largely self-taught. He took only counterpoint lessons
with the composer Alexander von Zemlinsky, who was to become his first brother-in-law (Beaumont 2000, 87).

In his twenties, Schoenberg earned a living by orchestrating operettas, while composing his own works, such as
the string sextet Verklärte Nacht (“Transfigured Night”) (1899). He later made an orchestral version of this, which
became one of his most popular pieces. Both Richard Strauss and Gustav Mahler recognized Schoenberg’s
significance as a composer; Strauss when he encountered Schoenberg’s Gurre-Lieder, and Mahler after hearing
several of Schoenberg’s early works.

Strauss turned to a more conservative idiom in his own work after 1909 and at that point dismissed Schoenberg.
Mahler adopted him as a protégé and continued to support him even after Schoenberg’s style reached a point
which Mahler could no longer understand; Mahler worried about who would look after him after his death.
Schoenberg, who had initially despised and mocked Mahler’s music, was converted by the “thunderbolt” of
Mahler’s Third Symphony, which he considered a work of genius. Afterward he “spoke of Mahler as a saint”
(Stuckenschmidt 1977, 103; Schoenberg 1975, 136).

https://s3-us-west-2.amazonaws.com/candimgs/uZjzwc/220px-Schoenberg_1900.jpg
https://s3-us-west-2.amazonaws.com/candimgs/uZjzwc/220px-Schoenberg_1900.jpg


In 1898 Schoenberg converted to Christianity in the Lutheran church. According to MacDonald (2008, 93) this
was partly to strengthen his attachment to Western European cultural traditions, and partly as a means of self-
defence “in a time of resurgent anti-Semitism”. In 1933, after long meditation, he returned to Judaism, because he
realised that “his racial and religious heritage was inescapable”, and to take up an unmistakable position on the
side opposing Nazism. He would self-identify as a member of the Jewish religion later in life (Marquis Who’s Who
n.d.).

In October 1901, he married Mathilde Zemlinsky, the sister of the conductor and composer Alexander von
Zemlinsky, with whom Schoenberg had been studying since about 1894. Mathilde bore him two children, Gertrud
(1902–1947) and Georg (1906–1974). Gertrud would marry Schoenberg’s pupil Felix Greissle in 1921 (Neighbour
2001). During the summer of 1908, his wife Mathilde left him for several months for a young Austrian painter,
Richard Gerstl. This period marked a distinct change in Schoenberg’s work. It was during the absence of his wife
that he composed “You lean against a silver-willow” (German: Du lehnest wider eine Silberweide), the thirteenth
song in the cycle Das Buch der Hängenden Gärten, Op. 15, based on the collection of the same name by the
German mystical poet Stefan George. This was the first composition without any reference at all to a key
(Stuckenschmidt 1977, 96). Also in this year, he completed one of his most revolutionary compositions, the String
Quartet No. 2, whose first two movements, though chromatic in color, use traditional key signatures, yet whose
final two movements, also settings of George, daringly weaken the links with traditional tonality. Both movements
end on tonic chords, and the work is not fully non-tonal. Breaking with previous string-quartet practice, it
incorporates a soprano vocal line.

Schoenberg’s Der Rote Blick
(Red Gaze), 1910

During the summer of 1910, Schoenberg wrote his Harmonielehre (Theory of Harmony, Schoenberg 1922), which
remains one of the most influential music-theory books. From about 1911, Schoenberg belonged to a circle of
artists and intellectuals who included Lene Schneider-Kainer, Franz Werfel, Herwarth Walden and the latter’s
wife, Else Lasker-Schüler.

In 1910 he met Edward Clark, an English music journalist then working in Germany. Clark became his sole
English student, and in his later capacity as a producer for the BBC he was responsible for introducing many of
Schoenberg’s works, and Schoenberg himself, to Britain (as well as Webern, Berg and others).

Another of his most important works from this atonal or pantonal period is the highly influential Pierrot Lunaire,
Op. 21, of 1912, a novel cycle of expressionist songs set to a German translation of poems by the Belgian-French
poet Albert Giraud. Utilizing the technique of Sprechstimme, or melodramatically spoken recitation, the work pairs
a female vocalist with a small ensemble of five musicians. The ensemble, which is now commonly referred to as
the Pierrot ensemble, consists of flute (doubling on piccolo), clarinet (doubling on bass clarinet), violin (doubling
on viola), violoncello, speaker, and piano.

Wilhelm Bopp, director of the Vienna Conservatory from 1907, wanted a break from the stale environment
personified for him by Robert Fuchs and Hermann Graedener. Having considered many candidates, he offered
teaching positions to Schoenberg and Franz Schreker in 1912. At the time Schoenberg lived in Berlin. He was not
completely cut off from the Vienna Conservatory, having taught a private theory course a year earlier. He
seriously considered the offer, but he declined. Writing afterward to Alban Berg, he cited his “aversion to Vienna”
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as the main reason for his decision, while contemplating that it might have been the wrong one financially, but
having made it he felt content. A couple of months later he wrote to Schreker suggesting that it might have been a
bad idea for him as well to accept the teaching position (Hailey 1993, 55–57).

World War I

Arnold Schoenberg, by Egon
Schiele 1917

World War I brought a crisis in his development. Military service disrupted his life when at the age of 42 he was in
the army. He was never able to work uninterrupted or over a period of time, and as a result he left many
unfinished works and undeveloped “beginnings”. On one occasion, a superior officer demanded to know if he was
“this notorious Schoenberg, then”; Schoenberg replied: “Beg to report, sir, yes. Nobody wanted to be, someone
had to be, so I let it be me” (Schoenberg 1975, 104) (according to Norman Lebrecht (2001), this is a reference to
Schoenberg’s apparent “destiny” as the “Emancipator of Dissonance”).

In what Ross calls an “act of war psychosis,” Schoenberg drew comparisons between Germany’s assault on
France and his assault on decadent bourgeois artistic values. In August 1914, while denouncing the music of
Bizet, Stravinsky and Ravel, he wrote: “Now comes the reckoning! Now we will throw these mediocre
kitschmongers into slavery, and teach them to venerate the German spirit and to worship the German God” (Ross
2007, 60).

The deteriorating relation between contemporary composers and the public led him to found the Society for
Private Musical Performances (Verein für musikalische Privataufführungen in German) in Vienna in 1918. He
sought to provide a forum in which modern musical compositions could be carefully prepared and rehearsed, and
properly performed under conditions protected from the dictates of fashion and pressures of commerce. From its
inception through 1921, when it ended because of economic reasons, the Society presented 353 performances to
paid members, sometimes at the rate of one per week. During the first year and a half, Schoenberg did not allow
any of his own works to be performed (Rosen 1975, 65). Instead, audiences at the Society’s concerts heard
difficult contemporary compositions by Scriabin, Debussy, Mahler, Webern, Berg, Reger, and other leading
figures of early 20th-century music (Rosen 1996, 66).
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Development of the twelve-tone method

Arnold Schoenberg, 1927, by Man
Ray

Later, Schoenberg was to develop the most influential version of the dodecaphonic (also known as twelve-tone)
method of composition, which in French and English was given the alternative name serialism by René Leibowitz
and Humphrey Searle in 1947. This technique was taken up by many of his students, who constituted the so-
called Second Viennese School. They included Anton Webern, Alban Berg and Hanns Eisler, all of whom were
profoundly influenced by Schoenberg. He published a number of books, ranging from his famous Harmonielehre
(Theory of Harmony) to Fundamentals of Musical Composition (Schoenberg 1967), many of which are still in print
and used by musicians and developing composers.

Schoenberg viewed his development as a natural progression, and he did not deprecate his earlier works when
he ventured into serialism. In 1923 he wrote to the Swiss philanthropist Werner Reinhart:

“For the present, it matters more to me if people understand my older works … They are the natural
forerunners of my later works, and only those who understand and comprehend these will be able to
gain an understanding of the later works that goes beyond a fashionable bare minimum. I do not attach
so much importance to being a musical bogey-man as to being a natural continuer of properly-
understood good old tradition!” (Stein 1987, 100; quoted in Strimple 2005, 22)

His first wife died in October 1923, and in August of the next year Schoenberg married Gertrud Kolisch
(1898–1967), sister of his pupil, the violinist Rudolf Kolisch (Neighbour 2001; Silverman 2010, 223). She wrote the
libretto for Schoenberg’s one-act opera Von heute auf morgen under the pseudonym Max Blonda. At her request
Schoenberg’s (ultimately unfinished) piece, Die Jakobsleiter was prepared for performance by Schoenberg’s
student Winfried Zillig. After her husband’s death in 1951 she founded Belmont Music Publishers devoted to the

publication of his works (Shoaf 1992, 64). Arnold used the notes G and E♭ (German: Es, i.e., “S”) for “Gertrud
Schoenberg”, in the Suite, for septet, Op. 29 (1925) (MacDonald 2008, 216) (see musical cryptogram).

Following the 1924 death of composer Ferruccio Busoni, who had served as Director of a Master Class in
Composition at the Prussian Academy of Arts in Berlin, Schoenberg was appointed to this post the next year, but
because of health problems was unable to take up his post until 1926. Among his notable students during this
period were the composers Roberto Gerhard, Nikos Skalkottas, and Josef Rufer.

Along with his twelve-tone works, 1930 marks Schoenberg’s return to tonality, with numbers 4 and 6 of the Six
Pieces for Male Chorus Op.35, the other pieces being dodecaphonic (Auner 1999, 85).
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Third Reich and move to America

Schoenberg continued in his post until the Nazis came to power under Adolf Hitler in 1933. While vacationing in
France, he was warned that returning to Germany would be dangerous. Schoenberg formally reclaimed
membership in the Jewish religion at a Paris synagogue, then traveled with his family to the United States
(Friedrich 1986, 31). However, this happened only after his attempts to move to Britain came to nothing. He
enlisted the aid of his former student and great champion Edward Clark, now a senior producer with the BBC, in
helping him gain a British teaching post or even a British publisher, but to no avail.

His first teaching position in the United States was at the Malkin Conservatory in Boston. He moved to Los
Angeles, where he taught at the University of Southern California and the University of California, Los Angeles,
both of which later named a music building on their respective campuses Schoenberg Hall (UCLA Department of
Music [2008]; University of Southern California Thornton School of Music [2008]). He was appointed visiting
professor at UCLA in 1935 on the recommendation of Otto Klemperer, music director and conductor of the Los
Angeles Philharmonic Orchestra; and the next year was promoted to professor at a salary of $5,100 per year,
which enabled him in either May 1936 or 1937 to buy a Spanish Revival house at 116 North Rockingham in
Brentwood Park, near the UCLA campus, for $18,000. This address was directly across the street from Shirley
Temple’s house, and there he befriended fellow composer (and tennis partner) George Gershwin. The
Schoenbergs were able to employ domestic help and began holding Sunday afternoon gatherings that were
known for excellent coffee and Viennese pastries. Frequent guests included Otto Klemperer (who studied
composition privately with Schoenberg beginning in April 1936), Edgard Varèse, Joseph Achron, Louis
Gruenberg, Ernst Toch, and, on occasion, well-known actors such as Harpo Marx and Peter Lorre (Crawford
2009, 116; Feisst 2011, 6; Laskin 2008; MacDonald 2008, 79; Schoenberg 1975, 514; Starr 1997, 383; Watkins
2010, 114). Composers Leonard Rosenman and George Tremblay studied with Schoenberg at this time.

After his move to the United States in 1934 (Steinberg 1995, 463), the composer used the alternative spelling of
his surname Schoenberg, rather than Schönberg, in what he called “deference to American practice” (Foss 1951,
401), though according to one writer he first made the change a year earlier (Ross 2007, 45).

He lived there the rest of his life, but at first he was not settled. In around 1934, he applied for a position of
teacher of harmony and theory at the New South Wales State Conservatorium in Sydney. The Director, Edgar
Bainton, rejected him for being Jewish and for having “modernist ideas and dangerous tendencies”. Schoenberg
also at one time explored the idea of emigrating to New Zealand. His secretary and student (and nephew of
Schoenberg’s mother-in-law Henriette Kolisch), was Richard (Dick) Hoffmann Jr, Viennese-born but who lived in
New Zealand 1935–47, and Schoenberg had since childhood been fascinated with islands, and with New Zealand
in particular, possibly because of the beauty of the postage stamps issued by that country (Plush 1996).

Stroop Report original caption:
“Smoking out the Jews and bandits.”
– Warsaw Ghetto Uprising

During this final period, he composed several notable works, including the difficult Violin Concerto, Op. 36 (1934/
36), the Kol Nidre, Op. 39, for chorus and orchestra (1938), the Ode to Napoleon Buonaparte, Op. 41 (1942), the
haunting Piano Concerto, Op. 42 (1942), and his memorial to the victims of the Holocaust, A Survivor from
Warsaw, Op. 46 (1947). He was unable to complete his opera Moses und Aron (1932/33), which was one of the
first works of its genre to be written completely using dodecaphonic composition. Along with twelve-tone music,
Schoenberg also returned to tonality with works during his last period, like the Suite for Strings in G major (1935),

the Chamber Symphony No. 2 in E♭ minor, Op. 38 (begun in 1906, completed in 1939), the Variations on a
Recitative in D minor, Op. 40 (1941). During this period his notable students included John Cage and Lou
Harrison.
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In 1941 he became a citizen of the United States.

Later years and death

Schoenberg’s grave in the
Zentralfriedhof, Vienna

Schoenberg’s superstitious nature may have triggered his death. The composer had triskaidekaphobia (the fear of
the number 13), and according to friend Katia Mann, he feared he would die during a year that was a multiple of
13 (quoted in Lebrecht 1985, 294). He dreaded his sixty-fifth birthday in 1939 so much that a friend asked the
composer and astrologer Dane Rudhyar to prepare Schoenberg’s horoscope. Rudhyar did this and told
Schoenberg that the year was dangerous, but not fatal.

But in 1950, on his seventy-sixth birthday, an astrologer wrote Schoenberg a note warning him that the year was
a critical one: 7 + 6 = 13 (Nuria Schoenberg-Nono, quoted in Lebrecht 1985, 295). This stunned and depressed
the composer, for up to that point he had only been wary of multiples of 13 and never considered adding the digits
of his age. He died on Friday, 13 July 1951, shortly before midnight. Schoenberg had stayed in bed all day, sick,
anxious and depressed. His wife Gertrud reported in a telegram to her sister-in-law Ottilie the next day that Arnold
died at 11:45 pm, 15 minutes before midnight (Stuckenschmidt 1977, 520). In a letter to Ottilie dated 4 August
1951, Gertrud explained, “About a quarter to twelve I looked at the clock and said to myself: another quarter of an
hour and then the worst is over. Then the doctor called me. Arnold’s throat rattled twice, his heart gave a powerful
beat and that was the end” (Stuckenschmidt 1977, 521).

Schoenberg’s ashes were later interred at the Zentralfriedhof in Vienna on 6 June 1974 (McCoy 1999, 15).
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In Schoenberg’s Variations for Orchestra, Op. 31
tone row form P1’s second half has the same
notes, in a different order, as the first half of I10:
“Thus it is possible to employ P1 and I10
simultaneously and in parallel motion without
causing note doubling” (Leeuw 2005, 154–55).

Featuring hexachordal combinatoriality between its
primary forms, P1 and I6, Schoenberg’s Piano
Piece, Op. 33a tone row contains three perfect
fifths, which is the relation between P1 and I6, and
a source of contrast between, “accumulations of
5ths”, and, “generally more complex simultaneity”
(Leeuw 2005, 155–57). For example group A
consists of B♭-F-C-B♮ while the, “more blended”,
group B consists of A-F♯-C♯-D♯

In Schoenberg’s Variations for Orchestra, Op. 31 tone row form P1’s second half has the same notes, in a
different order, as the first half of I10: “Thus it is possible to employ P1 and I10 simultaneously and in parallel
motion without causing note doubling” (Leeuw 2005, 154–55).

Schoenberg’s significant compositions in the repertory of modern art music extend over a period of more than 50
years. Traditionally they are divided into three periods though this division is arguably arbitrary as the music in
each of these periods is considerably varied. The idea that his twelve-tone period “represents a stylistically unified
body of works is simply not supported by the musical evidence” (Haimo 1990, 4), and important musical
characteristics—especially those related to motivic development—transcend these boundaries completely. The
first of these periods, 1894–1907, is identified in the legacy of the high-Romantic composers of the late nineteenth
century, as well as with “expressionist” movements in poetry and art. The second, 1908–1922, is typified by the
abandonment of key centers, a move often described (though not by Schoenberg) as “free atonality”. The third,
from 1923 onward, commences with Schoenberg’s invention of dodecaphonic, or “twelve-tone” compositional
method. Schoenberg’s most well-known students Hanns Eisler, Alban Berg, and Anton Webern, followed
Schoenberg faithfully through each of these intellectual and aesthetic transitions, though not without considerable
experimentation and variety of approach.

First period: Late Romanticism

Beginning with songs and string quartets written around the turn of the century, Schoenberg’s concerns as a
composer positioned him uniquely among his peers, in that his procedures exhibited characteristics of both
Brahms and Wagner, who for most contemporary listeners, were considered polar opposites, representing
mutually exclusive directions in the legacy of German music. Schoenberg’s Six Songs, Op. 3 (1899–1903), for
example, exhibit a conservative clarity of tonal organization typical of Brahms and Mahler, reflecting an interest in
balanced phrases and an undisturbed hierarchy of key relationships. However, the songs also explore unusually
bold incidental chromaticism, and seem to aspire to a Wagnerian “representational” approach to motivic identity.
The synthesis of these approaches reaches an apex in his Verklärte Nacht, Op. 4 (1899), a programmatic work
for string sextet that develops several distinctive “leitmotif”-like themes, each one eclipsing and subordinating the
last. The only motivic elements that persist throughout the work are those that are perpetually dissolved, varied,
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and re-combined, in a technique, identified primarily in Brahms’s music, that Schoenberg called “developing
variation”. Schoenberg’s procedures in the work are organized in two ways simultaneously; at once suggesting a
Wagnerian narrative of motivic ideas, as well as a Brahmsian approach to motivic development and tonal
cohesion.

Second period: Free atonality

Schoenberg’s music from 1908 onward experiments in a variety of ways with the absence of traditional keys or
tonal centers. His first explicitly atonal piece was the second string quartet, Op. 10, with soprano. The last
movement of this piece has no key signature, marking Schoenberg’s formal divorce from diatonic harmonies.
Other important works of the era include his song cycle Das Buch der Hängenden Gärten, Op. 15 (1908–1909),
his Five Orchestral Pieces, Op. 16 (1909), the disturbing Pierrot Lunaire, Op. 21 (1912), as well as his dramatic
Erwartung, Op. 17 (1909). The urgency of musical constructions lacking in tonal centers, or traditional
dissonance-consonance relationships, however, can be traced as far back as his Chamber Symphony No. 1, Op.
9 (1906), a work remarkable for its tonal development of whole-tone and quartal harmony, and its initiation of
dynamic and unusual ensemble relationships, involving dramatic interruption and unpredictable instrumental
allegiances; many of these features would typify the timbre-oriented chamber music aesthetic of the coming
century.

Third period: Twelve-tone and tonal works

In the early 1920s he worked at evolving a means of order which would enable his musical texture to become
simpler and clearer, and this resulted in the “method of composing with twelve tones which are related only with
one another” (Schoenberg 1984, 218), in which the twelve pitches of the octave (unrealized compositionally) are
regarded as equal, and no one note or tonality is given the emphasis it occupied in classical harmony. He
regarded it as the equivalent in music of Albert Einstein’s discoveries in physics. Schoenberg announced it
characteristically, during a walk with his friend Josef Rufer, when he said, “I have made a discovery which will
ensure the supremacy of German music for the next hundred years” (Stuckenschmidt 1977, 277). This period
included the Variations for Orchestra, Op. 31 (1928); Piano Pieces, Opp. 33a & b (1931), and the Piano Concerto,
Op. 42 (1942). Contrary to his reputation for strictness, Schoenberg’s use of the technique varied widely
according to the demands of each individual composition. Thus the structure of his unfinished opera Moses und
Aron is unlike that of his Fantasy for Violin and Piano, Op. 47 (1949).

Ten features of Schoenberg’s mature twelve-tone practice are characteristic, interdependent, and interactive
(Haimo 1990, 41):

1. Hexachordal inversional combinatoriality
2. Aggregates
3. Linear set presentation
4. Partitioning
5. Isomorphic partitioning
6. Invariants
7. Hexachordal levels
8. Harmony, “consistent with and derived from the properties of the referential set”
9. Metre, established through “pitch-relational characteristics”

10. Multidimensional set presentations

Reception and legacy

First works

After some early difficulties, Schoenberg began to win public acceptance with works such as the tone poem
Pelleas und Melisande at a Berlin performance in 1907. At the Vienna première of the Gurre-Lieder in 1913, he
received an ovation that lasted a quarter of an hour and culminated with Schoenberg’s being presented with a
laurel crown (Rosen 1996, 4; Stuckenschmidt 1977, 184).



Nonetheless, much of his work was not well received. His Chamber Symphony No. 1 premièred unremarkably in
1907. However, when it was played again in the Skandalkonzert on 31 March 1913, (which also included works
by Berg, Webern and Zemlinsky), “one could hear the shrill sound of door keys among the violent clapping, and in
the second gallery the first fight of the evening began.” Later in the concert, during a performance of the Altenberg
Lieder by Berg, fighting broke out after Schoenberg interrupted the performance to threaten removal by the police
of any troublemakers (Stuckenschmidt 1977, 185).

Twelve-tone period

According to Ethan Haimo, understanding of Schoenberg’s twelve-tone work has been difficult to achieve owing in
part to the “truly revolutionary nature” of his new system, misinformation disseminated by some early writers
about the system’s “rules” and “exceptions” which bear “little relation to the most significant features of
Schoenberg’s music”, the composer’s secretiveness, and the widespread unavailability of his sketches and
manuscripts until the late 1970s. During his life, he was “subjected to a range of criticism and abuse that is
shocking even in hindsight” (Haimo 1990, 2–3).

Watschenkonzert, caricature in Die
Zeit from 6 April 1913

Schoenberg criticized Igor Stravinsky’s new neoclassical trend in the poem “Der neue Klassizismus” (in which he
derogates Neoclassicism, and obliquely refers to Stravinsky as “Der kleine Modernsky”), which he used as text for
the third of his Drei Satiren, Op. 28 (Schonberg 1970, 503).

Schoenberg’s serial technique of composition with twelve notes became one of the most central and polemical
issues among American and European musicians during the mid- to late-twentieth century. Beginning in the
1940s and continuing to the present day, composers such as Pierre Boulez, Karlheinz Stockhausen, Luigi Nono
and Milton Babbitt have extended Schoenberg’s legacy in increasingly radical directions. The major cities of the
United States (e.g., Los Angeles, New York, and Boston) have had historically significant performances of
Schoenberg’s music, with advocates such as Babbitt in New York and the Franco-American conductor-pianist
Jacques-Louis Monod. Schoenberg’s students have been influential teachers at major American universities:
Leonard Stein at USC, UCLA and CalArts; Richard Hoffmann at Oberlin; Patricia Carpenter at Columbia; and
Leon Kirchner and Earl Kim at Harvard. Musicians associated with Schoenberg have had a profound influence
upon contemporary music performance practice in the USA (e.g., Louis Krasner, Eugene Lehner and Rudolf
Kolisch at the New England Conservatory of Music; Eduard Steuermann and Felix Galimir at the Juilliard School).
In Europe, the work of Hans Keller, Luigi Rognoni, and René Leibowitz has had a measurable influence in
spreading Schoenberg’s musical legacy outside of Germany and Austria.

Criticism

In the 1920s, Ernst Krenek criticized a certain unnamed brand of contemporary music (presumably Schoenberg
and his disciples) as “the self-gratification of an individual who sits in his studio and invents rules according to
which he then writes down his notes.” Schoenberg took offense at this masturbatory metaphor and answered that
Krenek “wishes for only whores as listeners” (Ross 2007, 156).

Allen Shawn has noted that given the circumstances in which Schoenberg lived, his work is usually defended
rather than listened to, and that it is difficult to experience it apart from the ideology surrounding it (Taruskin 2004,
7). Richard Taruskin explains that Schoenberg committed what he terms a “poietic fallacy”, the conviction that
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what matters most (or all that matters) in a work of art is the making of it, the maker’s input, and that the listener’s
pleasure must not be the composer’s primary objective (Taruskin 2004, 10). Taruskin also criticizes the ideas of
measuring Schoenberg’s value as a composer in terms of his influence on other artists, the overrating of technical
innovation, and the restriction of criticism to matters of structure and craft while derogating other approaches as
vulgarian (Taruskin 2004, 12).

Personality and extramusical interests

Arnold Schoenberg, self-
portrait, 1910

Schoenberg was a painter of considerable ability, whose pictures were considered good enough to exhibit
alongside those of Franz Marc and Wassily Kandinsky (Stuckenschmidt 1977, 142) as fellow members of the
expressionist Blue Rider group.

He was interested in Hopalong Cassidy films, which Paul Buhle and David Wagner (2002, v–vii) attribute to the
films’ left-wing screenwriters—a rather odd claim in light of Schoenberg’s statement that he was a “bourgeois”
turned monarchist (Stuckenschmidt 1977, 551–52).

Schoenberg experienced triskaidekaphobia (the fear of the number 13), which possibly began in 1908 with the
composition of the thirteenth song of the song cycle Das Buch der Hängenden Gärten Op. 15 (Stuckenschmidt
1977, 96). Moses und Aron was originally spelled Moses und Aaron, but when he realised this contained 13
letters, he changed it. His superstitious nature may have triggered his death. According to friend Katia Mann, he
feared he would die during a year that was a multiple of 13 (quoted in Lebrecht 1985, 294).

Writings

• 1922. Harmonielehre, third edition. Vienna: Universal Edition. (Originally published 1911). English
edition, translated by Roy E. Carter, based on the third edition, as Theory of Harmony. Berkeley, Los
Angeles: University of California Press, 1978. ISBN 0-520-04945-4.

• 1959. Structural Functions of Harmony, translated by Leonard Stein. London: Williams and Norgate
Revised edition, New York, London: W. W. Norton and Company 1969. ISBN 0-393-00478-3.

• 1964a. Arnold Schoenberg Letters, selected and edited by Erwin Stein, translated from the original
German by Eithne Wilkins and Ernst Kaiser. London: Faber. Paperback reprint, Berkeley: University of
California Press, 1987. ISBN 978-0-520-06009-8.

• 1964b. Preliminary Exercises in Counterpoint, edited with a foreword by Leonard Stein. New York, St.
Martin’s Press. Reprinted, Los Angeles: Belmont Music Publishers 2003.

• 1967. Fundamentals of Musical Composition, edited by Gerald Strang, with an introduction by Leonard
Stein. New York: St. Martin’s Press. Reprinted 1985, London: Faber and Faber. ISBN 0-571-09276-4

• 1975. Style and Idea: Selected Writings of Arnold Schoenberg, edited by Leonard Stein, with translations
by Leo Black. New York: St. Martins Press; London: Faber & Faber. ISBN 0-520-05294-3. Expanded
from the 1950 Philosophical Library (New York) publication edited by Dika Newlin (559 pages from 231).
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The volume carries the note “Several of the essays…were originally written in German (translated by
Dika Newlin)” in both editions.

• 1979. Die Grundlagen der musikalischen Komposition, translated into German by Rudolf Kolisch; edited
by Rudolf Stephan. Vienna: Universal Edition (German translation of Fundamentals of Musical
Composition).

• 1984. Style and Idea: Selected Writings, translated by Leo Black. Berkeley: California University Press.
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SCHOENBERG: PIERROT LUNAIRE

Pierrot LunairePierrot Lunaire

Dreimal sieben Gedichte aus Albert Girauds “Pierrot lunaire” (“Three times Seven Poems from Albert
Giraud’s ‘Pierrot lunaire‘ “), commonly known simply as Pierrot Lunaire, Op. 21, Op. 21 (“Moonstruck Pierrot” or
“Pierrot in the Moonlight”), is a melodrama by Arnold Schoenberg. It is a setting of 21 selected poems from
Otto Erich Hartleben’s German translation of Albert Giraud’s cycle of French poems of the same name. The
première of the work, which is between 35 and 40 minutes in length, was at the Berlin Choralion-Saal on
October 16, 1912, with Albertine Zehme as the vocalist.The narrator (voice-type unspecified in the score, but
traditionally performed by a soprano) delivers the poems in the Sprechstimme style. Schoenberg had
previously used a combination of spoken text with instrumental accompaniment, called “melodrama”, in the
summer-wind narrative of the Gurre-Lieder, and it was a genre much in vogue at the end of the nineteenth
century. The work is atonal but does not use the twelve-tone technique that Schoenberg would devise eight
years later.

History

The work originated in a commission by Zehme for a cycle for voice and piano, setting a series of poems by the
Belgian writer Albert Giraud. The verses had been first published in 1884, and later translated into German by
Otto Erich Hartleben. Schoenberg began on March 12 and completed the work on July 9, 1912, having expanded
the forces to an ensemble consisting of flute (doubling on a piccolo), clarinet (doubling on bass clarinet), violin
(doubling on viola), cello, and piano. After forty rehearsals, Schoenberg and Zehme (in Columbine dress) gave
the premiere at the Berlin Choralion-Saal on October 16, 1912. Reaction was mixed. According to Anton Webern,
some in the audience were whistling and laughing, but in the end “it was an unqualified success”. There was
some criticism of blasphemy in the texts, to which Schoenberg responded, “If they were musical, not a single one
would give a damn about the words. Instead, they would go away whistling the tunes”. The show took to the road
throughout Germany and Austria later in 1912. It was performed for the first time in the western hemisphere at the
Klaw Theatre in New York City on February 4, 1923, with George Gershwin and Carl Ruggles in attendance.

Structure

“Pierrot Lunaire” consists of three groups of seven poems. In the first group, Pierrot sings of love, sex and
religion; in the second, of violence, crime, and blasphemy; and in the third of his return home to Bergamo, with his
past haunting him.

• Part One

1. Mondestrunken
(Moondrunk)

2. Columbine
3. Der Dandy (The Dandy)

• Part Two

1. Nacht (Passacaglia)
(Night)

2. Gebet an Pierrot (Prayer
to Pierrot)

• Part Three

1. Heimweh
(Homesickness)

2. Gemeinheit! (Vulgarity)
3. Parodie (Parody)
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4. Eine blasse Wäscherin
(An Ethereal
Washerwoman)

5. Valse de Chopin (Chopin
Waltz)

6. Madonna
7. Der kranke Mond (The

Sick Moon)

3. Raub (Theft)
4. Rote Messe (Red Mass)
5. Galgenlied (Gallows

Song)
6. Enthauptung (Beheading)
7. Die Kreuze (The

Crosses)

4. Der Mondfleck (The
Moonspot)

5. Serenade
6. Heimfahrt (Barcarole)

(Homeward Bound)
7. O Alter Duft (O Ancient

Fragrance)

Schoenberg, who was fascinated by numerology, also makes great use of seven-note motifs throughout the work,
while the ensemble (with conductor) comprises seven people. The piece is his opus 21, contains 21 poems, and
was begun on March 12, 1912. Other key numbers in the work are three and 13: each poem consists of 13 lines
(two four-line verses followed by a five-line verse), while the first line of each poem occurs three times (being
repeated as lines seven and 13).

Music

Pierrot Lunaire uses a variety of classical forms and techniques, including canon, fugue, rondo, passacaglia and
free counterpoint. The poetry is a German version of a rondeau of the old French type with a double refrain. Each
poem consists of three stanzas of 4 + 4 + 5 lines, with line 1 a Refrain (A) repeated as line 7 and line 13, and line
2 a second Refrain (B) repeated for line 8.

The instrumental combinations (including doublings) vary between most movements. The entire ensemble plays
together only in the 11th, 14th and final 4 settings.

The atonal, expressionistic settings of the text, with their echoes of German cabaret, bring the poems vividly to
life. Sprechgesang, literally “speech-singing” in German, is a style in which the vocalist uses the specified rhythms
and pitches, but does not sustain the pitches, allowing them to drop or rise, in the manner of speech.

Analysis

Pierrot Lunaire is a work that contains many paradoxes: the instrumentalists, for example, are soloists and an
orchestra at the same time; Pierrot is both the hero and the fool, acting in a drama that is also a concert piece,
performing cabaret as high art and vice versa with song that is also speech; and his is a male role sung by a

woman, who shifts between the first and third persons.[citation needed]

It is also a work which can be interpreted through the sixth song “Madonna”. In this song the only person who
could save Pierrot, Jesus, is presented as dead. After a brief period of sorrow in “Der kranke Mond” Pierrot in
Part II of the song cycle becomes more depraved in his exploits and by the end is crucified for his sins in “Die
Kreuze”. Hoping to redeem himself in Part III, Pierrot tries to go back to previous persona as the “old pantomime
from Italy” but ultimately fails without much hope of redemption by the end of the work.

Notable recordings

Notable recordings of this composition include:

SprechstimmeSprechstimme EnsembleEnsemble ConductorConductor
RecordRecord

CompanyCompany
Year ofYear of

RecordingRecording
FormatFormat

Erika Stiedry-
Wagner

Arnold
Schoenberg

Columbia
Records

1940 n/a[8]



Helga
Pilarczyk

Members of the Conservatory Society
Concert Orchestra

Pierre
Boulez

Ades 1961 CD

Bethany
Beardslee

Columbia Chamber Ensemble Robert Craft
Columbia /

CBS
1963 CD

Jan
DeGaetani

Contemporary Chamber Ensemble
Arthur

Weisberg
Nonesuch 1970 CD

Yvonne
Minton

Ensemble InterContemporain
Pierre
Boulez

Sony Music 1977 CD

Barbara
Sukowa

Schoenberg Ensemble
Reinbert de

Leeuw
Koch Schwann 1988 CD

Jane Manning Nash Ensemble
Simon
Rattle

Chandos 1991 CD

Phyllis Bryn-
Julson

Ensemble Modern n/a BMG 1991 CD

Phyllis Bryn-
Julson

New York New Music Ensemble
Robert
Black

GM Recordings 1992 CD

Karin Ott Cremona Musica Insieme
Pietro

Antonini
Nuova Era 1994 CD

Christine
Schäfer

Ensemble InterContemporain
Pierre
Boulez

Deutsche
Grammophon

1997 CD[9]

Anja Silja Twentieth Century Classics Ensemble Robert Craft Naxos 1999 CD[10]

Arnold Schoenberg himself made test recordings of the music with a group of Los Angeles musicians from
September 24 to 26, 1940. These recordings were eventually released on LP by Columbia Records in 1949, and
reissued in 1974 on the Odyssey label.

The avant-pop star Björk, known for her interest in avant-garde music, performed Pierrot Lunaire at the 1996
Verbier Festival with Kent Nagano conducting. According to the singer in a 2004 interview, “Kent Nagano wanted
to make a recording of it, but I really felt that I would be invading the territory of people who sing this for a
lifetime.” Only small recorded excerpts (possibly bootlegs) of her performance have become available.

The jazz singer Cleo Laine recorded Pierrot Lunaire in 1974. Her version was nominated for a classical Grammy
Award. Another jazz singer who has performed the piece is Sofia Jernberg, who sang it with Norrbotten

NEO.[citation needed]

In March 2011, Bruce LaBruce directed a performance at the Hebbel am Ufer Theatre in Berlin. This interpretation
of the work included gender diversity, castration scenes and dildos, as well as a female to male transgender
Pierrot. LaBruce subsequently filmed this adaptation as the 2014 theatrical film Pierrot Lunaire.

Legacy as a standard ensemble

The quintet of instruments used in Pierrot Lunaire became the core ensemble for The Fires of London, who
formed in 1965 as “The Pierrot Players” to perform Pierrot Lunaire, and continued to concertize with a varied
classical and contemporary repertory. This group performed works arranged for these instruments and
commissioned new works especially to take advantage of this ensemble’s instrumental colors, up until it
disbanded in 1987.



Over the years, other groups have continued to use this instrumentation professionally (current groups include Da
Capo Chamber Players, eighth blackbird) and the Finnish contemporary group Uusinta Lunaire, and have built a
large repertoire for the ensemble.
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Igor Fyodorovich StravinskIgor Fyodorovich Stravinsk

Igor Fyodorovich StravinskyIgor Fyodorovich Stravinsky (sometimes spelled Strawinski, Strawinsky, or Stravinskii; Russian: И́горь
Фёдорович Страви́нский, transliterated: Igorʹ Fëdorovič Stravinskij; Russian pronunciation: [ˌiɡərʲ ˌfʲjodɐrɐvʲɪt͡ɕ
strɐˈvʲinskʲɪj]; 17 June [O.S. 5 June] 1882 – 6 April 1971) was a Russian (and later, a naturalized French and
American) composer, pianist and conductor. He is widely considered to be one of the most important and
influential composers of the 20th century.

Stravinsky’s compositional career was notable for its stylistic diversity. He first achieved international fame
with three ballets commissioned by the impresario Sergei Diaghilev and first performed in Paris by Diaghilev’s
Ballets Russes: The Firebird (1910), Petrushka (1911) and The Rite of Spring (1913). The last of these
transformed the way in which subsequent composers thought about rhythmic structure and was largely
responsible for Stravinsky’s enduring reputation as a musical revolutionary who pushed the boundaries of
musical design. His “Russian phase” was followed in the 1920s by a period in which he turned to neoclassical
music. The works from this period tended to make use of traditional musical forms (concerto grosso, fugue
and symphony). They often paid tribute to the music of earlier masters, such as J.S. Bach and Tchaikovsky. In
the 1950s, Stravinsky adopted serial procedures. His compositions of this period shared traits with examples
of his earlier output: rhythmic energy, the construction of extended melodic ideas out of a few two- or three-
note cells and clarity of form, of instrumentation and of utterance.
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Biography

Early life in the Russian Empire

Igor Stravinsky, 1903

Stravinsky was born on 17 June 1882 in Oranienbaum, a suburb of Saint Petersburg, the Russian imperial
capital, and was brought up in Saint Petersburg. His parents were Fyodor Stravinsky, a bass singer at the
Mariinsky Theatre in St. Petersburg, and Anna (née Kholodovsky). His great-great-grandfather, Stanisław
Strawiński, was of Polish noble descent, of the Strawiński family of Sulima coat of arms. He recalled his
schooldays as being lonely, later saying that “I never came across anyone who had any real attraction for
me”. Stravinsky began piano lessons as a young boy, studying music theory and attempting composition. In
1890, he saw a performance of Tchaikovsky’s ballet The Sleeping Beauty at the Mariinsky Theatre. By age
fifteen, he had mastered Mendelssohn’s Piano Concerto in G minor and finished a piano reduction of a string
quartet by Glazunov, who reportedly considered Stravinsky unmusical, and thought little of his skills.

Despite his enthusiasm for music, his parents expected him to study law. Stravinsky enrolled at the University of
Saint Petersburg in 1901, but he attended fewer than fifty class sessions during his four years of study. In the
summer of 1902 Stravinsky stayed with composer Nikolai Rimsky-Korsakov and his family in the German city of
Heidelberg, where Rimsky-Korsakov, arguably the leading Russian composer at that time, suggested to
Stravinsky that he should not enter the Saint Petersburg Conservatoire, but instead study composing by taking
private lessons, in large part because of his age. Stravinsky’s father died of cancer that year, by which time his
son had already begun spending more time on his musical studies than on law. The university was closed for two
months in 1905 in the aftermath of Bloody Sunday: Stravinsky was prevented from taking his final law
examinations and later received a half-course diploma in April 1906. Thereafter, he concentrated on studying
music. In 1905, he began to take twice-weekly private lessons from Rimsky-Korsakov, whom he came to regard
as a second father. These lessons continued until Rimsky-Korsakov’s death in 1908.

In 1905 he was betrothed to his cousin Yekaterina Gavrilovna Nosenko (called “Katya”), whom he had known
since early childhood. In spite of the Orthodox Church’s opposition to marriage between first cousins, the couple
married on 23 January 1906: their first two children, Fyodor (Theodore) and Ludmila, were born in 1907 and
1908, respectively.
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A costume sketch by Léon
Bakst for The Firebird

In February 1909, two orchestral works, the Scherzo fantastique and Feu d’artifice (Fireworks) were performed at
a concert in Saint Petersburg, where they were heard by Sergei Diaghilev, who was at that time involved in
planning to present Russian opera and ballet in Paris. Diaghilev was sufficiently impressed by Fireworks to
commission Stravinsky to carry out some orchestrations and then to compose a full-length ballet score, The
Firebird.

Life in Switzerland

Vaslav Nijinsky as Petrushka
in 1910–11

Stravinsky became an overnight sensation following the success of The Firebird’s premiere in Paris on 25 June
1910.

The composer had travelled from his estate in Ustilug, Ukraine, to Paris in early June to attend the final
rehearsals and the premiere of The Firebird. His family joined him before the end of the ballet season and they
decided to remain in the West for a time, as his wife was expecting their third child. After spending the summer in
La Baule, Brittany, they moved to Switzerland in early September. On the 23rd, their second son Sviatoslav
Soulima was born at a maternity clinic in Lausanne; at the end of the month, they took up residence in Clarens.
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Over the next four years, Stravinsky and his family lived in Russia during the summer months and spent each
winter in Switzerland. During this period, Stravinsky composed two further works for the Ballets Russes:
Petrushka (1911), and Le Sacre du printemps (The Rite of Spring; 1913).

Shortly following the premiere of The Rite of Spring, Stravinsky contracted typhoid from eating bad oysters, and
was confined to a Paris nursing home, unable to depart for Ustilug until 11 July.

During the remainder of the summer, Stravinsky turned his attention to completing his first opera, The Nightingale
(usually known by its French title Le Rossignol), which he had begun in 1908 (that is, before his association with
the Ballets Russes). The work had been commissioned by the Moscow Free Theatre for the handsome fee of
10,000 roubles.

The Stravinsky family returned to Switzerland (as usual) in the fall of 1913. On 15 January 1914, a fourth child,
Marie Milène (or Maria Milena), was born in Lausanne. After her delivery, Katya was discovered to have
tuberculosis and confined to the famous sanatorium at Leysin, high in the Alps. Igor and the family took up
residence nearby, and he completed Le Rossignol there on 28 March.

In April, they were finally able to return to Clarens. By then, the Moscow Free Theatre had gone bankrupt. As a
result, Le Rossignol was first performed under Diaghilev’s auspices at the Paris Opéra on 26 May 1914, with sets
and costumes designed by Alexandre Benois. Le Rossignol enjoyed only lukewarm success with the public and
the critics, apparently because its delicacy did not meet their expectations of the composer of The Rite of
Spring. However, composers including Maurice Ravel, Béla Bartók, and Reynaldo Hahn found much to admire in
the score’s craftsmanship, even alleging to detect the influence of Arnold Schoenberg.

In July, with war looming, Stravinsky made a quick trip to Ustilug to retrieve personal effects including his
reference works on Russian folk music. He returned to Switzerland just before national borders closed following
the outbreak of World War I. The War and subsequent Russian Revolution made it impossible for Stravinsky to
return to his homeland, and he did not set foot upon Russian soil again until October 1962.

In June 1915, Stravinsky and his family moved from Clarens to Morges, a town 6 miles south-west of Lausanne
on the shore of Lake Geneva. The family continued to live there (at three different addresses) until 1920.

Stravinsky struggled financially during this period. Russia (and its successor, the USSR) did not adhere to the
Berne convention and this created problems for Stravinsky when collecting royalties for the performances of all
his Ballets Russes compositions. Stravinsky blamed Diaghilev for his financial troubles, accusing him of failing to
live up to the terms of a contract they had signed. He approached the Swiss philanthropist Werner Reinhart for
financial assistance during the time he was writing Histoire du soldat (The Soldier’s Tale). Reinhart sponsored
and largely underwrote its first performance, conducted by Ernest Ansermet on 28 September 1918 at the
Théâtre Municipal de Lausanne. In gratitude, Stravinsky dedicated the work to Reinhart and gave him the original
manuscript. Reinhart supported Stravinsky further when he funded a series of concerts of his chamber music in
1919: included was a suite from Histoire du soldat arranged for violin, piano and clarinet, which was first
performed on 8 November 1919, in Lausanne. In gratitude to his benefactor, Stravinsky also dedicated his Three
Pieces for Clarinet (October–November 1918) to Reinhart, who was an excellent amateur clarinetist.



Life in France

Stravinsky as drawn by
Picasso in Paris on 31
December 1920

Following the premiere of Pulcinella by the Ballets Russes in Paris on 15 May 1920, Stravinsky returned to
Switzerland. On 8 June, the entire family left Morges for the last time, and moved to the fishing village of
Carantec in Brittany for the summer while also seeking a new home in Paris. On hearing of their dilemma,
couturière Coco Chanel invited Stravinsky and his family to reside at her new mansion “Bel Respiro” in the Paris
suburb of Garches until they could find a more suitable residence; they arrived during the second week of
September. At the same time, Chanel also guaranteed the new (December 1920) Ballets Russes production of
Stravinsky’s Le Sacre du Printemps (The Rite of Spring) with an anonymous gift to Diaghilev, said to have been
300,000 francs.

Stravinsky formed a business and musical relationship with the French piano manufacturing company Pleyel.
Pleyel essentially acted as his agent in collecting mechanical royalties for his works and provided him with a
monthly income and a studio space at its headquarters in which he could work and entertain friends and business
acquaintances. Under the terms of his contract with the company, Stravinsky agreed to arrange (and to some
extent re-compose) many of his early works for the Pleyela, Pleyel’s brand of player piano. He did so in a way
that made full use of all of the piano’s eighty-eight notes, without regard for human fingers or hands. The rolls
were not recorded, but were instead marked up from a combination of manuscript fragments and handwritten
notes by Jacques Larmanjat, musical director of Pleyel’s roll department. Among the compositions that were
issued on the Pleyela piano rolls are The Rite of Spring, Petrushka, The Firebird and Song of the Nightingale.
During the 1920s, Stravinsky recorded Duo-Art rolls for the Aeolian Company in both London and New York, not
all of which have survived.

Patronage was never far away. In the early 1920s, Leopold Stokowski gave Stravinsky regular support through a
pseudonymous ‘benefactor’.
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Vera de Bosset Sudeikin

Stravinsky met Vera de Bosset in Paris in February 1921, while she was married to the painter and stage
designer Serge Sudeikin, and they began an affair that led to Vera leaving her husband.

In May 1921, Stravinsky and his family moved to Anglet, near Biarritz, in the south of France. From then until his
wife’s death in 1939, Stravinsky led a double life, dividing his time between his family in southern France, and
Vera in Paris and on tour. Katya reportedly bore her husband’s infidelity “with a mixture of magnanimity,
bitterness, and compassion”.

In September 1924, Stravinsky bought “an expensive house” in Nice: the Villa des Roses.

The Stravinskys became French citizens in 1934 and moved to the rue du Faubourg Saint-Honoré in
Paris. Stravinsky later remembered this last European address as his unhappiest, as his wife’s tuberculosis
infected both himself and his eldest daughter Ludmila, who died in 1938. Katya, to whom he had been married for
33 years, died of tuberculosis a year later, in March 1939. Stravinsky himself spent five months in hospital, during
which time his mother died. During his later years in Paris, Stravinsky had developed professional relationships
with key people in the United States: he was already working on his Symphony in C for the Chicago Symphony
Orchestra and he had agreed to deliver the prestigious Charles Eliot Norton Lectures at Harvard University during
the 1939–40 academic year.

Life in the United States

Essex House in New York,
where Stravinsky lived at the
end of his life

Despite the outbreak of World War II on 1 September 1939, the widowed Stravinsky sailed (alone) for the United
States at the end of the month, arriving in New York City and thence to Cambridge, Massachusetts, to fulfill his
engagement at Harvard. Vera followed him in January, and they were married in Bedford, Massachusetts, on 9
March 1940.

Stravinsky settled in West Hollywood. He spent more time living in Los Angeles than any other city. He became
a naturalized United States citizen in 1945.

Stravinsky had adapted to life in France, but moving to America at the age of 57 was a very different prospect.
For a while, he maintained a circle of contacts and emigré friends from Russia, but he eventually found that this
did not sustain his intellectual and professional life. He was drawn to the growing cultural life of Los Angeles,
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especially during World War II, when so many writers, musicians, composers and conductors settled in the area:
these included Otto Klemperer, Thomas Mann, Franz Werfel, George Balanchine and Arthur Rubinstein. Bernard
Holland claimed Stravinsky was especially fond of British writers, who visited him in Beverly Hills, “like W. H.
Auden, Christopher Isherwood, Dylan Thomas. They shared the composer’s taste for hard spirits – especially
Aldous Huxley, with whom Stravinsky spoke in French”. Stravinsky and Huxley had a tradition of Saturday
lunches for west coast avant-garde and luminaries.

Grave of Stravinsky in San
Michele Island, Venice

Stravinsky’s unconventional dominant seventh chord in his arrangement of “The Star-Spangled Banner” led to an
incident with the Boston police on 15 January 1944, and he was warned that the authorities could impose a $100
fine upon any “rearrangement of the national anthem in whole or in part”. The incident soon established itself as a
myth, in which Stravinsky was supposedly arrested for playing the music. A widely known photograph of
Stravinsky, supposedly his mug shot, has been shown to be for a passport application.

Stravinsky’s professional life encompassed most of the 20th century, including many of its modern classical music
styles, and he influenced composers both during and after his lifetime. In 1959, he was awarded the Sonning
Award, Denmark’s highest musical honour. In 1962, he accepted an invitation to return to Leningrad for a series
of concerts. During his stay in the USSR, he visited Moscow and met several leading Soviet composers, including
Dmitri Shostakovich and Aram Khachaturian.

In 1969, Stravinsky moved to the Essex House in New York, where he lived until his death in 1971 at age 88 of
heart failure. He was buried at San Michele, close to the tomb of Diaghilev.

He has a star on the Hollywood Walk of Fame and in 1987 he was posthumously awarded the Grammy Award for
Lifetime Achievement. He was posthumously inducted into the National Museum of Dance’s Mr. & Mrs. Cornelius
Vanderbilt Whitney Hall of Fame in 2004.

Music

Stravinsky’s output is typically divided into three general style periods: a Russian period, a neoclassical period,
and a serial period.
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Russian Period (c. 1907–1919)

Stravinsky and Rimsky-Korsakov
(seated together on the left) in 1908

Aside from a very few surviving earlier works, Stravinsky’s Russian period begins with compositions undertaken
under the tutelage of Nikolai Rimsky-Korsakov, with whom he studied from 1905 until Rimsky’s death in 1908,
including the orchestral works: Symphony in E-flat major (1907), Faun and Shepherdess (for mezzo-soprano and
orchestra; 1907), Scherzo fantastique (1908), and Feu d’artifice (1908/9). These works clearly reveal the
influence of Rimsky-Korsakov, but as Richard Taruskin has shown, they also reveal Stravinsky’s knowledge of
music by Glazunov, Taneyev, Tchaikovsky, Wagner, Dvořák, and Debussy, among others.

Performances in St. Petersburg of Scherzo fantastique and Feu d’artifice attracted the attention of Sergei
Diaghilev, who commissioned Stravinsky to orchestrate two piano works of Chopin for the ballet Les Sylphides to
be presented in the 1909 debut “Saison Russe” of his new ballet company.

The Firebird was first performed at the Paris Opéra on 25 June 1910 by Sergei Diaghilev’s Ballets Russes. Like
Stravinsky’s earlier student works, The Firebird continued to look backward to Rimsky-Korsakov not only in its
orchestration, but also in its overall structure, harmonic organization, and melodic content.

According to Taruskin, Stravinsky’s second ballet for the Ballet Russe, Petrushka, is where “Stravinsky at last
became Stravinsky.”

The music itself makes significant use of a number of Russian folk tunes in addition to two waltzes by Viennese
composer Joseph Lanner and a French music hall tune (La Jambe en bois or The Wooden Leg).

In April 1915, Stravinsky received a commission from Winnaretta Singer for a small-scale theatrical work to be
performed in her Paris salon. The result was Renard (1916), which he called “A burlesque in song and
dance”. Renard was Stravinsky’s first venture into experimental theatre: the composer’s preface to the score
specifies a trestle stage on which all the performers (including the instrumentalists) were to appear simultaneously
and continuously.

Neoclassical period (c. 1920–1954)

Apollon (1928), Persephone (1933) and Orpheus (1947) exemplify not only Stravinsky’s return to the music of the
Classical period, but also his exploration of themes from the ancient Classical world, such as Greek mythology. In
1951, he completed his last neo-classical work, the opera The Rake’s Progress, to a libretto by W. H. Auden that
was based on the etchings of William Hogarth. It premiered in Venice that year and was produced around Europe
the following year, before being staged in the New York Metropolitan Opera in 1953. It was staged by the Santa
Fe Opera in a 1962 Stravinsky Festival in honor of the composer’s 80th birthday and was revived by the
Metropolitan Opera in 1997.
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Serial period (1954–1968)

Stravinsky conducting in 1965

In the 1950s, Stravinsky began using serial compositional techniques such as dodecaphony, the twelve-tone
technique originally devised by Arnold Schoenberg. He first experimented with non-twelve-tone serial techniques
in small-scale vocal and chamber works such as the Cantata (1952), the Septet (1953) and Three Songs from
Shakespeare (1953). The first of his compositions fully based on such techniques was In Memoriam Dylan
Thomas (1954). Agon (1954–57) was the first of his works to include a twelve-tone series and Canticum Sacrum
(1955) was the first piece to contain a movement entirely based on a tone row. Stravinsky expanded his use of
dodecaphony in works such as Threni (1958) and A Sermon, a Narrative and a Prayer (1961), which are based
on biblical texts, and The Flood (1962), which mixes brief biblical texts from the Book of Genesis with passages
from the York and Chester Mystery Plays.

Innovation and influence

Stravinsky has been called “one of music’s truly epochal innovators”. The most important aspect of Stravinsky’s
work, aside from his technical innovations (including in rhythm and harmony), is the ‘changing face’ of his
compositional style while always ‘retaining a distinctive, essential identity’.

Stravinsky – the Face of Change by
Brian Whelan

https://s3-us-west-2.amazonaws.com/candimgs/Ooiufz/220px-Igor_Stravinsky_1965.jpg
https://s3-us-west-2.amazonaws.com/candimgs/Ooiufz/220px-Igor_Stravinsky_1965.jpg
https://s3-us-west-2.amazonaws.com/candimgs/Ooiufz/220px-Stravinsky_-_the_face_of_change_portrait_by_brian_whelan_2013.jpg
https://s3-us-west-2.amazonaws.com/candimgs/Ooiufz/220px-Stravinsky_-_the_face_of_change_portrait_by_brian_whelan_2013.jpg


Stravinsky’s use of motivic development (the use of musical figures that are repeated in different guises
throughout a composition or section of a composition) included additive motivic development. This is where notes
are subtracted or added to a motif without regard to the consequent changes in metre. A similar technique can be
found as early as the sixteenth century, for example in the music of Cipriano de Rore, Orlandus Lassus, Carlo
Gesualdo and Giovanni de Macque, music with which Stravinsky exhibited considerable familiarity.

The Rite of Spring is notable for its relentless use of ostinati, for example in the eighth note ostinato on strings
accented by eight horns in the section “Augurs of Spring (Dances of the Young Girls)”. The work also contains
passages where several ostinati clash against one another. Stravinsky was noted for his distinctive use of rhythm,
especially in The Rite of Spring. According to the composer Philip Glass, “the idea of pushing the rhythms across
the bar lines […] led the way […]. The rhythmic structure of music became much more fluid and in a certain way
spontaneous”. Glass mentions Stravinsky’s “primitive, offbeat rhythmic drive”. According to Andrew J. Browne,
“Stravinsky is perhaps the only composer who has raised rhythm in itself to the dignity of art”. Stravinsky’s rhythm
and vitality greatly influenced the composer Aaron Copland.

Over the course of his career, Stravinsky called for a wide variety of orchestral, instrumental, and vocal forces,
ranging from single instruments in such works as Three Pieces for Clarinet (1918) or Elegy for Solo Viola (1944)
to the enormous orchestra of The Rite of Spring (Le Sacre du printemps; 1913) which Aaron Copland
characterized as “the foremost orchestral achievement of the 20th century.”

Stravinsky’s creation of unique and idiosyncratic ensembles arising from the specific musical nature of individual
works is a basic element of his style.

Following the model of his teacher, Nikolai Rimsky-Korsakov, Stravinsky’s student works such as the Symphony
in E-flat, Opus 1 (1907), Scherzo fantastique, Opus 3 (1908), and Fireworks (Feu d’artifice), Opus 4 (1908), call
for large orchestral forces. This is not surprising, as the works were as much exercises in orchestration as in
composition.

The Symphony, for example, calls for 3 flutes (3rd doubles piccolo); 2 oboes; 3 clarinets in B-flat; 2 bassoons; 4
horns in F; 3 trumpets in B-flat; 3 trombones, tuba, timpani, bass drum, triangle, cymbals, and strings. The
Scherzo fantastique calls for a slightly larger orchestra but completely omits trombones: this was Stravinsky’s
response to Rimsky’s criticism of their overuse in the Symphony.

The three ballets composed for Diaghilev’s Ballets Russes call for particularly large orchestras. The Firebird
(1910) requires winds in fours, 4 horns, 3 trumpets (in A), 3 trombones, tuba, celesta, 3 harps, piano, and strings.
The percussion section calls for timpani, bass drum, cymbals, triangle, tambourine, tamtam, tubular bells,
glockenspiel, and xylophone. In addition, the original version calls for 3 onstage trumpets and 4 onstage Wagner
tubas (2 tenor and 2 bass).

The original version of Petrushka (1911) calls for a similar orchestra (without onstage brass, but with the addition
of onstage snare drum). The particularly prominent role of the piano is the result of the music’s origin as a
Konzertstück for piano and orchestra.

The Rite of Spring (1913) calls for the largest orchestra Stravinsky ever employed: piccolo, 3 flutes (3rd doubles

2nd piccolo), alto flute, 4 oboes (4th doubles 2nd cor anglais), cor anglais, piccolo clarinet in D/E♭, 3 clarinets (3rd
doubles 2nd bass clarinet), bass clarinet, piccolo clarinet, 4 bassoons (4th doubles 2nd contrabassoon),
contrabassoon, 8 horns (7th and 8th double tenor Wagner tubas), piccolo trumpet in D, 4 trumpets in C (4th
doubles bass trumpet in E-flat), 3 trombones (2 tenor, 1 bass), 2 tubas. Percussion includes 5 timpani (2 players),
bass drum, tamtam, triangle, tambourine, cymbals, antique cymbals, guiro, and strings. (Piano, celesta, and harp
are not included.)



Personality

Stravinsky and Pablo
Picasso collaborated on
Pulcinella in 1920. Picasso
took the opportunity to make
several sketches of the
composer.

Stravinsky displayed a taste in literature that was wide and reflected his constant desire for new discoveries. The
texts and literary sources for his work began with a period of interest in Russian folklore, which progressed to
classical authors and the Latin liturgy and moved on to contemporary France (André Gide, in Persephone) and
eventually English literature, including Auden, T. S. Eliot and medieval English verse. He also had an
inexhaustible desire to explore and learn about art, which manifested itself in several of his Paris collaborations.
Not only was he the principal composer for Diaghilev’s Ballets Russes, but he also collaborated with Picasso
(Pulcinella, 1920), Jean Cocteau (Oedipus Rex, 1927), and George Balanchine (Apollon musagète, 1928). His
interest in art propelled him to develop a strong relationship with Picasso, whom he met in 1917, announcing that
in “a whirlpool of artistic enthusiasm and excitement I at last met Picasso.” From 1917 to 1920, the two engaged
in an artistic dialogue in which they exchanged small-scale works of art to each other as a sign of intimacy, which
included the famous portrait of Stravinsky by Picasso, and Stravinsky’s “Sketch of Music for the Clarinet”. This
exchange was essential to establish how the artists would approach their collaborative space in Pulcinella.

According to Robert Craft, Stravinsky remained a confirmed monarchist throughout his life and loathed the
Bolsheviks from the very beginning. In 1930, he remarked, “I don’t believe that anyone venerates Mussolini more
than I … I know many exalted personages, and my artist’s mind does not shrink from political and social issues.
Well, after having seen so many events and so many more or less representative men, I have an overpowering
urge to render homage to your Duce. He is the saviour of Italy and – let us hope – Europe”. Later, after a private
audience with Mussolini, he added, “Unless my ears deceive me, the voice of Rome is the voice of Il Duce. I told
him that I felt like a fascist myself… In spite of being extremely busy, Mussolini did me the great honour of
conversing with me for three-quarters of an hour. We talked about music, art and politics”. When the Nazis
placed Stravinsky’s works on the list of “Entartete Musik”, he lodged a formal appeal to establish his Russian
genealogy and declared, “I loathe all communism, Marxism, the execrable Soviet monster, and also all liberalism,
democratism, atheism, etc.” Towards the end of his life, at Craft’s behest, Stravinsky made a return visit to his
native country and composed a cantata in Hebrew, travelling to Israel for its performance.

Stravinsky proved adept at playing the part of a ‘man of the world’, acquiring a keen instinct for business matters
and appearing relaxed and comfortable in public. His successful career as a pianist and conductor took him to
many of the world’s major cities, including Paris, Venice, Berlin, London, Amsterdam and New York and he was
known for his polite, courteous and helpful manner. Stravinsky was reputed to have been a philanderer and was
rumoured to have had affairs with high-profile partners, such as Coco Chanel. He never referred to it himself, but
Chanel spoke about the alleged affair at length to her biographer Paul Morand in 1946; the conversation was
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published thirty years later. The accuracy of Chanel’s claims has been disputed by both Stravinsky’s widow,
Vera, and by Craft. Chanel’s fashion house avers there is no evidence that any affair between Chanel and
Stravinsky ever occurred. A fictionalization of the supposed affair formed the basis of the novel Coco and Igor
(2002) and a film, Coco Chanel & Igor Stravinsky (2009). Despite these alleged liaisons, Stravinsky was
considered a family man and devoted to his children.

Religion

Stravinsky was a devout member of the Russian Orthodox Church during most of his life, remarking at one time
that, “Music praises God. Music is well or better able to praise him than the building of the church and all its
decoration; it is the Church’s greatest ornament”.

Although Stravinsky was not outspoken about his faith, he was a deeply religious man throughout some periods
of his life. As a child, he was brought up by his parents in the Russian Orthodox Church. Baptized at birth, he later
rebelled against the Church and abandoned it by the time he was fourteen or fifteen years old. Throughout the
rise of his career he was estranged from Christianity and it was not until he reached his early forties that he
experienced a spiritual crisis. After befriending a Russian Orthodox priest, Father Nicholas, after his move to Nice
in 1924, he reconnected with his faith. He rejoined the Russian Orthodox Church and afterwards remained a
committed Christian. Robert Craft noted that Stravinsky prayed daily, before and after composing, and also
prayed when facing difficulty. Towards the end of his life, he was no longer able to attend church services. In his
late seventies, Stravinsky said:

I cannot now evaluate the events that, at the end of those thirty years, made me discover the necessity
of religious belief. I was not reasoned into my disposition. Though I admire the structured thought of
theology (Anselm’s proof in the Fides Quaerens Intellectum, for instance) it is to religion no more than
counterpoint exercises are to music. I do not believe in bridges of reason or, indeed, in any form of
extrapolation in religious matters. … I can say, however, that for some years before my actual
“conversion”, a mood of acceptance had been cultivated in me by a reading of the Gospels and by
other religious literature.

Reception

Portrait of Stravinsky by Robert
Delaunay, in the Garman Ryan
Collection

If Stravinsky’s stated intention was “to send them all to hell”, then he may have rated the 1913 premiere of The
Rite of Spring as a success: it is a famous classical music riot and Stravinsky referred to it on several occasions in
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his autobiography as a scandale. There were reports of fistfights in the audience and the need for a police
presence during the second act. The real extent of the tumult is open to debate and the reports may be
apocryphal. Stravinsky was named by Time magazine as one of the 100 most influential people of the century. In
addition to the recognition he received for his compositions, he achieved fame as a pianist and a conductor, often
at the premieres of his works. In 1923, Erik Satie wrote an article about Igor Stravinsky in Vanity Fair.

Satie had met Stravinsky for the first time in 1910. In the published article, Satie argued that measuring the
‘greatness’ of an artist by comparing him to other artists, as if speaking about some ‘truth’, is illusory and that
every piece of music should be judged on its own merits and not by comparing it to the standards of other
composers. That was exactly what Jean Cocteau did when he commented deprecatingly on Stravinsky in his
1918 book, Le Coq et l’Arlequin.

According to The Musical Times in 1923:

All the signs indicate a strong reaction against the nightmare of noise and eccentricity that was one of
the legacies of the war…. What has become of the works that made up the program of the Stravinsky
concert which created such a stir a few years ago? Practically the whole lot are already on the shelf,
and they will remain there until a few jaded neurotics once more feel a desire to eat ashes and fill their
belly with the east wind.

In 1935, the American composer Marc Blitzstein compared Stravinsky to Jacopo Peri and C.P.E. Bach, conceding
that, “there is no denying the greatness of Stravinsky. It is just that he is not great enough”. Blitzstein’s Marxist
position was that Stravinsky’s wish to “divorce music from other streams of life”, which is “symptomatic of an
escape from reality”, resulted in a “loss of stamina”, naming specifically Apollo, the Capriccio, and Le Baiser de la
fée.

The composer Constant Lambert described pieces such as Histoire du soldat as containing “essentially cold-
blooded abstraction”. Lambert continued, “melodic fragments in Histoire du Soldat are completely meaningless
themselves. They are merely successions of notes that can conveniently be divided into groups of three, five, and
seven and set against other mathematical groups” and he described the cadenza for solo drums as “musical
purity…achieved by a species of musical castration”. He compared Stravinsky’s choice of “the drabbest and least
significant phrases” to Gertrude Stein’s: “Everyday they were gay there, they were regularly gay there everyday”
(“Helen Furr and Georgine Skeene”, 1922), “whose effect would be equally appreciated by someone with no
knowledge of English whatsoever”.

In his 1949 book Philosophy of Modern Music, Theodor W. Adorno described Stravinsky as an acrobat and spoke
of hebephrenic and psychotic traits in several of Stravinsky’s works. Contrary to a common misconception,
Adorno didn’t believe the hebephrenic and psychotic imitations that the music was supposed to contain were its
main fault, as he pointed out in a postscript that he added later to his book. Adorno’s criticism of Stravinsky is
more concerned with the “transition to positivity” Adorno found in his neoclassical works. Part of the composer’s
error, in Adorno’s view, was his neo-classicism, but of greater importance was his music’s “pseudomorphism of
painting”, playing off le temps espace (time-space) rather than le temps durée (time-duration) of Henri
Bergson. According to Adorno, “one trick characterizes all of Stravinsky’s formal endeavors: the effort of his
music to portray time as in a circus tableau and to present time complexes as though they were spatial. This trick,
however, soon exhausts itself”. Adorno maintained that the “rhythmic procedures closely resemble the schema of
catatonic conditions. In certain schizophrenics, the process by which the motor apparatus becomes independent
leads to infinite repetition of gestures or words, following the decay of the ego”.

Stravinsky’s reputation in Russia and the USSR rose and fell. Performances of his music were banned from
around 1933 until 1962, the year Nikita Khrushchev invited him to the USSR for an official state visit. In 1972, an
official proclamation by the Soviet Minister of Culture, Ekaterina Furtseva, ordered Soviet musicians to “study and
admire” Stravinsky’s music and she made hostility toward it a potential offence.

While Stravinsky’s music has been criticized for its range of styles, scholars had “gradually begun to perceive
unifying elements in Stravinsky’s music” by the 1980s. Earlier writers, such as Aaron Copland, Elliott Carter, Boris
de Schloezer, and Virgil Thomson, writing in Modern Music (a quarterly review published between 1925 and
1946), could find only a common “‘seriousness’ of ‘tone’ or of ‘purpose’, ‘the exact correlation between the goal
and the means’, or a dry ‘ant-like neatness'”.

Stravinsky was honored in 1982 by the United States Postal Service with a 2¢ Great Americans series postage
stamp.



Awards

• 1954: Royal Philharmonic Society Gold Medal
• 1959: Léonie Sonning Music Prize
• Grammy Awards

◦ 1962: Best Classical Composition by Contemporary Composer (The Flood)
◦ 1962: Best Classical Performance – Orchestra (The Firebird, Igor Stravinsky conducting

Columbia Symphony Orchestra)
◦ 1962: Best Classical Performance – Instrumental Soloist (with orchestra) (Violin Concerto in D,

Isaac Stern; Igor Stravinsky conducting Columbia Symphony Orchestra)
◦ 1987: Lifetime Achievement (posthumous)

Recordings and publications
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Igor Stravinsky found recordings a practical and useful tool in preserving his thoughts on the interpretation of his
music. As a conductor of his own music, he recorded primarily for Columbia Records, beginning in 1928 with a
performance of the original suite from The Firebird and concluding in 1967 with the 1945 suite from the same
ballet. In the late 1940s he made several recordings for RCA Victor at the Republic Studios in Los Angeles.
Although most of his recordings were made with studio musicians, he also worked with the Chicago Symphony
Orchestra, the Cleveland Orchestra, the CBC Symphony Orchestra, the New York Philharmonic Orchestra, the
Royal Philharmonic Orchestra and the Bavarian Broadcasting Symphony Orchestra.

During his lifetime, Stravinsky appeared on several telecasts, including the 1962 world premiere of The Flood on
CBS television. Although he made an appearance, the actual performance was conducted by Robert
Craft. Numerous films and videos of the composer have been preserved.

Stravinsky published a number of books throughout his career, almost always with the aid of a (sometimes
uncredited) collaborator. In his 1936 autobiography, Chronicle of My Life, which was written with the help of
Walter Nouvel, Stravinsky included his well-known statement that “music is, by its very nature, essentially
powerless to express anything at all”. With Alexis Roland-Manuel and Pierre Souvtchinsky, he wrote his 1939–40
Harvard University Charles Eliot Norton Lectures, which were delivered in French and first collected under the title
Poétique musicale in 1942 and then translated in 1947 as Poetics of Music. In 1959, several interviews between
the composer and Robert Craft were published as Conversations with Igor Stravinsky, which was followed by a
further five volumes over the following decade.
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External links

General information

• Free scores by Igor Stravinsky at the International Music Score Library Project
• The Stravinsky Foundation website
• A Riotous Premiere, an interactive website about The Rite of Spring from the Keeping Score series by

the San Francisco Symphony
• “Huxley on Huxley.”. Dir. Mary Ann Braubach. Cinedigm, 2010. DVD.
• Stravinsky material in the BBC Radio 3 archives
• A biography on IRCAM’s website (French)(French)
• Jews and Geniuses On Stravinsky being a Jew or not and about his antisemitism. See also another

response and the original media review by Robert Craft.
• Works by or about Igor Stravinsky in libraries (WorldCat catalog)
• Igor Stravinsky at Project Gutenberg
• Igor Stravinsky at the Pianola Institute
• Stravinsky and Numerology
• Portrait of Igor Stravinsky conducting – A series of images from the UBC Library Digital Collections

depicting the composer rehearsing with the New York Philharmonic.

The Ekstrom Collection of the Diaghilev and Stravinsky Foundation is held by the Victoria and Albert Museum
London, Department of Theatre and Performance. A full catalogue and details of access arrangements are
available here.

Recordings and videos

• An audio recording made by William Malloch of Stravinsky rehearsing his Symphonies of Wind
Instruments in Memory of Debussy (a 1947 recording, first broadcast in 1961)

• An archive recording of a radio program by William Malloch that includes a discussion of how attitudes
toward Stravinsky’s music changed through the years. Included are excepts from the The Firebird,
Petrouchka and The Rite of Spring recorded from the 1930s to the 1950s by a variety of conductors,
including the composer himself.

• Excerpts from sound archives of Stravinsky’s works from the Contemporary Music Portal
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STRAVINSKY: RITE OF SPRING

Part of Nicholas Roerich’s designs for Diaghilev’s 1913
production of Le Sacre du printemps

The Rite of SpringThe Rite of Spring

The Rite of Spring (French: Le Sacre du printemps, Russian: «Весна священная»«Весна священная», Vesna
svyashchennaya) is a ballet and orchestral concert work by the Russian composer Igor Stravinsky. It was
written for the 1913 Paris season of Sergei Diaghilev’s Ballets Russes company; the original choreography
was by Vaslav Nijinsky, with stage designs and costumes by Nicholas Roerich. When first performed, at the
Théâtre des Champs-Élysées on 29 May 1913, the avant-garde nature of the music and choreography
caused a sensation and a near-riot in the audience. Although designed as a work for the stage, with specific
passages accompanying characters and action, the music achieved equal if not greater recognition as a
concert piece, and is widely considered to be one of the most influential musical works of the 20th century.

Stravinsky was a young, virtually unknown composer when Diaghilev recruited him to create works for the
Ballets Russes. The Rite was the third such project, after the acclaimed The Firebird (1910) and Petrushka
(1911). The concept behind The Rite of Spring, developed by Roerich from Stravinsky’s outline idea, is
suggested by its subtitle, “Pictures of Pagan Russia in Two Parts”; in the scenario, after various primitive
rituals celebrating the advent of spring, a young girl is chosen as a sacrificial victim and dances herself to
death. After a mixed critical reception for its original run and a short London tour, the ballet was not performed
again until the 1920s, when a version choreographed by Léonide Massine replaced Nijinsky’s original.
Massine’s was the forerunner of many innovative productions directed by the world’s leading ballet-masters,
which gained the work worldwide acceptance. In the 1980s, Nijinsky’s original choreography, long believed
lost, was reconstructed by the Joffrey Ballet in Los Angeles.

Stravinsky’s score contains many novel features for its time, including experiments in tonality, metre, rhythm,
stress and dissonance. Analysts have noted in the score a significant grounding in Russian folk music, a
relationship Stravinsky tended to deny. The music has influenced many of the 20th-century’s leading
composers, and is one of the most recorded works in the classical repertoire.

http://en.wikipedia.org/wiki/Igor_Stravinsky
https://creativecommons.org/licenses/by-sa/4.0/
https://s3-us-west-2.amazonaws.com/candimgs/I197Lj/350px-NikolaiRoerichRite1.jpg
https://s3-us-west-2.amazonaws.com/candimgs/I197Lj/350px-NikolaiRoerichRite1.jpg


Background

Stravinsky, sketched by
Picasso

Igor Stravinsky was the son of Fyodor Stravinsky, the principal bass at the Imperial Opera, St Petersburg, and
Anna, née Kholodovskaya, a competent amateur singer and pianist from an old-established Russian family.
Fyodor’s association with many of the leading figures in Russian music, including Rimsky-Korsakov, Borodin and
Mussorgsky, meant that Igor grew up in an intensely musical home. In 1901 Stravinsky began to study law at St
Petersburg University, while taking private lessons in harmony and counterpoint. Having impressed Rimsky-
Korsakov with some of his early compositional efforts, Stravinsky worked under the guidance of the older
composer. By the time of his mentor’s death in 1908 Stravinsky had produced several works, among them a
Piano Sonata in F-sharp minor (1903–04), a Symphony in E-flat major (1907), which he catalogued as “Opus 1”,
and in 1908 a short orchestral piece, Feu d’artifice (“Fireworks”).

In 1909 Feu d’artifice was performed at a concert in St Petersburg. Among those in the audience was the
impresario Sergei Diaghilev, who at that time was planning to introduce Russian music and art to western
audiences. Like Stravinsky, Diaghilev had initially studied law, but had gravitated via journalism into the theatrical
world. In 1907 he began his theatrical career by presenting five concerts in Paris; in the following year he
introduced Mussorgsky’s opera Boris Godunov. In 1909, still in Paris, he launched the Ballets Russes, initially
with Borodin’s Polovtsian Dances from Prince Igor and Rimsky-Korsakov’s Scheherazade. To present these
works Diaghilev recruited the choreographer Michel Fokine, the designer Léon Bakst and the dancer Vaslav
Nijinsky. Diaghilev’s intention, however, was to produce new works in a distinctively 20th century style, and he
was looking for fresh compositional talent. Having heard Feu d’artifice he approached Stravinsky, initially with a
request for help in orchestrating music by Chopin to create the ballet Les Sylphides. Stravinsky worked on the
opening “Nocturne” and the closing “Valse Brillante”; his reward was a much bigger commission, to write the
music for a new ballet, The Firebird (L’oiseau de feu) for the 1910 season.

Stravinsky worked through the winter of 1909–10, in close association with Fokine who was choreographing The
Firebird. During this period Stravinsky made the acquaintance of Nijinsky who, although not dancing in the ballet,
was a keen observer of its development. Stravinsky was uncomplimentary when recording his first impressions of
the dancer, observing that he seemed immature and gauche for his age (he was 21). On the other hand
Stravinsky found Diaghilev an inspiration, “the very essence of a great personality”. The Firebird was premiered
on 25 June 1910, with Tamara Karsavina in the main role, and was a great public success. This ensured that the
Diaghilev–Stravinsky collaboration would continue, in the first instance with Petrushka (1911) and then The Rite
of Spring.

Synopsis and structure

In a note to the conductor Serge Koussevitzky in February 1914, Stravinsky described The Rite of Spring as “a
musical-choreographic work, [representing] pagan Russia … unified by a single idea: the mystery and great surge
of the creative power of Spring”. In his analysis of The Rite, Pieter van den Toorn writes that the work lacks a
specific plot or narrative, and should be considered as a succession of choreographed episodes.
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The French titles are given in the form given in the four-part piano score published in 1913. There have been
numerous variants of the English translations; those shown are from the 1967 edition of the score.

EpisodeEpisode English translationEnglish translation SynopsisSynopsis

Part I:Part I: L’Adoration de la Terre (Adoration of the Earth)(Adoration of the Earth)

Introduction Introduction

Before the curtain rises, an orchestral
introduction resembles, according to
Stravinsky, “a swarm of spring pipes
[dudki]”

Les Augures printaniers Augurs of Spring
The celebration of spring begins in the
hills. An old woman enters and begins
to foretell the future.

Jeu du rapt Ritual of Abduction
Young girls arrive from the river, in
single file. They begin the “Dance of
the Abduction”.

Rondes printanières Spring Rounds
The young girls dance the Khorovod,
the “Spring Rounds”.

Jeux des cités rivales Ritual of the Rival Tribes
The people divide into two groups in
opposition to each other, and begin the
“Ritual of the Rival Tribes”.

Cortège du sage: Le Sage
Procession of the Sage: The

Sage

A holy procession leads to the entry of
the wise elders, headed by the Sage
who brings the games to a pause and
blesses the earth.

Danse de la terre Dance of the Earth
The people break into a passionate
dance, sanctifying and becoming one
with the earth.

Part II:Part II: Le Sacrifice (The Sacrifice)(The Sacrifice)

Introduction Introduction

Cercles mystérieux des
adolescentes

Mystic Circles of the Young Girls
The young girls engage in mysterious
games, walking in circles.

Glorification de l’élue Glorification of the Chosen One

One of the young girls is selected by
fate, being twice caught in the
perpetual circle, and is honoured as the
“Chosen One” with a marital dance.

Evocation des ancêtres Evocation of the Ancestors
In a brief dance, the young girls invoke
the ancestors.

Action rituelle des ancêtres Ritual Action of the Ancestors
The Chosen One is entrusted to the
care of the old wise men.

Danse sacrale (L’Élue) Sacrificial Dance
The Chosen One dances to death in
the presence of the old men, in the
great “Sacrificial Dance”.



Creation

Conception

Sergei Diaghilev, director of
the Ballets Russes from
1909 to 1929, as painted by
Léon Bakst

Lawrence Morton, in a study of the origins of The Rite, records that in 1907–08 Stravinsky set to music two
poems from Sergey Gorodetsky’s collection Yar. Another poem in the anthology, which Stravinsky did not set but
is likely to have read, is “Yarila” which, Morton observes, contains many of the basic elements from which The
Rite of Spring developed, including pagan rites, sage elders, and the propitiatory sacrifice of a young maiden:
“The likeness is too close to be coincidental”. Stravinsky himself gave contradictory accounts of the genesis of
The Rite. In a 1920 article he stressed that the musical ideas had come first, that the pagan setting had been
suggested by the music rather than the other way round. However, in his 1936 autobiography he described the
origin of the work thus: “One day [in 1910], when I was finishing the last pages of L’Oiseau de Feu in St
Petersburg, I had a fleeting vision … I saw in my imagination a solemn pagan rite: sage elders, seated in a circle,
watching a young girl dance herself to death. They were sacrificing her to propitiate the god of Spring. Such was
the theme of the Sacre du Printemps”.

By May 1910 Stravinsky was discussing his idea with Nicholas Roerich, the foremost Russian expert on folk art
and ancient rituals. Roerich had a reputation as an artist and mystic, and had provided the stage designs for
Diaghilev’s 1909 production of the Polovtsian Dances. The pair quickly agreed on a working title, “The Great
Sacrifice” (Russian: Velikaia zhertva); Diaghilev gave his blessing to the work, although the collaboration was put
on hold for a year while Stravinsky was occupied with his second major commission for Diaghilev, the ballet
Petrushka.

In July 1911 Stravinsky visited Talashkino, near Smolensk, where Roerich was staying with the Princess Maria
Tenisheva, a noted patron of the arts and a sponsor of Diaghilev’s magazine World of Art. Here, over several
days, Stravinsky and Roerich finalised the structure of the ballet. Thomas F. Kelly, in his history of the Rite
premiere, suggests that the two-part pagan scenario that emerged was primarily devised by Roerich. Stravinsky
later explained to Nikolai Findeyzen, the editor of the Russian Musical Gazette, that the first part of the work
would be called “The Kiss of the Earth”, and would consist of games and ritual dances interrupted by a procession
of sages, culminating in a frenzied dance as the people embraced the spring. Part Two, “The Sacrifice”, would
have a darker aspect; secret night games of maidens, leading to the choice of one for sacrifice and her eventual
dance to the death before the sages. The original working title was changed to “Holy Spring” (Russian: Vesna
sviashchennaia), but the work became generally known by the French translation Le Sacre du printemps, or its
English equivalent The Rite of Spring, with the subtitle “Pictures of Pagan Russia in Two Parts”.
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Composition

Clarens, in Switzerland (modern
photograph), where most of The Rite
of Spring was composed

Stravinsky’s sketchbooks show that after returning to his home at Ustilug in the Ukraine in September 1911, he
worked on two movements, the “Augurs of Spring” and the “Spring Rounds”. In October he left Ustilug for Clarens
in Switzerland, where in a tiny and sparsely-furnished room—eight feet square, with only a piano, a table and two
chairs—he worked throughout the 1911–12 winter on the score. By March 1912, according to the sketchbook
chronology, Stravinsky had completed Part I and had drafted much of Part II. He also prepared a two-hand piano
version, subsequently lost, which he may have used to demonstrate the work to Diaghilev and the Ballet Russes
conductor Pierre Monteux in April 1912. He also made a four-hand piano arrangement which became the first
published version of The Rite; he and the composer Claude Debussy played the first half of this together, in June
1912.

Following Diaghilev’s decision to delay the premiere until 1913, Stravinsky put The Rite aside during the summer
of 1912. He enjoyed the Paris season, and accompanied Diaghilev to the Bayreuth Festival to attend a
performance of Parsifal. Stravinsky resumed work on The Rite in the autumn; the sketchbooks indicate that he
had finished the outline of the final sacrificial dance on 17 November 1912. During the remaining months of winter
he worked on the full orchestral score, which he signed and dated as “completed in Clarens, March 8, 1913”. He
showed the manuscript to Maurice Ravel, who was enthusiastic and predicted, in a letter to a friend, that the first
performance of the Le Sacre would be as important as the 1902 premiere of Debussy’s Pelléas et
Mélisande. After the orchestral rehearsals began in late March, Monteux drew the composer’s attention to
several passages which were causing problems: inaudible horns, a flute solo drowned out by brass and strings,
and multiple problems with the balance among instruments in the brass section during fortissimo
episodes. Stravinsky amended these passages, and as late as April was still revising and rewriting the final bars
of the “Sacrificial Dance”. Revision of the score did not end with the version prepared for the 1913 premiere;
rather, Stravinsky continued to make changes for the next 30 years or more. According to Van den Toorn, “[n]o
other work of Stravinsky’s underwent such a series of post-premiere revisions”.

Stravinsky acknowledged that the work’s opening bassoon melody was derived from an anthology of Lithuanian
folk songs, but maintained that this was his only borrowing from such sources; if other elements sounded like
aboriginal folk music, he said, it was due to “some unconscious ‘folk’ memory”. However, Morton has identified
several more melodies in Part I as having their origins in the Lithuanian collection. More recently Richard Taruskin
has discovered in the score an adapted tune from one of Rimsky-Korsakov’s “One Hundred Russian National
Songs”. Taruskin notes the paradox whereby The Rite, generally acknowledged as the most revolutionary of the
composer’s early works, is in fact rooted in the traditions of Russian music.
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Realisation

Nijinsky in 1911, depicted by
John Singer Sargent in
costume for his role in
Nikolai Tcherepnin’s ballet
Le Pavillon d’Armide

Taruskin has listed a number of sources that Roerich consulted when creating his designs. Among these are The
Primary Chronicle, a 12th-century compendium of early pagan customs, and Alexander Afanasyev’s study of
peasant folklore and pagan prehistory. The Princess Tenisheva’s collection of costumes was an early source of
inspiration. When the designs were complete, Stravinsky expressed delight and declared them “a real miracle”.

Stravinsky’s relationship with his other main collaborator, Nijinsky, was more complicated. Diaghilev had decided
that Nijinsky’s genius as a dancer would translate into the role of ballet-master; he was not dissuaded when
Nijinsky’s first attempt at choreography, Debussy’s L’après-midi d’un faune, caused controversy and near-scandal
because of the dancer’s novel stylised movements and his overtly sexual gesture at the work’s end. It is apparent
from contemporary correspondence that, at least initially, Stravinsky viewed Nijinsky’s talents as a choreographer
with approval; a letter he sent to Findeyzen praises the dancer’s “passionate zeal and complete self-
effacement”. However, in his 1936 memoirs Stravinsky writes that the decision to employ Nijinsky in this role filled
him with apprehension; although he admired Nijinsky as a dancer he had no confidence in him as a
choreographer: “… the poor boy knew nothing of music. He could neither read it nor play any instrument”. Later
still, Stravinsky would ridicule Nijinsky’s dancing maidens as “knock-kneed and long-braided Lolitas”. Stephen
Walsh, a leading Stravinsky analyst, has suggested that the belated disavowal of Nijinsky’s choreography,
together with the denial of folk music influences, was part of an attempt by the composer, then in exile, to
downplay the music’s Russian roots and influences.

Stravinsky’s autobiographical account refers to many “painful incidents” between the ballet-master and the
dancers during the rehearsal period. By the beginning of 1913, when Nijinsky was badly behind schedule,
Stravinsky was warned by Diaghilev that “unless you come here immediately … the Sacre will not take place”.
The problems were slowly overcome, and when the final rehearsals were held in May 1913 the dancers appeared
to have mastered the work’s difficulties. Even the Ballets Russes’s sceptical stage director, Serge Grigoriev, was
full of praise for the originality and dynamism of Nijinsky’s choreography.

The conductor Pierre Monteux had worked with Diaghilev since 1911, and had been in charge of the orchestra at
the premiere of Petrushka. Monteux’s first reaction to The Rite, after hearing Stravinsky play a piano version, was
to leave the room and find a quiet corner. Although he would perform his duties with conscientious
professionalism, he never came to enjoy the work; nearly fifty years after the premiere he told enquirers that he
detested it. On 30 March Monteux informed Stravinsky of modifications he thought were necessary to the score,
all of which the composer implemented. The orchestra, drawn mainly from the Concerts Colonne in Paris, was
with 99 players much larger than was normally employed at the theatre, and had difficulty fitting into the orchestra
pit.
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After the first part of the ballet received two full orchestral rehearsals in March, Monteux and the company
departed to perform in Monte Carlo. Rehearsals resumed when they returned; the unusually large number of
rehearsals—seventeen solely orchestral and five with the dancers—were fitted into the fortnight before the
opening, after Stravinsky’s arrival in Paris on 13 May. The music contained so many unusual note combinations
that Monteux had to ask the musicians to stop interrupting when they thought they had found mistakes in the
score, saying he would tell them if something was played incorrectly. According to Doris Monteux, “The musicians
thought it absolutely crazy”. At one point, a climactic brass fortissimo, the orchestra broke up in nervous laughter

at the sound, causing Stravinsky to intervene angrily.

The role of the sacrificial victim was to have been danced by Nijinsky’s sister, Bronislava Nijinska; when she
became pregnant during rehearsals she was replaced by the then relatively unknown Maria Piltz.

Performance history and reception

Premiere

The New York Times reported the
sensational Rite premiere, nine days
after the event.

Paris’s Théâtre des Champs-Élysées was a new structure, which had opened on 2 April 1913 with a programme
celebrating the works of many of the leading composers of the day. The theatre’s manager, Gabriel Astruc, was
determined to house the 1913 Ballets Russes season, and paid Diaghilev the large sum of 25,000 francs per
performance, double what he had paid the previous year. Ticket sales for the evening, ticket prices being doubled
for a premiere, amounted to 35,000 francs. The programme for 29 May 1913 also included Les Sylphides,
Weber’s Le Spectre de la Rose and Borodin’s Polovtsian Dances.

At the time, a Parisian ballet audience typically consisted of two diverse groups: the wealthy and fashionable set,
who would be expecting to see a traditional performance with beautiful music, and a “Bohemian” group who, the
poet-philosopher Jean Cocteau asserted, would “acclaim, right or wrong, anything that is new because of their
hatred of the boxes”. Final rehearsals were held on the day before the premiere, in the presence of members of
the press and assorted invited guests. According to Stravinsky all went peacefully. However, the critic of L’Écho
de Paris, Adolphe Boschot, foresaw possible trouble; he wondered how the public would receive the work, and
suggested that they might react badly if they thought they were being mocked.
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On the evening of the 29 May the theatre was packed: Gustav Linor reported, “Never … has the hall been so full,
or so resplendent; the stairways and the corridors were crowded with spectators eager to see and to hear”. The
evening began with Les Sylphides, in which Nijinsky and Karsavina danced the main roles. The Rite followed.
Some eyewitnesses and commentators said that the disturbances in the audience began during the Introduction,
and grew into a crescendo when the curtain rose on the stamping dancers in “Augurs of Spring”. But music
historian Richard Taruskin asserts, “it was not Stravinsky’s music that did the shocking. It was the ugly
earthbound lurching and stomping devised by Vaslav Nijinsky.” Marie Rambert, who was working as an assistant
to Nijinsky, recalled later that it was soon impossible to hear the music on the stage. In his autobiography,
Stravinsky writes that the derisive laughter that greeted the first bars of the Introduction disgusted him, and that
he left the auditorium to watch the rest of the performance from the stage wings. The demonstrations, he says,
grew into “a terrific uproar” which, along with the on-stage noises, drowned out the voice of Nijinsky who was
shouting the step numbers to the dancers. The journalist and photographer Carl Van Vechten recorded that the
person behind him got carried away with excitement, and “began to beat rhythmically on top of my head”, though
Van Vechten failed to notice this at first, his own emotion being so great.

Dancers in Nicholas Roerich’s
original costumes. From left, Julitska,
Marie Rambert, Jejerska, Boni,
Boniecka, Faithful

Monteux believed that the trouble began when the two factions in the audience began attacking each other, but
their mutual anger was soon diverted towards the orchestra: “Everything available was tossed in our direction, but
we continued to play on”. Around forty of the worst offenders were ejected—possibly with the intervention of the
police, although this is uncorroborated. Through all the disturbances the performance continued without
interruption. Things grew noticeably quieter during Part II, and by some accounts Maria Piltz’s rendering of the
final “Sacrificial Dance” was watched in reasonable silence. At the end there were several curtain calls for the
dancers, for Monteux and the orchestra, and for Stravinsky and Nijinsky before the evening’s programme
continued.

Among the more hostile press reviews was that of Le Figaro ’s critic, Henri Quittard, who called the work “a
laborious and puerile barbarity” and added “We are sorry to see an artist such as M. Stravinsky involve himself in
this disconcerting adventure”. On the other hand Gustav Linor, writing in the leading theatrical magazine
Comoedia, thought the performance was superb, especially that of Maria Piltz; the disturbances, while deplorable,
were merely “a rowdy debate” between two ill-mannered factions. Emile Raudin, of Les Marges, who had barely
heard the music, wrote: “Couldn’t we ask M. Astruc … to set aside one performance for well-intentioned
spectators? … We could at least propose to evict the female element”. The composer Alfredo Casella thought
that the demonstrations were aimed at Nijinsky’s choreography rather than at the music, a view shared by the
critic Michel-Dimitri Calvocoressi, who wrote: “The idea was excellent, but was not successfully carried out”.
Calvocoressi failed to observe any direct hostility to the composer—unlike, he said, the premiere of Debussy’s
Pelléas et Mélisande in 1902. Of later reports that the veteran composer Camille Saint-Saëns had stormed out of
the premiere, Stravinsky observed that this was impossible; Saint-Saëns did not attend. Stravinsky also rejected
Cocteau’s story that, after the performance, Stravinsky, Nijinsky, Diaghilev and Cocteau himself took a cab to the
Bois de Boulogne where a tearful Diaghilev recited poems by Pushkin. Stravinsky merely recalled a celebratory
dinner with Diaghilev and Nijinsky, at which the impresario expressed his entire satisfaction with the outcome. To
Maximilien Steinberg, a former fellow-pupil under Rimsky-Korsakov, Stravinsky wrote that Nijinsky’s
choreography had been “incomparable: with the exception of a few places, everything was as I wanted it”.
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Initial run and early revivals

Léonide Massine, who
choreographed the 1920
revival

The premiere was followed by five further performances of The Rite at the Théâtre des Champs-Élysées, the last
on 13 June. Although these occasions were relatively peaceful, something of the mood of the first night remained;
the composer Puccini, who attended the second performance on 2 June, described the choreography as
ridiculous and the music cacophonous—”the work of a madman. The public hissed, laughed – and
applauded”. Stravinsky, confined to his bed by typhoid fever, did not join the company when it went to London for
four performances at the Theatre Royal, Drury Lane. Reviewing the London production, The Times critic was
impressed how different elements of the work came together to form a coherent whole, but was less enthusiastic
about the music itself, opining that Stravinsky had entirely sacrificed melody and harmony for rhythm: “If M.
Stravinsky had wished to be really primitive, he would have been wise to … score his ballet for nothing but
drums”. The ballet historian Cyril Beaumont commented on the “slow, uncouth movements” of the dancers, finding
these “in complete opposition to the traditions of classical ballet”.

After the opening Paris run and the London performances, events conspired to prevent further stagings of the
ballet. Nijinsky’s choreography, which Kelly describes as “so striking, so outrageous, so frail as to its
preservation”, did not appear again until attempts were made to reconstruct it in the 1980s. On 19 September
1913 Nijinsky married Romola de Pulszky while the Ballets Russes was on tour without Diaghilev in South
America. When Diaghilev found out he was distraught and furious that his lover had married, and dismissed
Nijinsky. Diaghilev was then obliged to re-hire Fokine, who had resigned in 1912 because Nijinsky had been
asked to choreograph Faune. Fokine made it a condition of his re-employment that none of Nijinsky’s
choreography would be performed. In a letter to the art critic and historian Alexandre Benois, Stravinsky wrote,
“[T]he possibility has gone for some time of seeing anything valuable in the field of dance and, still more
important, of again seeing this offspring of mine”.

The outbreak of the First World War in August 1914 disrupted the established touring circuit, which included
countries now on opposing sides, and caused a number of dancers, including Fokine, to return to their own
countries. Diaghilev was reconciled to re-engaging Nijinsky as both dancer and choreographer, but Nijinsky had
been placed under house arrest in Hungary as an enemy Russian citizen. His release was obtained by Diaghilev
in a prisoner exchange with the United States in 1916, for a tour there, but his mental health steadily declined and
he took no further part in professional ballet after 1917. In 1920, when Diaghilev decided to revive The Rite, he
found that no one now remembered the choreography. After spending most of the war years in Switzerland, and
becoming a permanent exile from his homeland after the 1917 Russian Revolution, Stravinsky resumed his
partnership with Diaghilev when the war ended. In December 1920 Ernest Ansermet conducted a new production
in Paris, choreographed by Léonide Massine, with the Nicholas Roerich designs retained; the lead dancer was
Lydia Sokolova. In his memoirs, Stravinsky is equivocal about the Massine production; the young ballet-master,
he writes, showed “unquestionable talent”, but there was something “forced and artificial” in his choreography,
which lacked the necessary organic relationship with the music. Sokolova, in her later account, recalled some of
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the tensions surrounding the production, with Stravinsky, “wearing an expression that would have frightened a
hundred Chosen Virgins, pranc[ing] up and down the centre aisle” while Ansermet rehearsed the orchestra.

Later choreographies

The ballet was first shown in the United States on 11 April 1930, when Massine’s 1920 version was performed by
the Philadelphia Orchestra in Philadelphia under Leopold Stokowski, with Martha Graham dancing the role of the
Chosen One. The production moved to New York, where Massine was relieved to find the audiences receptive, a
sign, he thought, that New Yorkers were finally beginning to take ballet seriously. The first American-designed
production, in 1937, was that of the Modern Dance exponent Lester Horton, whose version replaced the original
pagan Russian setting with a Wild West background and the use of Native American dances.

The Bolshoi Theatre in Moscow,
where the 1965 production of The
Rite was described by a critic as
“Soviet propaganda at its best”

In 1944 Massine began a new collaboration with Roerich, who before his death in 1947 completed a number of
sketches for a new production which Massine brought to fruition at La Scala, Milan in 1948. This heralded a
number of significant postwar European productions. Mary Wigman in Berlin (1957) followed Horton in
highlighting the erotic aspects of virgin sacrifice, as did Maurice Béjart in Brussels (1959). Béjart’ s representation
replaced the culminating sacrifice with a depiction of what the critic Robert Johnson describes as “ceremonial
coitus”. The Royal Ballet’s 1962 production, choreographed by Kenneth MacMillan and designed by Sidney
Nolan, was first performed on 3 May and was a critical triumph. It has remained in the company’s repertoire for
more than 50 years; after its revival in May 2011 the Daily Telegraph ’s critic Mark Monahan called it one of the
Royal Ballet’s greatest achievements. Moscow first saw The Rite in 1965, in a version choreographed for the
Bolshoi Ballet by Natalia Kasatkina and Vladimir Vasiliev. This production was shown in Leningrad four years
later, at the Maly Opera Theatre, and introduced a storyline that provided the Chosen One with a lover who
wreaks vengeance on the elders after the sacrifice. Johnson describes the production as “a product of state
atheism … Soviet propaganda at its best”.

In 1975 Pina Bausch, who had taken over the Wuppertal ballet company, caused a stir in the ballet world with her
stark depiction, played out on an earth-covered stage, in which the Chosen One is sacrificed to gratify the
misogyny of the surrounding men. At the end, according to The Guardian ’s Luke Jennings, “the cast is sweat-
streaked, filthy and audibly panting”. Part of this dance appears in the movie Pina. In America, in 1980, Paul
Taylor used Stravinsky’s four-hand piano version of the score as the background for a scenario based on child
murder and gangster film images. In February 1984 Martha Graham, in her 90th year, resumed her association
with The Rite by choreographing a new production at New York’s State Theater. The New York Times critic
declared the performance “a triumph … totally elemental, as primal in expression of basic emotion as any tribal
ceremony, as hauntingly staged in its deliberate bleakness as it is rich in implication”. Another significant new
choreography from this period was prepared by Loyce Houlton for the Minnesota Dance Theatre in 1985.

On 30 September 1987, the Joffrey Ballet in Los Angeles performed The Rite based on a reconstruction of
Nijinsky’s 1913 choreography, until then thought lost beyond recall. The performance resulted from years of
research, primarily by Millicent Hodson, who pieced the choreography together from the original prompt books,
contemporary sketches and photographs, and the recollections of Marie Rambert and other survivors. Hodson’s
version has since been performed by the Kirov Ballet, at the Mariinsky Theatre in 2003 and later that year at
Covent Garden. In its 2012–13 season the Joffrey Ballet gave centennial performances at numerous venues,

including the University of Texas on 5–6 March 2013 and the University of Massachusetts on 14 March 2013.

https://s3-us-west-2.amazonaws.com/candimgs/I197Lj/220px-Moscow_Bolshoi_Theatre_2011.JPG
https://s3-us-west-2.amazonaws.com/candimgs/I197Lj/220px-Moscow_Bolshoi_Theatre_2011.JPG


The music publishers Boosey and Hawkes have estimated that since its premiere, the ballet has been the subject
of at least 150 productions, many of which have become classics and have been performed worldwide. Among
the more radical interpretations is Glen Tetley’s 1974 version, in which the Chosen One is a young male. More
recently there have been solo dance versions devised by Molissa Fenley and Javier de Frutos, a punk rock
interpretation from Michael Clark, and Rites (2008), by The Australian Ballet in conjunction with Bangarra Dance
Theatre, which represents Aboriginal perceptions of the elements of earth, air, fire and water.

Concert performances

On 18 February 1914 The Rite received its first concert performance (the music without the ballet), in St
Petersburg under Serge Koussevitzky. On 5 April that year, Stravinsky experienced for himself the popular
success of The Rite as a concert work, at the Casino de Paris. After the performance, again under Monteux, the
composer was carried in triumph from the hall on the shoulders of his admirers. The Rite had its first British
concert performance on 7 June 1921, at the Queen’s Hall in London under Eugene Goossens. Its American
premiere occurred on 3 March 1922, when Leopold Stokowski included it in a Philadelphia Orchestra
programme. Goossens was also responsible for introducing The Rite to Australia on 23 August 1946 at the

Sydney Town Hall, as guest conductor of the Sydney Symphony Orchestra.

Stravinsky first conducted the work in 1926, in a concert given by the Concertgebouw Orchestra in
Amsterdam; two years later he brought it to the Salle Pleyel in Paris for two performances under his baton. Of
these occasions he later wrote that “thanks to the experience I had gained with all kinds of orchestras … I had
reached a point where I could obtain exactly what I wanted, as I wanted it”. Commentators have broadly agreed
that the work has had a greater impact in the concert hall than it has on the stage; many of Stravinsky’s revisions
to the music were made with the concert hall rather than the theatre in mind. The work has become a staple in the
repertoires of all the leading orchestras, and has been cited by Leonard Bernstein as “the most important piece of
music of the 20th century”.

In 1963, 50 years after the premiere, Monteux (then aged 88) agreed to conduct a commemorative performance
at London’s Royal Albert Hall. According to Isaiah Berlin, a close friend of the composer, Stravinsky informed him
that he had no intention of hearing his music being “murdered by that frightful butcher”. Instead he arranged
tickets for that particular evening’s performance of Mozart’s opera The Marriage of Figaro, at Covent Garden.
Under pressure from his friends, Stravinsky was persuaded to leave the opera after the first act. He arrived at the
Albert Hall just as the performance of The Rite was ending; composer and conductor shared a warm embrace in
front of the unaware, wildly cheering audience. Monteux’s biographer John Canarina provides a different slant on
this occasion, recording that by the end of the evening Stravinsky had asserted that “Monteux, almost alone
among conductors, never cheapened Rite or looked for his own glory in it, and he continued to play it all his life
with the greatest fidelity”.



Music

General character and instrumentation

Cover of the 1913 four-hand
piano reduction of The Rite
of Spring, the first published
version of the work

Commentators have often described The Rite ’s music in vivid terms; Paul Rosenfeld, in 1920, wrote of it
“pound[ing] with the rhythm of engines, whirls and spirals like screws and fly-wheels, grinds and shrieks like
laboring metal”. In a more recent analysis, The New York Times critic Donal Henahan refers to “great crunching,
snarling chords from the brass and thundering thumps from the timpani”. The composer Julius Harrison
acknowledged the uniqueness of the work negatively: it demonstrated Stravinsky’s “abhorrence of everything for
which music has stood these many centuries … all human endeavour and progress are being swept aside to
make room for hideous sounds …”

In The Firebird, Stravinsky had begun to experiment with bitonality (the use of two different keys simultaneously).
He took this technique further in Petrushka, but reserved its full effect for The Rite where, as the analyst E.W.
White explains, he “pushed [it] to its logical conclusion”. White also observes the music’s complex metrical
character, with combinations of duple and triple time in which a strong irregular beat is emphasised by powerful
percussion. The music critic Alex Ross has described the irregular process whereby Stravinsky adapted and
absorbed traditional Russian folk material into the score. He “proceeded to pulverize them into motivic bits, pile
them up in layers, and reassemble them in cubistic collages and montages”.

The duration of the work is about 35 minutes. The score calls for one piccolo, three flutes (third doubling second

piccolo), one alto flute, four oboes (fourth doubling second English horn), English horn, three clarinets in B♭ and A

(third doubling second bass clarinet), piccolo clarinet in E♭ and D, one bass clarinet, four bassoons (fourth
doubling second contrabassoon), one contrabassoon; eight horns (seventh and eighth doubling tenor Wagner

tubas), piccolo trumpet in D, four trumpets in C (fourth doubling bass trumpet in E♭), three trombones, one bass
trombone, two bass tubas; a percussion section with 5 timpani (requiring two players), bass drum, gong, triangle,

tambourine, cymbals, antique cymbals in A♭ and B♭, güiro; and strings. Despite the large orchestra, much of the
score is written chamber-fashion, with individual instruments and small groups having distinct roles.

Part I: The Adoration of the Earth

The opening melody is played by a solo bassoon in a very high register, which renders the instrument almost
unidentifiable; gradually other woodwind instruments are sounded and are eventually joined by strings. The sound
builds up before stopping suddenly, Hill says, “just as it is bursting ecstatically into bloom”. There is then a
reiteration of the opening bassoon solo, now played a semitone lower.
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The first dance, “Augurs of Spring”, is characterised by a repetitive stamping chord in the horns and strings,
based on E-flat superimposed on a triad of E, G-sharp and B. White suggests that this bitonal combination, which
Stravinsky considered the focal point of the entire work, was devised on the piano, since the constituent chords
are comfortable fits for the hands on a keyboard. The rhythm of the stamping is disturbed by Stravinsky’s constant
shifting of the accent, on and off the beat, before the dance ends in a collapse, as if from exhaustion. The “Ritual
of Abduction” which follows is described by Hill as “the most terrifying of musical hunts”. It concludes in a series of
flute trills that usher in the “Spring Rounds”, in which a slow and laborious theme gradually rises to a dissonant
fortissimo, a “ghastly caricature” of the episode’s main tune.

Brass and percussion predominate as the “Ritual of the Rival Tribes” begins. A tune emerges on tenor and bass
tubas, leading after much repetition to the entry of the Sage’s procession. The music then comes to a virtual halt,
“bleached free of colour” (Hill), as the Sage blesses the earth. The “Dance of the Earth” then begins, bringing Part
I to a close in a series of phrases of the utmost vigour which are abruptly terminated in what Hill describes as a

“blunt, brutal amputation”.

Part II: The Sacrifice

Sketches of Maria Piltz
performing the sacrificial
dance

Part II has a greater cohesion than its predecessor. Hill describes the music as following an arc stretching from
the beginning of the Introduction to the conclusion of the final dance. Woodwind and muted trumpets are
prominent throughout the Introduction, which ends with a number of rising cadences on strings and flutes. The
transition into the “Mystic Circles” is almost imperceptible; the main theme of the section has been prefigured in
the Introduction. A loud repeated chord, which Berger likens to a call to order, announces the moment for
choosing the sacrificial victim. The “Glorification of the Chosen One” is brief and violent; in the “Evocation of the
Ancestors” that follows, short phrases are interspersed with drum rolls. The “Ritual Action of the Ancestors”
begins quietly, but slowly builds to a series of climaxes before subsiding suddenly into the quiet phrases that
began the episode.

The final transition introduces the “Sacrificial Dance”. This is written as a more disciplined ritual than the
extravagant dance that ended Part I, though it contains some wild moments, with the large percussion section of
the orchestra given full voice. Stravinsky had difficulties with this section, especially with the final bars that
conclude the work. The abrupt ending displeased several critics, one of whom wrote that the music “suddenly falls
over on its side”. Stravinsky himself referred to the final chord disparagingly as “a noise”, but in his various
attempts to amend or rewrite the section, was unable to produce a more acceptable solution.
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Influence and adaptations

The music historian Donald Jay Grout has written : “The Sacre is undoubtedly the most famous composition of
the early 20th century … it had the effect of an explosion that so scattered the elements of musical language that
they could never again be put together as before”. The academic and critic Jan Smaczny, echoing Bernstein, calls
it one of the 20th century’s most influential compositions, providing “endless stimulation for performers and
listeners”. According to Kelly the 1913 premiere might be considered “the most important single moment in the
history of 20th century music”, and its repercussions continue to reverberate in the 21st century. Ross has
described The Rite as a prophetic work, presaging the “second avant-garde” era in classical composition—music
of the body rather than of the mind, in which “[m]elodies would follow the patterns of speech; rhythms would

match the energy of dance … sonorities would have the hardness of life as it is really lived”.

Among 20th-century composers most influenced by The Rite is Stravinsky’s near contemporary, Edgard Varèse,
who had attended the 1913 premiere. Varèse, according to Ross, was particularly drawn to the “cruel harmonies
and stimulating rhythms” of The Rite, which he employed to full effect in his concert work Amériques (1921),
scored for a massive orchestra with added sound effects including a lion’s roar and a wailing siren. Aaron
Copland, to whom Stravinsky was a particular inspiration in the former’s student days, considered The Rite a
masterpiece that had created “the decade of the displaced accent and the polytonal chord”. Copland adopted
Stravinsky’s technique of composing in small sections which he then shuffled and rearranged, rather than working
through from beginning to end. Ross cites the music of Copland’s ballet Billy the Kid as coming directly from the
“Spring Rounds” section of The Rite. For Olivier Messiaen The Rite was of special significance; he constantly
analysed and expounded on the work, which gave him an enduring model for rhythmic drive and assembly of
material.

After the premiere the writer Leon Vallas opined that Stravinsky had written music 30 years ahead of its time,
suitable to be heard in 1940. Coincidentally, it was in that year that Walt Disney released Fantasia, an animated
feature film using music from The Rite and other classical compositions. The Rite segment of the film depicted the
Earth’s prehistory, leading to the extinction of the dinosaurs. Among those impressed by the film was Gunther
Schuller, later a composer, conductor and jazz scholar. The Rite of Spring sequence, he says, overwhelmed him
and determined his future career in music: “I hope [Stravinsky] appreciated that hundreds—perhaps
thousands—of musicians were turned onto The Rite of Spring … through Fantasia, musicians who might
otherwise never have heard the work, or at least not until many years later”. In later life Stravinsky claimed
distaste for the adaptation, though as Ross remarks, he said nothing critical at the time; according to Ross, the
composer Paul Hindemith observed that “Igor appears to love it”.

Recordings

Before the first gramophone disc recordings of The Rite were issued in 1929, Stravinsky had helped to produce a
pianola version of the work for the Aeolian Company. He also created a much more comprehensive arrangement
for the French player piano company Pleyel, with whom he signed a contract in 1923 under which many of his
early works were reproduced on this medium. The Pleyel version of The Rite of Spring was issued in 1921; the
British pianolist Rex Lawson recorded the work in this form in 1990.

In 1929 Stravinsky and Monteux vied with each other to conduct the first orchestral gramophone recording of The
Rite. While Stravinsky led L’Orchestre des Concerts Straram in a recording for the Columbia label, at the same
time Monteux was recording it for the HMV label. Stokowski’s version followed in 1930. Stravinsky made two
more recordings, in 1940 and 1960. According to the critic Edward Greenfield, Stravinsky was not technically a
great conductor but, Greenfield says, in the 1960 recording with the Columbia Symphony Orchestra the composer
inspired a performance with “extraordinary thrust and resilience”. In conversations with Robert Craft, Stravinsky
reviewed several recordings of The Rite made in the 1960s. He thought Herbert von Karajan’s 1963 recording
with the Berlin Philharmonic, was good, but “the performance is … too polished, a pet savage rather than a real
one”. Stravinsky thought that Pierre Boulez, with the Orchestre National de France (1963), was “less good than I
had hoped … very bad tempi and some tasteless alterations”. A recording by The Moscow State Symphony
Orchestra in 1962 was complimented by the composer for making the music sound Russian “which is just right”,
but Stravinsky’s concluding judgement is that none of these three performances is worth preserving.



As of 2013 there are well over 100 different recordings of The Rite commercially available, and many more held in
library sound archives. It has become one of the most recorded of all 20th century musical works. A work that
addresses this wealth of available recorded versions is Stefan Goldmanns “Edit”, mounting one continuous
recording from hundreds of cut segments from 14 recorded versions.

Editions

The first published score was the four-hand piano arrangement (Edition Russe de Musique, RV196), dated 1913.
Publication of the full orchestral score was prevented by the outbreak of war in August 1914. After the revival of
the work in 1920 Stravinsky, who had not heard the music for seven years, made numerous revisions to the

score, which was finally published in 1921 (Edition Russe de Musique, RV 197/197b. large and pocket scores).

In 1922 Ansermet, who was preparing to perform the work in Berlin, sent to Stravinsky a list of errors he had
found in the published score. In 1926, as part of his preparation for that year’s performance with the
Concertgebouw Orchestra, Stravinsky rewrote the “Evocation of the Ancestors” section and made substantial
changes to the “Sacrificial Dance”. The extent of these revisions, together with Ansermet’s recommendations,
convinced Stravinsky that a new edition was necessary, and this appeared in large and pocket form in 1929. It did
not, however, incorporate all of Ansermet’s amendments and, confusingly, bore the date and RV code of the 1921
edition, making the new edition hard to identify.

Stravinsky continued to revise the work, and in 1943 rewrote the “Sacrificial Dance”. In 1948 Boosey and Hawkes
issued a corrected version of the 1929 score (B&H 16333); Stravinsky’s substantial 1943 amendment of the
“Sacrificial Dance” was not incorporated into the new version and remained unperformed, to the composer’s
disappointment. He considered it “much easier to play … and superior in balance and sonority” to the earlier
versions. A less musical motive for the revisions and corrected editions was copyright law. The composer had left
Galaxy music publishing (agents for Editions Russe de la Musique, the original publisher) for Associated Music
Publishers at the time, and orchestras would be reluctant to pay a second rental charge from two publishers to
match the full work and the revised Sacrificial Dance; moreover, the revised dance could only be published in
America. The 1948 score provided copyright protection to the work in America, where it had lapsed, but Boosey
(who acquired the Editions Russe catalogue) did not have the rights to the revised finale.

The 1929 score as revised in 1948 forms the basis of most modern performances of The Rite. Boosey and
Hawkes reissued their 1948 edition in 1965, and produced a newly engraved edition (B&H 19441) in 1967. The
firm also issued an unmodified reprint of the 1913 piano reduction in 1952 (B&H 17271) and a revised piano
version, incorporating the 1929 revisions, in 1967.

The Paul Sacher Foundation, in association with Boosey and Hawkes, announced in May 2013, as part of The
Rite ’s centenary celebrations, their intention to publish the 1913 autograph score, as used in early performances.
After being kept in Russia for decades, the autograph score was acquired by Boosey and Hawkes in 1947. The
firm presented the score to Stravinsky in 1962, on his 80th birthday. After the composer’s death in 1971 the
manuscript was acquired by the Paul Sacher Foundation. As well as the autograph score, they have published

the manuscript piano four-hands score.

In 2000, Kalmus Music Publishers brought out an edition where former Philadelphia Orchestra librarian Clint
Nieweg made over 21,000 corrections to the score and parts. Since then a published errata list has added some
310 more corrections, and this is considered to be the most accurate version of the work today.
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DEBUSSY: BIOGRAPHY

Claude Debussy (1908)

Achille-Claude DebussyAchille-Claude Debussy

Achille-Claude DebussyAchille-Claude Debussy (French: [aʃil klod dəbysi]; 22 August 1862 – 25 March 1918) was a French composer.
Along with Maurice Ravel, he was one of the most prominent figures associated with Impressionist music,
though he himself disliked the term when applied to his compositions. In France, he was made Chevalier of
the Legion of Honour in 1903. Debussy was among the most influential composers of the late 19th and early
20th centuries, and his use of non-traditional scales and chromaticism influenced many composers who
followed.

Debussy’s music is noted for its sensory content and frequent usage of atonality. The French literary style of
his period was known as Symbolism, and this movement directly inspired Debussy both as a composer and
as an active cultural participant.
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Early life

Claude Debussy was born on 22 August 1862 in Saint-Germain-en-Laye, France, the eldest of five children. His
father, Manuel-Achille Debussy, owned a china shop there; his mother, Victorine Manoury Debussy, was a
seamstress. The family moved to Paris in 1867, but in 1870 Debussy’s pregnant mother fled with Claude to his
paternal aunt’s home in Cannes to escape the Franco-Prussian War. Debussy began piano lessons there at the
age of seven with an Italian violinist in his early 40s named Cerutti; his aunt paid for his lessons. In 1871 he drew
the attention of Marie Mauté de Fleurville, who claimed to have been a pupil of Frédéric Chopin. Debussy always
believed her, although there is no independent evidence to support her claim. His talents soon became evident,
and in 1872, at age ten, Debussy entered the Paris Conservatoire, where he spent the next 11 years. During his
time there he studied composition with Ernest Guiraud, music history/theory with Louis-Albert Bourgault-
Ducoudray, harmony with Émile Durand, piano with Antoine François Marmontel, organ with César Franck, and
solfège with Albert Lavignac, as well as other significant figures of the era. He also became a lifelong friend of
fellow student and distinguished pianist Isidor Philipp. After Debussy’s death, many pianists sought Philipp’s
advice on playing Debussy’s works.

Musical development

From the outset, although clearly talented, Debussy was argumentative and experimental. He challenged the rigid
teaching of the Academy, favoring instead dissonances and intervals that were frowned upon. Like Georges
Bizet, he was a brilliant pianist and an outstanding sight reader, who could have had a professional career had he
so wished. The pieces he played in public at this time included sonata movements by Beethoven, Schumann and
Weber; and Chopin—the Ballade No. 2, a movement from the Piano Concerto No. 1, and the Allegro de concert.

During the summers of 1880, 1881, and 1882 Debussy accompanied the wealthy patroness of Pyotr Ilyich
Tchaikovsky, Nadezhda von Meck, as she travelled with her family in Europe. The young composer’s many
musical activities during these vacations included playing four-hand pieces with von Meck at the piano, giving
music lessons to her children, and performing in private concerts with some of her musician friends. Despite von
Meck’s closeness with Tchaikovsky, the Russian master appears to have had minimal effect on Debussy. In
September 1880 she sent Debussy’s Danse bohémienne for Tchaikovsky’s perusal. A month later Tchaikovsky
wrote back to her, “It is a very pretty piece, but it is much too short. Not a single idea is expressed fully, the form is
terribly shriveled, and it lacks unity.” Debussy did not publish the piece; the manuscript remained in the von Meck
family, and it was sold to B. Schott’s Sohne in Mainz, and published by them in 1932. A greater influence was
Debussy’s close friendship with Marie-Blanche Vasnier, a singer he met when he began working as an
accompanist to earn some money. She and her husband, Henri, gave Debussy emotional and professional
support. Henri Vasnier introduced him to the writings of influential French writers of the time, which gave rise to
his first songs, settings of poems by Paul Verlaine, the son-in-law of his former teacher, Mme. Mauté de Fleurville.

Debussy at the Villa Medici in Rome,
1885, at centre in the white jacket

As the winner of the 1884 Prix de Rome with his composition L’enfant prodigue, Debussy received a scholarship
to the Académie des Beaux-Arts, which included a four-year residence at the Villa Medici, the French Academy in
Rome, to further his studies (1885–1887). According to letters to Marie-Blanche Vasnier, perhaps in part designed
to gain her sympathy, he found the artistic atmosphere stifling, the company boorish, the food bad, and the
monastic quarters “abominable”. Neither did he delight in Italian opera, as he found the operas of Donizetti and
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Verdi not to his taste. Debussy was often depressed and unable to compose, but he was inspired by Franz Liszt,
whose command of the keyboard he found admirable.

In June 1885, Debussy wrote of his desire to follow his own way, saying, “I am sure the Institute would not
approve, for, naturally it regards the path which it ordains as the only right one. But there is no help for it! I am too
enamoured of my freedom, too fond of my own ideas!”

Debussy finally composed four pieces that were sent to the Academy: the symphonic ode Zuleima, based on a
text by Heinrich Heine; the orchestral piece Printemps; the cantata La damoiselle élue (1887–1888), which was
criticized by the Academy as “bizarre”; and the Fantaisie for piano and orchestra. The third piece was the first in
which stylistic features of Debussy’s later style emerged. The fourth piece was heavily based on César Franck’s
music and Debussy withdrew it. The Academy chided him for “courting the unusual” and hoped for something
better from the gifted student. Even though Debussy’s works showed the influence of Jules Massenet, Massenet
concluded, “He is an enigma.”

During his visits to Bayreuth in 1888–9, Debussy was exposed to Wagnerian opera, which had a lasting impact on
his work. Debussy, like many young musicians of the time, responded positively to Richard Wagner’s
sensuousness, mastery of form, and striking harmonies. Wagner’s extroverted emotionalism was not to be
Debussy’s way, but the German composer’s influence is evident in La damoiselle élue and the 1889 piece Cinq
poèmes de Charles Baudelaire. Other songs of the period, notably the settings of Verlaine – Ariettes oubliées,
Trois mélodies, and Fêtes galantes – are all in a more capricious style. Around this time, Debussy met Erik Satie,
who proved a kindred spirit in his experimental approach to composition and to naming his pieces. During this
period, both musicians were bohemians enjoying the same cafe society and struggling to stay afloat financially.

In 1889, at the Exposition Universelle in Paris, Debussy heard Javanese gamelan music. He incorporated
gamelan scales, melodies, rhythms, and ensemble textures into some of his compositions, most notably Pagodes
from his piano collection Estampes.

Personal life

Debussy, by Marcel Baschet, 1884

Debussy’s private life was often turbulent. At the age of 18 he began an eight-year affair with Marie-Blanche
Vasnier, wife of a Parisian civil servant. The relationship eventually faltered following his winning of the Prix de
Rome in 1884 and obligatory residence in Rome.

On his permanent return to Paris and his parents’ home on the avenue de Berlin (now rue de Liège) he began a
tempestuous relationship with Gabrielle (‘Gaby’) Dupont, a tailor’s daughter from Lisieux, soon cohabiting with her
on the rue de Londres, and later the rue Gustave Doré. During this time he also had an affair with the singer
Thérèse Roger, to whom he was briefly engaged. Such cavalier behaviour was widely condemned, and
precipitated the end of his long friendship with Ernest Chausson. He ultimately left Dupont for her friend Rosalie
(‘Lilly’) Texier, a fashion model whom he married in 1899, after threatening suicide if she refused him. However,
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although Texier was affectionate, practical, straightforward, and well liked by Debussy’s friends and associates,
he became increasingly irritated by her intellectual limitations and lack of musical sensitivity. Moreover, her looks
had prematurely aged, and she was unable to bear children. In 1904, Debussy was introduced to Emma Bardac,
wife of Parisian banker Sigismond Bardac, by her son Raoul, one of his students. In contrast to Texier, Bardac
was a sophisticate, a brilliant conversationalist, and an accomplished singer. After despatching Lilly to her father’s
home at Bichain in Villeneuve-la-Guyard on 15 July 1904, Debussy secretly took Bardac to Jersey for a holiday.
On their return to France, Debussy wrote to Texier from Dieppe on 11 August, informing her their marriage was
over, but still making no mention of Bardac. Debussy briefly moved to an apartment at 10 avenue Alphand. On 14
October, five days before their fifth wedding anniversary, Texier attempted suicide, shooting herself in the chest
with a revolver while standing in the Place de la Concorde; she survived, although the bullet remained lodged in
her vertebrae for the rest of her life. The ensuing scandal was to alienate Debussy from many of his friends, whilst
Bardac was disowned by her family.

Debussy’s last home, now
23 Square Avenue Foch,
Paris

In the spring of 1905, finding the hostility towards them intolerable, Debussy and Bardac (now pregnant) fled to
England, via Jersey. Bardac’s divorce was finalized in May. The couple settled at the Grand Hotel in Eastbourne
from 24 July to 30 August 1905, where Debussy was to correct proofs to his symphonic suite La mer, and
celebrate his divorce from Texier on 2 August.

After a brief visit to London, the couple returned to Paris in September, buying a house in a courtyard
development off the Avenue du Bois de Boulogne (now Avenue Foch), where Debussy was to reside for the rest
of his life. Their daughter (the composer’s only child) Claude-Emma was born there on 30 October. Her parents
were eventually married in 1908, their troubled union enduring until Debussy’s death in 1918. Mary Garden, who
played the part of Melisande in the original production of Pelléas et Mélisande in 1902, was to write of him: “I
honestly don’t know if Debussy ever loved anybody really. He loved his music – and perhaps himself. I think he
was wrapped up in his genius… He was a very, very strange man.” Claude-Emma, more affectionately known as
‘Chouchou’, was a great musical inspiration to Debussy (she was the dedicatee of his Children’s Corner suite); he
remarked towards the end of his life, when gravely ill, that were it not for her, he might have committed
suicide. Claude-Emma outlived her father by scarcely a year, succumbing to the diphtheria epidemic of 1919 after
her doctor administered the wrong treatment.

https://s3-us-west-2.amazonaws.com/candimgs/qoYadV/170px-Debussys_house_Sq._de_lav._Foch.jpg
https://s3-us-west-2.amazonaws.com/candimgs/qoYadV/170px-Debussys_house_Sq._de_lav._Foch.jpg


Death

Debussy’s grave at Passy Cemetery

Debussy died of rectal cancer at his Paris home on 25 March 1918, at the age of 55. He had been diagnosed with
the cancer in 1909 after experiencing haemorrhaging, and in December 1915 underwent one of the earliest
colostomy operations ever performed. The operation achieved only a temporary respite, and occasioned him
considerable frustration (he was to liken dressing in the morning to “all the labours of Hercules in one”). His death
occurred in the midst of the aerial and artillery bombardment of Paris during the German Spring Offensive of
World War I. The funeral procession made its way through deserted streets to Père Lachaise Cemetery as the
German guns bombarded the city. The military situation in France was critical, and did not permit the honour of a
public funeral with ceremonious graveside orations. Debussy’s body was reinterred the following year in the small
Passy Cemetery sequestered behind the Trocadéro, fulfilling his wish to rest ‘among the trees and the birds’; his
wife and daughter are buried with him.

Music

Style

Chords, featuring chromatically altered
sevenths and ninths and progressing
unconventionally, explored by Debussy in
a “celebrated conversation at the piano
with his teacher Ernest Guiraud”.

Rudolph Reti points out these features of Debussy’s music, which “established a new concept of tonality in
European music”:

1. Glittering passages and webs of figurations which distract from occasional absence of tonality;
2. Frequent use of parallel chords which are “in essence not harmonies at all, but rather ‘chordal melodies’,

enriched unisons”; some writers describe these as non-functional harmonies;
3. Bitonality, or at least bitonal chords;
4. Use of the whole-tone and pentatonic scale;
5. Unprepared modulations, “without any harmonic bridge.”

He concludes that Debussy’s achievement was the synthesis of monophonic based “melodic tonality” with
harmonies, albeit different from those of “harmonic tonality”.
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The application of the term “Impressionist” to Debussy and the music he influenced is a matter of intense debate
within academic circles. One side argues that the term is a misnomer, an inappropriate label which Debussy
himself opposed. In a letter of 1908, he wrote “I am trying to do ‘something different’—an effect of reality … what
the imbeciles call ‘impressionism’, a term which is as poorly used as possible, particularly by the critics, since they
do not hesitate to apply it to [J.M.W.] Turner, the finest creator of mysterious effects in all the world of art.” The
opposing side argues that Debussy may have been reacting to unfavorable criticism at the time, and the
negativity that critics associated with Impressionism. It can be argued that he would have been pleased with
application of the current definition of Impressionism to his music.

List of works

• List of compositions by Claude Debussy by genre
• List of compositions by Claude Debussy by Lesure numbers

Early works

Debussy at the piano, in front of the
composer Ernest Chausson, 1893

Beginning in the 1890s, Debussy developed his own musical language largely independent of Wagner’s style,
collared in part from the dreamy, sometimes morbid romanticism of the Symbolist movement. Debussy became a
frequent participant at Stéphane Mallarmé’s Symbolist gatherings, where Wagnerism dominated the discussion.
In contrast to the enormous works of Wagner and other late-romantic composers, however, around this time
Debussy chose to write in smaller, more accessible forms. The Deux arabesques is an example of one of
Debussy’s earliest works, already developing his musical language. Suite bergamasque (1890) recalls rococo
decorousness with a modern cynicism and puzzlement. This suite contains one of Debussy’s most popular
pieces, Clair de Lune. Debussy’s String Quartet in G minor (1893) paved the way for his later, more daring
harmonic exploration. In this work he used the Phrygian mode as well as less standard scales, such as the whole-
tone, which creates a sense of floating, ethereal harmony. Debussy was beginning to employ a single, continuous
theme and break away from the traditional A-B-A form, with its restatements and amplifications, which had been a
mainstay of classical music since Haydn.

Influenced by Mallarmé, Debussy wrote one of his most famous works, the revolutionary Prélude à l’après-midi
d’un faune, truly original in form and execution. In contrast to the large orchestras so favoured by late-
romanticism, Debussy wrote this piece for a smaller ensemble, emphasizing instrumental colour and timbre.
Despite Mallarmé himself, and colleague and friend Paul Dukas having been impressed by the piece, it was
controversial at its premiere. Nevertheless Prélude established Debussy as one of the leading composers of the
era.
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Middle works

The three Nocturnes (1899) include characteristic studies in veiled harmony and texture as demonstrated in
Nuages; exuberance in Fêtes; and whole-tones in Sirènes. Contrasting sharply with Wagnerian opera, Debussy’s
Pelléas et Mélisande premiered in 1902, after ten years of work. It would be his only complete opera. Based on
the play by Maurice Maeterlinck, the opera proved to be an immediate success and immensely influential to
younger French composers, including Maurice Ravel. These works brought a fluidity of rhythm and colour quite
new to Western music.

La mer (1903–1905) essays a more symphonic form, with a finale that works themes from the first movement,
although the middle movement, Jeux de vagues, proceeds much less directly and with more variety of colour.
Again, the reviews were sharply divided. Some critics thought the treatment to be less subtle and less mysterious
than his previous works and even a step backward. Pierre Lalo complained “I neither hear, nor see, nor feel the
sea”. Others extolled its “power and charm”, its “extraordinary verve and brilliant fantasy”, and its strong colors
and definite lines.

During this period Debussy wrote much for the piano. The set of pieces entitled Pour le piano (1901) uses rich

harmonies and textures which would later prove important in jazz music.[citation needed] His first volume of Images
pour piano (1904–1905) combine harmonic innovation with poetic suggestion: Reflets dans l’eau is a musical
description of rippling water; Hommage à Rameau, the second piece, is slow and yearningly nostalgic. It takes as
its inspiration a melody from Jean-Philippe Rameau’s 1737 Castor et Pollux.

The evocative Estampes for piano (1903) give impressions of exotic locations. Debussy came into contact with
Javanese gamelan music during the 1889 Paris Exposition Universelle. Pagodes is the directly inspired result,
aiming for an evocation of the pentatonic structures employed by the Javanese music. Debussy wrote his famous
Children’s Corner Suite (1908) for his beloved daughter, Claude-Emma, whom he nicknamed Chouchou. The
suite recalls classicism—the opening piece Doctor Gradus ad Parnassum refers to Muzio Clementi’s collection of
instructional piano compositions Gradus ad Parnassum, as well as a new wave of American ragtime music. In the
popular final piece of the suite, Golliwogg’s Cakewalk, Debussy also pokes fun at Richard Wagner by mimicking
the opening bars of Wagner’s prelude to Tristan und Isolde.

The first book of Préludes (1910), twelve in total, proved to be his most successful work for piano. The Preludes
are frequently compared to those of Chopin. Debussy’s preludes are replete with rich, unusual and daring
harmonies. They include the popular La fille aux cheveux de lin (The Girl with the Flaxen Hair) and La Cathédrale
Engloutie (The Engulfed Cathedral). Debussy wanted people to respond intuitively to these pieces so he placed
the titles at the end of each one in the hope that listeners would not make stereotype images as they listened.

Larger scaled works included his orchestral piece Iberia (1907), begun as a work for two pianos, a triptych medley
of Spanish allusions and fleeting impressions and also the music for Gabriele D’Annunzio’s mystery play Le
martyre de Saint Sébastien (1911). A lush and dramatic work, written in only two months, it is remarkable in
sustaining a late antique modal atmosphere that otherwise was touched only in relatively short piano pieces.

During this period, as Debussy gained more popularity, he was engaged as a conductor throughout Europe, most
often performing Pelléas, La Mer, and Prélude à l’après-midi d’un faune. He was also an occasional music critic to
supplement his conducting fees and piano lessons. Debussy avoided analytical dissection and attempts to force
images from music, “Let us at all costs preserve this magic peculiar to music, since of all the arts it is most
susceptible to magic.” He could be caustic and witty, sometimes sloppy and ill-informed. Debussy was for the
most part enthusiastic about Richard Strauss and Stravinsky, worshipful of Chopin and Bach, the latter being
acknowledged as “the one great master.” His relationship to Beethoven was a complex one; he was said to refer
to him as “le vieux sourd” (the old deaf one) and abjured one young pupil never to play Beethoven’s music for “it
is like somebody dancing on my grave.” However, Debussy made other statements about Beethoven which seem
to suggest an admiration tempered by critical views, as it was said: “Debussy liked Mozart, and he believed that
Beethoven had terrifically profound things to say, but that he did not know how to say them, because he was
imprisoned in a web of incessant restatement and of German aggressiveness.” He also admired the works of
Charles-Valentin Alkan. Schubert and Mendelssohn fared much worse, the latter being described as a “facile and
elegant notary”.



Late works

Debussy’s harmonies and chord progressions frequently exploit dissonances without any formal resolution. Unlike
in his earlier work, he no longer hides discords in lush harmonies. The forms are far more irregular and
fragmented. These chords that seemingly had no resolution were described by Debussy himself as “floating
chords”, and were used to set tone and mood in many of his works. The whole tone scale dominates much of
Debussy’s late music.

His two last volumes of works for the piano, the Études (1915) interprets similar varieties of style and texture
purely as pianistic exercises and includes pieces that develop irregular form to an extreme as well as others
influenced by the young Igor Stravinsky (a presence too in the suite En blanc et noir for two pianos, 1915). The
rarefaction of these works is a feature of the last set of songs, the Trois poèmes de Mallarmé (1913), and of the
Sonata for flute, viola and harp (1915), though the sonata and its companions also recapture the inquisitive
Verlainian classicism.

Caplet and Debussy

With the sonatas of 1915–1917, there is a sudden shift in the style. These works recall Debussy’s earlier music, in
part, but also look forward, with leaner, simpler structures. Despite the thinner textures of the Violin Sonata (1917)
there remains an undeniable richness in the chords themselves. This shift parallels the movement commonly
known as neo-classicism which became popular after Debussy’s death. Debussy planned a set of six sonatas, but
this plan was cut short by his death in 1918 so that he only completed three (cello, flute-viola-harp and violin)
sonatas.

The last orchestral work by Debussy, the ballet Jeux (1912) written for Sergei Diaghilev’s Ballets Russes,
contains some of his strangest harmonies and textures in a form that moves freely over its own field of motivic
connection. At first Jeux was overshadowed by Igor Stravinsky’s The Rite of Spring, composed in the same year
as Jeux and premiered only two weeks later by the same ballet company. Decades later, composers such as
Pierre Boulez and Jean Barraqué pointed out parallels to Anton Webern’s serialism in this work. Other late stage
works, including the ballets Khamma (1912) and La boîte à joujoux (1913) were left with the orchestration
incomplete, and were later completed by Charles Koechlin and André Caplet, who also helped Debussy with the
orchestration of Gigues (from Images pour orchestre) and Le martyre de St. Sébastien.

The second set of Préludes for piano (1913) features Debussy at his most avant-garde, where he uses dissonant
harmonies to evoke specific moods and images. Debussy consciously gives titles to each prelude that amplify the
preludes’ tonal ambiguity and dissonance. He uses scales such as the whole tone scale, musical modes, and the
octatonic scale in his preludes that exaggerate this tonal ambiguity, making the key of each prelude almost
indistinguishable at times. The second book of Preludes for piano represents Debussy’s strong interest in the
indefinite and esoteric.

https://s3-us-west-2.amazonaws.com/candimgs/qoYadV/170px-Caplet_Debussy.jpg
https://s3-us-west-2.amazonaws.com/candimgs/qoYadV/170px-Caplet_Debussy.jpg


Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

Mazurka

Beau Soir

Le Petit Negre

Arranged by Anne DeBlois, performed by the Advent Chamber Orchestra

Syrinx

Performed by Sarah Bassingthwaite

La plus que lente

Danse Sacrée

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

https://s3-us-west-2.amazonaws.com/candimgs/qoYadV/50px-Gnome-mime-audio-openclipart.svg.png
https://s3-us-west-2.amazonaws.com/candimgs/qoYadV/50px-Gnome-mime-audio-openclipart.svg.png
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download


Performed by the United States Marine Corps Chamber Orchestra. Chamber orchestra
arrangement of the Chamber music piece scored for string quintet.

Danse Profane

Performed by the United States Marine Corps Chamber Orchestra. Chamber orchestra
arrangement of the Chamber music piece scored for string quintet.

Problems playing these files? See media help.

Although Pelléas was Debussy’s only completed opera, he began several opera projects which remained
unfinished, his fading concentration, increasing procrastination, and failing health perhaps the reasons. He had
finished some partial musical sketches and some unpublished libretti for operas based on Poe’s The Devil in the
Belfry (Le diable dans le beffroi, 1902–?1912) and The Fall of the House of Usher (La chute de la maison Usher,
1908–1917) as well as considered projects for operas based on Shakespeare’s As You Like It and Joseph
Bedier’s La Legende de Tristan.

Further plans, such as an American tour, more ballet scores, and revisions of Chopin and Bach works for re-
publication, were all cut short by the outbreak of World War I and his poor health.

Mathematical structuring

Some people have claimed that Debussy structured parts of his music mathematically. Roy Howat, for instance,
has published a book contending that Debussy’s works are structured around mathematical models even while
using an apparent classical structure such as sonata form. Howat suggests that some of Debussy’s pieces can be
divided into sections that reflect the golden ratio, frequently by using the numbers of the standard Fibonacci
sequence.

Influences

Debussy had a wide range of influences. Among the Russian composers of his time, the most prominent
influences were Tchaikovsky, Balakirev, Rimsky-Korsakov, Borodin and Mussorgsky. It can be inferred that from
the Russians “Debussy acquired his taste for ancient and oriental modes and for vivid colorations, and a certain
disdain for academic rules.” Specifically, Mussorgsky’s opera Boris Godunov directly influenced one of Debussy’s
most famous works, Pelléas et Mélisande. In addition to the Russian composers, one of Debussy’s biggest
influences was Richard Wagner. According to Pierre Louys, Debussy “did not see ‘what anyone can do beyond
Tristan.‘ ” After Debussy’s Wagner phase, he started to become immensely interested in non-Western music. He
was drawn to unorthodox approaches to composition that non-Western music used. Specifically, he was drawn to
a Javanese Gamelan, which was a musical ensemble from the island of Java that played an array of unique
instrumentation including gongs and metallophones. He first heard the gamelan at the 1889 Paris Exposition.
Debussy was not as interested in directly citing his non-Western influence in his music, but instead used his non-
Western influence to shape his unique musical style in more of a general way.

Debussy was just as influenced by other art forms as he was by music, if not more so. He took a strong interest in
literature and visual art and used these mediums to help shape his unique musical style. Debussy was heavily
influenced by the French symbolist movement, an art movement from the 1880s that influenced art forms such as
poetry, visual art, and theatre. He shared the movement’s interest in the esoteric and indefinite and rejection of
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naturalism and realism. Specifically, “the development of free verse in poetry and the disappearance of the
subject or model in painting influenced Debussy to think about issues of musical form.” Debussy became
personally acquainted with writers and painters of the movement and based his own works off of those of the
symbolists. One of Debussy’s main influences was the famous poet Stéphane Mallarmé, who “held the idea of a
‘musicalization’ of poetry.” In other words, Mallarmé drew strong connections between music and his poetry.
Debussy wrote “Prélude à l’après-midi d’un faune”, which was directly influenced by Mallarmé’s poem “Afternoon
of a Faun”. Like the symbolists in respect to their own art forms, Debussy aimed to reject common techniques and
approaches to composition and attempted to evoke more of a sensorial experience for the listener with his works.
Since his time at the Paris Conservatoire, Debussy believed he had much more to learn from artists than from
musicians who were primarily interested in their musical careers.

Above all, Debussy was inspired by nature and the impression it made on the mind; he called “mysterious Nature”
his religion. He made a pantheistic profession of faith: ‘I do not practice religion in accordance with the sacred
rites. I have made mysterious Nature my religion. I do not believe that a man is any nearer to God for being clad
in priestly garments, nor that one place in a town is better adapted to meditation than another. When I gaze at a
sunset sky and spend hours contemplating its marvellous ever-changing beauty, an extraordinary emotion
overwhelms me. Nature in all its vastness is truthfully reflected in my sincere though feeble soul. Around me are
the trees stretching up their branches to the skies, the perfumed flowers gladdening the meadow, the gentle
grass-carpetted earth, … and my hands unconsciously assume an attitude of adoration. … To feel the supreme
and moving beauty of the spectacle to which Nature invites her ephemeral guests! … that is what I call prayer.’

Contemporary painter James Abbott McNeill Whistler who lived in France for a period of time had a profound
influence on Debussy. In 1894, Debussy wrote to violinist Eugène Ysaÿe describing his Nocturnes as “an
experiment in the different combinations that can be obtained from one color—what a study in grey would be in
painting.” Although it is not known what it is meant by this statement, one can observe in his music a careful use
of orchestral, textural, and harmonic ‘shading’.

Influence on later composers

Claude Debussy is widely regarded as one of the most influential composers of the 20th century. His innovative
harmonies were influential to almost every major composer of the 20th century, particularly Maurice Ravel, Igor
Stravinsky, Olivier Messiaen, Béla Bartók, Pierre Boulez, Henri Dutilleux, Ned Rorem, George Gershwin, and the
minimalist music of Steve Reich and Philip Glass as well as the influential Japanese composer Toru Takemitsu.
He also influenced many important figures in jazz, most notably Miles Davis, Duke Ellington, Bix Beiderbecke,
George Shearing, Thelonious Monk, Bill Evans, Jimmy Giuffre, Antônio Carlos Jobim, and Herbie Hancock.
Furthermore, he had a profound impact on contemporary soundtrack composers such as John Williams because
Debussy’s colourful and evocative style translated easily into an emotional language for use in motion picture
scores. In 1999, The Art of Noise released a concept album titled The Seduction of Claude Debussy. The group
blended the music of Debussy with drum and bass, opera, hip hop, jazz, and narration, and described the album
as “the soundtrack to a film that wasn’t made about the life of Claude Debussy”. In 2000, the band released
Reduction, a limited-edition album composed mainly of outtakes from this album.

Leopold Stokowski, in an article, pointed out the identification of composers including Debussy with the music of
Giovanni Pierluigi da Palestrina, providing an inspiration for non-contrapuntal music.

On 22 August 2013, Debussy’s birthday anniversary, Google dedicated a celebratory Google Doodle to him that
played the first half of Clair de Lune.



Eponyms

A twenty-franc banknote from 1997,
depicting Debussy

Debussy’s name has posthumously been given to a number of discoveries. These include:

• Debussy Heights, a minor mountain range on Alexander Island, Antarctica, including Ravel Peak, which
was discovered in 1960

• Debussy, an impact crater on Mercury which was discovered in 1969
• Debussy, an Irish thoroughbred race horse
• 4492 Debussy, a main belt asteroid that was discovered in 1988

Recordings

Debussy participated in a handful of recordings, made in 1904, with soprano Mary Garden. He also made some
piano rolls for Welte Mignon in 1913.
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External links

• Debussy material in the BBC Radio 3 archives
• Claude Debussy at AllMusic
• Claude Debussy discography at MusicBrainz
• Claude Debussy Catalogue chronologique (French)(French)
• Documentary film about Claude Debussy
• Works by or about Claude Debussy in libraries (WorldCat catalog)
• Works by Claude Debussy at Open Library

Music scores

• Free scores by Claude Debussy at the International Music Score Library Project
• Free scores by Claude Debussy in the Choral Public Domain Library (ChoralWiki)
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DEBUSSY: DEUX ARABESQUES

The Two ArabesquesThe Two Arabesques

The Two ArabesquesTwo Arabesques (Deux arabesques), L. 66, is a pair of arabesques composed for piano by Claude
Debussy. They are two of Debussy’s earliest works, composed between the years 1888 and 1891, when he
was still in his twenties.

Although quite an early work, the arabesques contain hints of Debussy’s developing musical style. The suite is
one of the very early impressionistic pieces of music, following the French visual art form. Debussy seems to
wander through modes and keys, and achieves evocative scenes through music. His view of a musical
arabesque was a line curved in accordance with nature, and with his music he mirrored the celebrations of
shapes in nature made by the Art Nouveau artists of the time. Of the arabesque in baroque music, he wrote:

“that was the age of the ‘wonderful arabesque,’ when music was subject to the laws of beauty
inscribed in the movements of Nature herself.”

The arabesques

The two arabesques are given these tempo marks:

1. Andantino con moto
2. Allegretto scherzando

Arabesque No. 1. Andantino con moto

This arabesque is in the key of E major. This piece begins with parallelism of triads in first inversion, a
composition technique very much used by Debussy and other Impressionists, tracing back to the tradition of
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fauxbourdon. It leads into a larger section beginning with a left hand arpeggio in E major and a descending right
hand E major pentatonic progression.

The second quieter B section is in A major, which starts with a gesture (E-D-E-C♯), briefly passes through E

major, returns to A major and ends with a bold pronouncement of the E-D-E-C♯ gesture, but transposed to the key
of C major, played forte.

In the middle of the recapitulation of the A section, the music moves to a higher register and descends, followed
by a large pentatonic scale ascending and descending, and resolving back to E major.

Arabesque No. 2. Allegretto scherzando

The second arabesque in G major is noticeably quicker and more lively in tempo. It opens with left hand chords
and right hand trills. The pieces makes several transpositions and explores a lower register of the piano. Again
notable is a hint of the pentatonic scale. The style more closely resembles some of Debussy’s later works. Like
the closing bars of the first arabesque, this arabesque closes in a similar fashion.

In popular culture

Arabesque No. 1 was the theme music to PBS’s show Jack Horkheimer: Star Gazer. The version used is an
electronic rendition by Isao Tomita, from the album Snowflakes are Dancing. This version is also played
thematically during the opening and end credits of the Spanish TVE series Planeta imaginario.

Arabesque No. 1 is appropriated on R&B/Soul singer Alicia Keys track “Like the Sea”, from her 4th studio album
“The Element of Freedom”.

It is also used in the 2009 third season of British television show, Skins. It is used in JJ’s episode, along with other
Debussy pieces such as “Golliwogg’s Cakewalk” and “Clair de lune”. The impressionist music reflects JJ’s inner
thoughts and emotional personality.

Master marching band composer and arranger Key Poulan arranged the second arabesque for marching band in
the show, “Alfred Hitchcock’s ‘The Birds.'”

In Final Fantasy V, playing all of the pianos found throughout the game allows the character to unlock and play a
small excerpt from Deux arabesques every time he plays the piano.

External links

• 2 Arabesques: Free scores at the International Music Score Library Project

Licensing & AttributionsLicensing & Attributions

CC licensed content, Shared previouslyCC licensed content, Shared previously

• Deux arabesques. Provided byProvided by: Wikipedia. Located atLocated at: http://en.wikipedia.org/wiki/Deux_arabesques. LicenseLicense: CC BY-SA: Attribution-ShareAlike

DEBUSSY: ARABESQUE VIDEO

Watch this video online: https://youtu.be/H1BbTGkWLfc
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Birth nameBirth name William Grant Still
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OriginOrigin Woodville, Mississippi, US

DiedDied
December 3, 1978 (aged 83)

Los Angeles, US

GenresGenres Classical

Occupation(s)Occupation(s) Composer, musician

InstrumentsInstruments Piano, violin
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William Grant StillWilliam Grant Still

William Grant StillWilliam Grant Still (May 11, 1895 – December 3, 1978) was an African-American classical composer who
wrote more than 150 compositions. He was the first African-American to conduct a major American symphony
orchestra, the first to have a symphony (his first symphony) performed by a leading orchestra, the first to have
an opera performed by a major opera company, and the first to have an opera performed on national
television. He is often referred to as “the Dean” of African-American composers.

Life

William Grant Still was born in Woodville, Mississippi. He was the son of two teachers, Carrie Lena Fambro Still
(1872–1927) and William Grant Still (1871–1895). His father was a partner in a grocery store and performed as a
local bandleader. His father William Grant Still Sr. died when his infant son was three months old.

Still’s mother moved with him to Little Rock, Arkansas, where she taught high school English for 33 years. She
met and married Charles B. Shepperson, who nurtured his stepson William’s musical interests by taking him to
operettas and buying Red Seal recordings of classical music, which the boy greatly enjoyed. The two attended a
number of performances by musicians on tour.

Still grew up in Little Rock, and started violin lessons at the age of 15. He taught himself to play the clarinet,
saxophone, oboe, double bass, cello and viola, and showed a great interest in music. His maternal grandmother
sang African-American spirituals to him. At 16 he graduated from M. W. Gibbs High School in Little Rock.

His mother wanted him to go to medical school, so Still pursued a Bachelor of Science degree program at
Wilberforce University, a historically black college in Ohio. Still became a member of Kappa Alpha Psi fraternity.
He conducted the university band, learned to play various instruments, and started to compose and to do
orchestrations.

He was awarded scholarships to study at the Oberlin Conservatory of Music with Friedrick Lehmann and with
George Whitefield Chadwick. He also studied with the modern composer Edgard Varèse.

Career

In 1918, Still joined the United States Navy to serve in World War I. Between 1919 and 1921, he worked as an
arranger for W. C. Handy’s band and later played in the pit orchestra for Noble Sissle and Eubie Blake’s musical,
Shuffle Along. Later in the 1920s, Still served as the arranger of Yamekraw, a “Negro Rhapsody” composed by
the noted Harlem stride pianist, James P. Johnson. His initial hiring by Paul Whiteman took place in early
November 1929.

In the 1930s Still worked as an arranger of popular music, writing for Willard Robison’s Deep River Hour, and
Paul Whiteman’s Old Gold Show, both popular NBC Radio broadcasts. In 1936, Still conducted the Los Angeles
Philharmonic Orchestra as the first African American to conduct a major American orchestra.

In 1934, Still received his first Guggenheim Fellowship; he started work on the first of his eight operas, Blue Steel.
In 1949 his opera Troubled Island, originally completed in 1939, about Jean Jacques Dessalines and Haiti, was
performed by the New York City Opera. It was the first opera by an African American to be performed by a major
company.

Still moved to Los Angeles, in the 1930s, where he arranged music for films. These included Pennies from
Heaven (the 1936 film starring Bing Crosby and Madge Evans) and Lost Horizon (the 1937 film starring Ronald
Colman, Jane Wyatt and Sam Jaffe). For Lost Horizon, he arranged the music of Dimitri Tiomkin. Still was also
hired to arrange the music for the 1943 film Stormy Weather, but left the assignment after a few weeks due to
artistic disagreements.



In 1955 he conducted the New Orleans Philharmonic Orchestra and became the first African American to conduct
a major orchestra in the Deep South. Still’s works were performed internationally by the Berlin Philharmonic
Orchestra, the London Symphony Orchestra, the Tokyo Philharmonic Orchestra, and the BBC Orchestra.

He was the first African American to have an opera performed on national United States television when A Bayou
Legend, completed in 1941, premiered on PBS in June 1981. Additionally, he was the recording manager of the
Black Swan Phonograph Company.

Legacy and honors

• William Grant Still received two Guggenheim Fellowships.
• He was awarded honorary doctorates from Oberlin College, Wilberforce University, Howard University,

Bates College, the University of Arkansas, Pepperdine University, the New England Conservatory of
Music, the Peabody Conservatory in Baltimore, and the University of Southern California.

• He was posthumously awarded the 1982 Mississippi Institute of Arts and Letters award for music
composition for his opera A Bayou Legend.

Selected compositions

• From the Land of Dreams (1924, believed lost until 1997)
• Levee Land (1925)
• From the Black Belt (1926)
• La Guiablese, ballet (1927)
• Sahdji, ballet (1930)
• Africa (1930)
• Symphony No. 1 “Afro-American” (1930)
• A Deserted Plantation (1933)
• Blue Steel, opera (1934)
• Symphony in G minor (1937)
• Lenox Avenue, for radio announcer, chorus, & orchestra (1937)
• Seven Traceries (1939)
• And They Lynched him on a Tree (1940)
• Miss Sally’s Party, ballet (1940)
• Can’tcha line ’em, for orchestra (1940)
• Old California, for orchestra (1941)
• Troubled Island, opera, produced 1949 (1937–39)
• A Bayou Legend, opera (1941)
• A Southern Interlude, opera (1942)
• Incantation and Dance, for oboe & pf.
• In Memoriam: The Colored Soldiers Who Died for Democracy (1943)
• Suite for Violin & Piano, including the movement later arranged for String Orchestra as Mother and Child

(1943)
• Festive Overture (1944)
• Poem for Orchestra (1944)
• Symphony No. 5, “Western Hemisphere” (1945)
• Wailing Women, for soprano and chorus (1946)
• Symphony No. 4, “Autochthonous” (1947)
• Grief, originally titled by Still as Weeping Angel (1953)
• Danzas de Panama (Dances of Panama) (1953)
• The Little Song That Wanted to Be a Symphony (1954)
• Little Red Schoolhouse (1957)
• The American Scene (1957)
• Ennanga (1958)
• Lyric Quartet (1960)
• Highway 1 U.S.A., opera (1963)
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Symphony No. 1 in A-flat, “Afro-American”Symphony No. 1 in A-flat, “Afro-American” (1930) by William Grant Still was the first symphony written by an
African American and performed for a United States audience by a leading orchestra. It was premiered in
1931 by the Rochester Philharmonic Orchestra. It is a symphonic piece for full orchestra, including celeste,
harp, and tenor banjo. It combines a fairly traditional symphonic form with blues progressions and rhythms
that were characteristic of popular African-American music at the time. This combination expressed Still’s
integration of black culture into the classical forms. Still used quotes from four dialect poems by early 20th-
century African-American poet Paul Laurence Dunbar as epigraphs for each symphonic movement.

History

Still composed the Afro-American Symphony over 3 months, during which he had no steady work. Sketches for
the symphony, including a layout of its four movements, are found in a journal which Still was using to collect
material for an opera called Rashana, which he never finished. In his journal, Still wrote:

“I seek in the ‘Afro-American Symphony’ to portray not the higher type of colored American, but the
sons of the soil, who still retain so many of the traits peculiar to their African forebears; who have not
responded completely to the transforming effect of progress.”
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Although he had received instruction from (among others) the French modernist composer Edgard Varèse, Still
used a traditional tonal idiom in the Afro-American Symphony, infused with blues-inspired melodic lines and
harmonic colorings.

Movements

I. Moderato assai

The first movement, moderato assai (always moderate), contains a typical twelve-bar blues progression. Still titled
this movement ‘Longing’ in his notebook.

Main theme in original outline in “Rashana”

This opening theme expands into the first of two main themes of the movement, and it returns various times
throughout the first, second, and third movements. This theme – theme 1 – shown below, is first played by the
trumpet and uses classic blues harmonies and melodic progressions.

Theme 1 – Trumpet (Harmon mute)

Theme 1 repeats at measure 19, this time played by the clarinet, and the flutes interrupt each small phrase within
the theme with their own counter-melody that contrasts with the theme in its straight (not swung) rhythms. Still
then takes small motifs of theme 1 and develops them, transitioning into theme 2, in G major, played by the oboe,
starting at measure 45. Theme 2 continues to develop, and its melody returns with the cello section. The ending
motifs of theme 2 expand into a loud exciting march-like development section with the snare drum that contrasts
with both themes in that it is very rhythmical. This section leads right back to theme 2, but this time in a minor key.
The minor key gives this section a much more longing and lamenting feeling. The lamenting mood does not last
very long, as theme 1 returns shortly after, ending the movement.

Each movement is accompanied by excerpts from four poems by Paul Laurence Dunbar, who used Negro dialect
in these. The quotations are used as epigraphs for each movement and illustrate Still’s intentions in composing
the symphony. The epigraph for Movement 1 is from Dunbar’s “Twell de Night Is Pas'”:

All de night long twell de moon goes down,

Lovin’ I set at huh feet,

Den fu’ de long jou’ney back f’om de town,

Ha’d, but de dreams mek it sweet.

The end of the first movement is accompanied with the following quote:
All my life long twell de night has pas’

Let de wo’k come ez it will,

So dat I fin’ you, my honey, at last,

Somewhaih des ovah de hill.
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II. Adagio

The second movement, adagio (meaning broadly and slow), titled “Sorrow” in Still’s “Rashana” notebook, contains
related themes from the first movement, but in a spiritual style. The movement is more chromatic than the first
and employs less functional chord progressions. The epigraph of the second movement is from “W’en I Gits
Home,” and reflects the spiritual melody:

It’s moughty tiahsome layin’ ‘roun’

Dis sorer-laden erfly groun’,

An’ oftentimes I thinks, thinks I,

‘T would be a sweet t’ing des to die,

An go ‘long home.

III. Animato

The third movement, Animato was assigned the title “Humor” by Still in “Rashana.” The key center for this
movement is again A-flat. The movement has two major themes, each with two prevailing variations. In measure
eight, theme 1A, “Hallelujah,” begins (shown below).

Theme 1A

This theme is accompanied by a counter-melody in the horns which resembles Gershwin’s “I Got Rhythm” (this
premiered on October 14, 1930 – only a few weeks before Still began drafting the Afro-American Symphony). The
counter-melody is expressed by the horns in measures 8–11 and by the flute and oboe in measures 12–15.

Gershwin Theme from “I Got Rhythm”, played by Horns

Theme 2A (shown below) is played by a mixture of low strings and winds (i.e. cello, trombone, etc.) and contrasts
with theme 1 in that it is fanfare-like; it interrupts theme 1 whenever it comes in.

Theme 2A

This movement, when performed by the Kansas City Philharmonic under Karl Krueger in 1938, had such an effect
on the audience and musicians that Krueger had to interrupt the concert and repeat the movement.

This movement is based on the poem, “An Ante-Bellum Sermon” by Dunbar, which is about emancipation and
citizenship of the blacks in America. The lines quoted by Still in the score are as follows:

An’ we’ll shout ouag halleluyahs,

On dat mighty reck’nin’ day.
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IV. Lento, con risoluzione

The fourth movement, lento, con risoluzione, or as Still titled it in “Rashana,” “Aspiration,” begins with a hymn-like
section, and continues on in a modal fashion, eventually ending with an upbeat and lively finale. This movement,
ultimately in F minor, avoids traditional progressions from the dominant to the tonic (V-I). The opening contains no
suggestion of modulation and has no authentic cadences, producing a sense of ambiguity of the tonic. The slow
modal sections that follow the opening are centered on E natural, so by the time these slow sections are
interrupted by passages in F minor, the use of E natural as a leading tone has been downplayed. In the finale, a V
to I progression is avoided entirely, and the bass moves from an F to a D-flat, resembling Dvořák’s New World
Symphony.

The following epigraph, from Dunbar’s poem “Ode to Ethiopia,” follows with the fourth movement:
Be proud, my Race, in mind and soul,

Thy name is writ on Glory’s scroll

In characters of fire.

High ‘mid the clouds of Fame’s bright sky,

They banner’s blazoned folds now fly,

And truth shall lift them higher.
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Charles Edward IvesCharles Edward Ives (/aɪvz/; October 20, 1874 – May 19, 1954) was an American modernist composer. He
is one of the first American composers of international renown, though his music was largely ignored
during his life, and many of his works went unperformed for many years. Over time, he came to be
regarded as an “American original”. Ives combined the American popular and church-music traditions of
his youth with European art music, and was among the first composers to engage in a systematic program
of experimental music, with musical techniques including polytonality, polyrhythm, tone clusters, aleatoric
elements, and quarter tones, foreshadowing many musical innovations of the 20th century.
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Sources of Ives’ tonal imagery are hymn tunes and traditional songs, the town band at holiday parade, the
fiddlers at Saturday night dances, patriotic songs, sentimental parlor ballads, and the melodies of Stephen
Foster.

Biography

Charles Ives, c. 1889

Charles Ives was born in Danbury, Connecticut in 1874, the son of George Ives, a U.S. Army bandleader in the
American Civil War, and his wife Mary Parmelee. A strong influence of Charles’s may have been sitting in the
Danbury town square, listening to his father’s marching band and other bands on other sides of the square
simultaneously. George Ives’ unique music lessons were also a strong influence on Charles; George Ives took an
open-minded approach to musical theory, encouraging his son to experiment in bitonal and polytonal
harmonizations. It was from his father that Charles Ives also learned the music of Stephen Foster. Ives became a
church organist at the age of 14 and wrote various hymns and songs for church services, including his Variations
on ‘America’ , which Ives wrote for a Fourth of July concert in Brewster, New York. The work is considered
challenging even by modern concert organists, but Ives famously spoke of it as being “as much fun as playing
baseball”, a commentary on his own organ technique at that age.

Ives moved to New Haven in 1893, enrolling in the Hopkins School, where he captained the baseball team. In
September 1894, Ives entered Yale University, studying under Horatio Parker. Here he composed in a choral
style similar to his mentor, writing church music and even an 1896 campaign song for William McKinley. On
November 4, 1894, Charles’s father died, a crushing blow to the young composer, but to a large degree Ives
continued the musical experimentation he had begun with George Ives.

At Yale, Ives was a prominent figure; he was a member of HeBoule, Delta Kappa Epsilon (Phi chapter) and Wolf’s
Head Society, and sat as chairman of the Ivy Committee. He enjoyed sports at Yale and played on the varsity
football team. Michael C. Murphy, his coach, once remarked that it was a “crying shame” that Charles Ives spent
so much time at music as otherwise he could have been a champion sprinter. His works Calcium Light Night and
Yale-Princeton Football Game show the influence of college and sports on Ives’ composition. He wrote his
Symphony No. 1 as his senior thesis under Parker’s supervision.
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Charles Ives, left, captain of the
baseball team and pitcher for
Hopkins Grammar School

He continued his work as a church organist until May 1902. Soon after Ives graduated from Yale, he started work
in the actuarial department of the Mutual Life Insurance company of New York. In 1899, he moved to
employment with the insurance agency Charles H. Raymond & Co., where he stayed until 1906. In 1907, upon
the failure of Raymond & Co., he and his friend Julian Myrick formed their own insurance agency Ives & Co.,
which later became Ives & Myrick, where he remained until he retired. During his career as an insurance
executive and actuary, Ives devised creative ways to structure life-insurance packages for people of means,
which laid the foundation of the modern practice of estate planning. His Life Insurance with Relation to
Inheritance Tax, published in 1918, was well received. As a result of this he achieved considerable fame in the
insurance industry of his time, with many of his business peers surprised to learn that he was also a composer. In
his spare time he composed music and, until his marriage, worked as an organist in Danbury and New Haven as
well as Bloomfield, New Jersey and New York City.

In 1907, Ives suffered the first of several “heart attacks” (as he and his family called them) that he had throughout
his lifetime. These attacks may have been psychological in origin rather than physical. Following his recovery
from the 1907 attack, Ives entered into one of the most creative periods of his life as a composer.

After marrying Harmony Twitchell in 1908, they moved into their own apartment in New York. He had a
remarkably successful career in insurance, and continued to be a prolific composer until he suffered another of
several heart attacks in 1918, after which he composed very little, writing his very last piece, the song “Sunrise”,
in August 1926. In 1922, Ives published his 114 Songs, which represents the breadth of his work as a
composer—it includes art songs, songs he wrote as a teenager and young man, and highly dissonant songs such
as “The Majority.”

According to his wife, one day in early 1927 he came downstairs with tears in his eyes. He could compose no
more, he said, “nothing sounds right.” There have been numerous theories advanced to explain the silence of his
late years, which seems as mysterious as the last several decades of the life of Jean Sibelius, who also stopped
composing at almost the same time. While Ives had stopped composing, and was increasingly plagued by health
problems, he did continue to revise and refine his earlier work, as well as oversee premieres of his music. After
continuing health problems, including diabetes, in 1930 he retired from his insurance business, which gave him
more time to devote to his musical work, but he was unable to write any new music. During the 1940s he revised
his Concord Sonata, publishing it in 1947 (an earlier version of the sonata and the accompanying prose volume,
Essays Before a Sonata were privately printed in 1920).
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Ives died of a stroke in 1954 in New York City. His widow bequeathed the royalties from his music to the
American Academy of Arts and Letters for the Charles Ives Prize.

Charles Ives career and dedication towards music was from the time when he started playing drums in his father’s
band at a tender age. Ives published a large collection of songs, many of which had piano parts. He composed
two string quartets and other works of chamber music, though he is now best known for his instrumental music.
His work as an organist led him to write Variations on ‘America’ in 1891, which he premiered at a recital
celebrating the Fourth of July.

In 1906, Ives composed the first radical musical work of the twentieth century, “Central Park in the Dark”. Ives
composed two symphonies — “The Unanswered Question” (1908), written for the unusual combination of
trumpet, four flutes, and string quartet. “The Unanswered Question” was influenced by the New England writers
Ralph Waldo Emerson and Henry David Thoreau.

Around 1910, Ives began composing his most accomplished works including the “Holiday Symphony” and “Three
Places in New England”. “The Piano Sonata No. 2, Concord, Mass.”, by Charles Ives, known as the “Concord
Sonata” was one of his most remarkable pieces. He started work on this in 1911 and completed most of it in
1915. However, it wasn’t until 1920 that the piece was published and the revised version appeared only in 1947.
This piece contains one of the most striking examples of Ives’ experimentalism. In the second movement, he
instructed the pianist to use a 14¾ in (37.5 cm) piece of wood to create a massive cluster chord. The piece was a
typical Ives as it juxtaposed various elements and it was very mysterious.

Another remarkable piece of orchestral music Ives completed was his “Fourth symphony”. He worked on this from
1910 to 1916. This symphony is notable for its complexity and over sized orchestra. This symphony has four
movements and a complete performance of this symphony was not given until 1965, i.e. half a century after the
symphony was completed.

Ives left behind material for an unfinished “Universe Symphony”, which he was unable to assemble in his lifetime
despite two decades of work. This was due to his health problems as well as his shifting idea of the work.

Reception

Ives’ music was largely ignored during his lifetime, particularly during the years in which he actively composed.
Many of his published works went unperformed even many years after his death in 1954. But his reputation in
more recent years has greatly increased. Juilliard commemorated the 50th anniversary of Ives’ death by
performing his music over six days in 2004. His musical experiments, including his increasing use of dissonance,
were not well received by his contemporaries. Furthermore, the difficulties in performing the rhythmic complexities
in his major orchestral works made them daunting challenges even decades after they were composed.

Early supporters of his music included Henry Cowell, Elliott Carter and Aaron Copland. Cowell’s periodical New
Music published a substantial number of Ives’ scores (with the composer’s approval), but for almost 40 years Ives
had few performances that he did not arrange or back, generally with Nicolas Slonimsky as the conductor. After
seeing a copy of Ives’ self-published 114 Songs during the 1930s, Copland published a newspaper article
praising the collection.

Ives began to acquire some public recognition during the 1930s, with performances of a chamber orchestra
version of his Three Places in New England both in the U.S. and on tour in Europe by conductor Nicolas
Slonimsky and the New York Town Hall premiere of his Concord Sonata by pianist John Kirkpatrick in 1939,
which led to favorable commentary in the major New York newspapers. Later, around the time of the composer’s
death in 1954, Kirkpatrick teamed with soprano Helen Boatwright for the first extended recorded recital of Ives’
songs for the obscure Overtone label (Overtone Records catalog number 7). Boatwright and Kirkpatrick recorded
a new selection of songs for the Ives Centennial Collection that Columbia Records published in 1974.

His obscurity lifted a bit in the 1940s, when he met Lou Harrison, a fan of his music who began to edit and
promote it. Most notably, Harrison conducted the premiere of the Symphony No. 3, The Camp Meeting (1904) in
1946. The next year, this piece won Ives the Pulitzer Prize for Music. Ives gave the prize money away (half of it to
Harrison), saying “prizes are for boys, and I’m all grown up”. Ives himself was a great financial supporter of
twentieth century music, often supporting works that were written by other composers. This he did in secret,
telling his beneficiaries it was really his wife who wanted him to do so. Nicolas Slonimsky said in 1971, “He
financed my entire career.”



At this time, Ives was also promoted by Bernard Herrmann, who worked as a conductor at CBS and in 1940
became principal conductor of the CBS Symphony Orchestra. While there, he championed Ives’s music. When
the two met, Herrmann confessed that he had tried his hand at performing the Concord Sonata. Remarkably,
Ives, who actually avoided the radio and the phonograph, agreed to make a series of piano recordings from 1933
to 1943 that were later issued by Columbia Records on a special LP set issued for Ives’ centenary in 1974. New
World Records issued 42 tracks of Ives’ recordings on CD on April 1, 2006. One of the more unusual recordings,
made in New York City in 1943, features Ives playing the piano and singing the words to his popular World War I
song They Are There!, which he composed in 1917, then revised in 1942–43 for World War II.

Also in Canada, the expatriate English pianist Lloyd Powell played a series of concerts including all of Ives’s piano
works, at the University of British Columbia in the 1950s.

Recognition of Ives’s music steadily increased. He received praise from Arnold Schoenberg, who regarded him as
a monument to artistic integrity, and from the New York School of William Schuman. Shortly after Schoenberg’s
death (three years before Ives himself died), his widow found a note written by her husband. The note had
originally been written in 1944 when Schoenberg was living in Los Angeles and teaching at UCLA. It stated:

There is a great Man living in this Country – a composer. He has solved the problem how to preserve
one’s self-esteem and to learn [sic]. He responds to negligence by contempt. He is not forced to accept
praise or blame. His name is Ives.

There is a report that Ives also won the admiration of Gustav Mahler, who said that Ives was a true musical
revolutionary. Reportedly, Mahler talked of premiering Ives’ Third Symphony with the New York Philharmonic, but
the famous composer soon died (in 1911) thus preventing the premiere. However, the source of this story is Ives;
since Mahler died, there was no way to verify whether Mahler had seen the score of the symphony or decided to
perform it in 1911–12 season of the New York Philharmonic. Nonetheless, it is known that Ives regularly attended
New York Philharmonic concerts and probably heard Mahler conduct the Philharmonic at Carnegie

Hall.[citation needed]

In 1951, Leonard Bernstein conducted the world premiere of Ives’ Second Symphony in a broadcast concert by
the New York Philharmonic. The Iveses heard the performance on their cook’s radio and were amazed at the
audience’s warm reception to the music. Bernstein continued to conduct Ives’ music and made a number of
recordings with the Philharmonic for Columbia Records. He even honored Ives on one of his televised youth
concerts and in a special disc included with the reissue of the 1960 recording of the second symphony and the
Fourth of July movement from Ives’ Holiday Symphony.

Another pioneering Ives recording, undertaken during the 1950s, was the first complete set of the four violin
sonatas, performed by Cleveland Orchestra concertmaster Rafael Druian and John Simms. Leopold Stokowski
took on Symphony No. 4 in 1965, regarding the work as “the heart of the Ives problem”. The Carnegie Hall world
premiere by the American Symphony Orchestra led to the first recording of the music. Another promoter of Ives
was choral conductor Gregg Smith, who made a series of recordings of the composer’s shorter works during the
1960s, including first stereo recordings of the psalm settings and arrangements of many short pieces for theater
orchestra. The Juilliard String Quartet recorded the two string quartets during the 1960s.

Today, conductor Michael Tilson Thomas is an enthusiastic exponent of Ives’ symphonies as is composer and
biographer Jan Swafford. Ives’ work is regularly programmed in Europe. Ives has also inspired pictorial artists,
most notably Eduardo Paolozzi, who entitled one of his 1970s sets of prints Calcium Light Night, each print being
named for an Ives’ piece (including Central Park in the Dark). In 1991, Connecticut’s legislature designated Ives
as that state’s official composer.

The Scottish baritone Henry Herford began a survey of Ives’ songs in 1990, but this remains incomplete because
the record company involved (Unicorn-Kanchana) collapsed. Pianist-composer and Wesleyan University
professor Neely Bruce has made a life’s study of Ives. To date, he has staged seven parts of a concert series
devoted to the complete songs of Ives. Musicologist David Gray Porter reconstructed a piano concerto, the
“Emerson” Concerto, from Ives’ sketches. A recording of the work was released by Naxos Records.

Ives continues to be very influential on contemporary composers and arrangers as shown by the most recent
Planet Arts Records release Mists: Charles Ives for Jazz Orchestra.



Compositions

Note: Because Ives often made several different versions of the same piece, and because his work was generally
ignored during his lifetime, it is often difficult to put exact dates on his compositions. The dates given here are
sometimes best guesses. There have also been controversial speculations that Ives purposely misdated his own
pieces earlier or later than actually written.

• Variations on America for organ (1892)
• The Circus Band (a march describing the Circus coming to town)
• Psalm settings (14, 42, 54, 67, 90, 135, 150) (1890s)
• String Quartet No. 1, From the Salvation Army (1897–1900)
• Symphony No. 1 in D minor (1898–1901)
• Symphony No. 2 (Ives gave dates of 1899-1902; analysis of handwriting and manuscript paper suggests

1907-1909)
• Symphony No. 3, The Camp Meeting (1908–10)
• Central Park in the Dark for chamber orchestra (1906, 1909)
• The Unanswered Question for chamber group (1906; rev. 1934)
• Piano Sonata No. 1 (1909–16)
• Piano Trio (c. 1909–10, rev. c. 1914–15)
• Violin Sonata No. 1 (1910–14; rev. c. 1924)
• Violin Sonata No. 4, Children’s Day at the Camp Meeting (1911–16)
• A Symphony: New England Holidays (1904–1913)
• “Robert Browning” Overture (1911–14)
• Symphony No. 4 (1912–18; rev. 1924–26)
• String Quartet No. 2 (1913–15)
• Pieces for chamber ensemble grouped as “Sets,” some called Cartoons or Take-Offs or Songs Without

Voices (1906–18); includes Calcium Light Night
• Three Places in New England (Orchestral Set No. 1) (1910–14; rev. 1929)
• Violin Sonata No. 2 (1914–17)
• Violin Sonata No. 3 (1914–17)
• Orchestral Set No. 2 (1915–19)
• Piano Sonata No. 2, Concord, Mass., 1840–60 (1916–19) (revised many times by Ives)
• Universe Symphony (incomplete, 1915–28, worked on symphony until his death in 1954)
• 114 Songs (composed various years 1887–1921, published 1922.)
• Three Quarter Tone Piano Pieces (1923–24)
• Orchestral Set No. 3 (incomplete, 1919–26, notes added after 1934)

Politics

Ives proposed in 1920 that there be a 20th Amendment to the U.S. Constitution which would authorize citizens to
submit legislative proposals to Congress. Members of Congress would then cull the proposals, selecting 10 each
year as referendums for popular vote by the nation’s electorate. He even had printed at his own expense several
thousand copies of a pamphlet on behalf of his proposed amendment. The pamphlet proclaimed the need to
curtail “THE EFFECTS OF TOO MUCH POLITICS IN OUR representative DEMOCRACY.” His proposal joined
his music in being ignored during his lifetime.

External links

• Works by Charles Ives at Project Gutenberg
• The Charles Ives Society
• Songs of Charles Ives at Music of the United States of America (MUSA)
• Charles Ives at Peermusic Classical Composer’s Publisher and Bio
• Leicestershire Schools Symphony Orchestra Tippett rehearses Putnam’s Camp (short video from 1969).
• A Descriptive Catalogue of the Music of Charles Ives, online edition
• The Charles Ives Center for the Arts. Inc
• Art of the States: Charles Ives Three Quarter-Tone Pieces for Two Pianos (1924)
• Works by or about Charles Ives in libraries (WorldCat catalog)

http://www.gutenberg.org/author/Charles+Ives
http://www.charlesives.org/
https://sites.google.com/a/umich.edu/musa/publications/musa-12-charles-ives
http://www.peermusicclassical.com/composer/composerdetail.cfm?detail=ives
https://www.youtube.com/watch?v=JbBYZzaSgnU
http://hdl.handle.net/10079/fa/music.mss.0014.1
http://www.ivesconcertpark.com/
http://artofthestates.org/cgi-bin/composer.pl?comp=33
http://worldcat.org/identities/lccn-n80-35835


• Multitasking, an episode of The Infinite Mind public radio program (Cambridge, MA, Lichtenstein Creative
Media, 2005), a report on Charles Ives and his integration of multitasking into his compositions.

• Ives Vocal Marathon—performances and programs of Ives’ vocal work.
• Charles Ives at Pytheas Center for Contemporary Music
• Free scores by Charles Ives at the International Music Score Library Project
• The online music review La Folia has an in-depth article on Ives’ Concord Sonata
• The Charles Ives Papers at Yale University Music Library
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COPLAND: BIOGRAPHY

Aaron Copland as subject of a Young
People’s Concert, 1970

Aaron CoplandAaron Copland

Aaron CoplandAaron Copland (/ˌærən ˈkoʊplənd/; November 14, 1900 – December 2, 1990) was an American composer,
composition teacher, writer, and later in his career a conductor of his own and other American music.
Instrumental in forging a distinctly American style of composition, in his later years he was often referred to as
“the Dean of American Composers” and is best known to the public for the works he wrote in the 1930s and
1940s in a deliberately accessible style often referred to as Populist and which the composer labeled his
“vernacular” style. Works in this vein include the ballets Appalachian Spring, Billy the Kid and Rodeo, his
Fanfare for the Common Man and Third Symphony. The open, slowly changing harmonies of many of his
works are archetypical of what many people consider to be the sound of American music, evoking the vast
American landscape and pioneer spirit. In addition to his ballets and orchestral works, he produced music in
many other genres including chamber music, vocal works, opera and film scores.

After some initial studies with composer Rubin Goldmark, Copland traveled to Paris, where he studied at first
with Isidor Philipp and Paul Vidal, then with noted pedagogue Nadia Boulanger. He studied three years with
Boulanger, whose eclectic approach to music inspired his own broad taste in that area. Determined upon his
return to the U.S. to make his way as a full-time composer, Copland gave lecture-recitals, wrote works on
commission and did some teaching and writing. He found composing orchestral music in the “modernist” style
he had adapted abroad a financially contradictory approach, particularly in light of the Great Depression. He
shifted in the mid-1930s to a more accessible musical style which mirrored the German idea of
Gebrauchsmusik (“music for use”), music that could serve utilitarian and artistic purposes. During the
Depression years, he traveled extensively to Europe, Africa, and Mexico, formed an important friendship with
Mexican composer Carlos Chávez and began composing his signature works.

During the late 1940s Copland felt a need to compose works of greater emotional substance than his
utilitarian scores of the late 1930s and early 1940s. He was aware that Stravinsky, as well as many fellow
composers, had begun to study Arnold Schoenberg’s use of twelve-tone (serial) techniques. In his personal
style, Copland began to make use of twelve-tone rows in several compositions. He incorporated serial
techniques in some of his later works. Among them, his Piano Quartet (1951), Piano Fantasy (1957),
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Connotations for orchestra (1961) and Inscape for orchestra (1967). From the 1960s onward, Copland’s
activities turned more from composing to conducting. He became a frequent guest conductor of orchestras in
the U.S. and the UK and made a series of recordings of his music, primarily for Columbia Records.

Biography

Early life

Aaron Copland School of Music,
Queens College (part of the City
University of New York)

Aaron Copland was born in Brooklyn into a Conservative Jewish family of Lithuanian origins, the last of five
children, on November 14, 1900. Before emigrating from Russia to the United States, Copland’s father, Harris
Morris Copland, Anglicized his surname “Kaplan” to “Copland” while waiting in Scotland en route to the
US. Throughout his childhood, Copland and his family lived above his parents’ Brooklyn shop, H.M. Copland’s, at
628 Washington Avenue (which Aaron would later describe as “a kind of neighborhood Macy’s”), on the corner of
Dean Street and Washington Avenue, and most of the children helped out in the store. His father was a staunch
Democrat. The family members were active in Congregation Baith Israel Anshei Emes, where Aaron celebrated
his Bar Mitzvah. Not especially athletic, the sensitive young man became an avid reader and often read Horatio
Alger stories on his front steps.

Copland’s father had no musical interest at all, but his mother, Sarah Mittenthal Copland, sang and played the
piano, and arranged for music lessons for her children. Of his siblings, oldest brother Ralph was the most
advanced musically, proficient on the violin, while his sister Laurine had the strongest connection with Aaron,
giving him his first piano lessons, promoting his musical education, and supporting him in his musical career. She
attended the Metropolitan Opera School and was a frequent opera goer. She often brought home libretti for Aaron
to study. Copland attended Boys’ High School and in the summer went to various camps. Most of his early
exposure to music was at Jewish weddings and ceremonies, and occasional family musicales.

At the age of eleven, Copland devised an opera scenario he called Zenatello, which included seven bars of
music, his first notated melody. From 1913 to 1917 he took music lessons with Leopold Wolfsohn, who taught him
the standard classical fare. Copland’s first public music performance was at a Wanamaker’s recital.

By the age of 15, after attending a concert by composer-pianist Ignacy Jan Paderewski, Copland decided to
become a composer. After attempts to further his music study from a correspondence course, Copland took
formal lessons in harmony, theory, and composition from Rubin Goldmark, a noted teacher and composer of
American music (who had given George Gershwin three lessons). Goldmark gave the young Copland a solid
foundation, especially in the Germanic tradition, as he stated later: “This was a stroke of luck for me. I was spared
the floundering that so many musicians have suffered through incompetent teaching.” But Copland also
commented that the maestro had “little sympathy for the advanced musical idioms of the day” and his “approved”
composers ended with Richard Strauss.

Copland’s graduation piece from his studies with Goldmark was a three-movement piano sonata in a Romantic
style. But he had also composed more original and daring pieces which he did not share with his teacher. In
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addition to regularly attending the Metropolitan Opera and the New York Symphony, where he heard the standard
classical repertory, Copland continued his musical development through an expanding circle of musical friends.
After graduating from high school, Copland played in dance bands. Continuing his musical education, he received
further piano lessons from Victor Wittgenstein, who found his student to be “quiet, shy, well-mannered, and
gracious in accepting criticism.” Copland’s fascination with the Russian Revolution and its promise for freeing the
lower classes drew a rebuke from his father and uncles. In spite of that, in his early adult life Copland would
develop friendships with people with socialist and communist leanings.

Studying in Paris

Nadia Boulanger in 1925

From 1917 to 1921, Copland composed juvenile works of short piano pieces and art songs. Copland’s passion for
the latest European music, plus glowing letters from his friend Aaron Schaffer, inspired him to go to Paris for
further study. His father wanted him to go to college, but his mother’s vote in the family conference allowed him to
give Paris a try. On arriving in France, he studied at the Fontainebleau School of Music with noted pianist and
pedagogue Isidor Philipp and with Paul Vidal. But finding Vidal too much like Goldmark, Copland switched to
famed teacher Nadia Boulanger, then aged thirty-four. He had initial reservations: “No one to my knowledge had
ever before thought of studying with a woman.” She interviewed him, and recalled later: “One could tell his talent
immediately.”

Boulanger had as many as forty students at once and employed a formal regimen that Copland had to follow, too.
Copland found her incisive mind much to his liking and stated: “This intellectual Amazon is not only professor at
the Conservatoire, is not only familiar with all music from Bach to Stravinsky, but is prepared for anything worse in
the way of dissonance. But make no mistake … A more charming womanly woman never lived.” Though he
planned on only one year abroad, he studied with her for three years, finding her eclectic approach inspired his
own broad musical taste.

Adding to the heady cultural atmosphere of the early 1920s in Paris was the presence of expatriate American
writers Paul Bowles, Ernest Hemingway, Sinclair Lewis, Gertrude Stein, and Ezra Pound, as well as artists like
Picasso, Chagall, and Modigliani. Also influential on the new music were the French intellectuals Marcel Proust,
Paul Valéry, Sartre, and André Gide, the latter cited by Copland as being his personal favorite and most
read. Travels to Italy, Austria, and Germany rounded out Copland’s musical education. During his stay in Paris,
Copland began writing musical critiques, the first on Gabriel Fauré, which helped spread his fame and stature in
the music community. Instead of wallowing in self-pity and self-destruction like many of the expatriate members
of the Lost Generation, Copland returned to America optimistic and enthusiastic about the future.
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1925 to 1950

Upon returning to the U.S., Copland was determined to make his way as a full-time composer. He rented a studio
apartment on New York City’s Upper West Side in the Empire Hotel, which kept him close to Carnegie Hall and
other musical venues and publishers. He remained in that area for the next thirty years, later moving to
Westchester County, New York. Copland lived frugally and survived financially with help from two $2,500
Guggenheim Fellowships—one in 1925 and one in 1926. Lecture-recitals, awards, appointments, and small
commissions, plus some teaching, writing, and personal loans kept him afloat in the subsequent years through
World War II. Also important were wealthy patrons who supported the arts community during the Depression,
underwriting performances, publication, and promotion of musical events and composers.

Copland’s compositions in the early 1920s reflected the prevailing “modernist” attitude among intellectuals: that
they were a small vanguard leading the way for the masses, who would only come to appreciate their efforts over
time. In this view, music and the other arts need be accessible to only a select cadre of the enlightened. Toward
this end, Copland formed the Young Composer’s Group, modeled after France’s “Six”, gathering together
promising young composers, acting as their guiding spirit.

Soon after his return, Copland was introduced to the artistic circle of Alfred Stieglitz and met many of the leading
artists of that time. Stieglitz’s conviction that the American artist should reflect “the ideas of American Democracy”
influenced Copland and a whole generation of artists and photographers, including Paul Strand, Edward Weston,
Ansel Adams, Georgia O’Keeffe, and Walker Evans.Evans’ photographs inspired portions of Copland’s opera The
Tender Land.

In his quest to take up Stieglitz’s challenge, Copland had few established American contemporaries to emulate
apart from Carl Ruggles and the reclusive Charles Ives, although the 1920s were Golden Years for American
popular music and jazz, with George Gershwin, Bessie Smith, and Louis Armstrong leading the way. Later,
however, Copland joined up with his younger contemporaries and formed a group termed the “commando unit,”
which included Roger Sessions, Roy Harris, Virgil Thomson, and Walter Piston. They collaborated in joint
concerts showcasing their work to new audiences.

Copland’s relationship with the “commando unit” was one of both support and rivalry, and he played a key role in
keeping them together. The five young American composers helped promote each other and their works but also
had testy exchanges, inflamed by the assertion of the press that Copland was the “truly American”
composer. Going beyond the five, Copland was generous with his time with nearly every American young
composer he met during his life, later earning the title the “Dean of American Music.”

Mounting troubles with the Symphonic Ode (1929) and Short Symphony (1933) caused him to rethink the
paradigm of composing orchestral music for a select group, as it was a financially contradictory approach,
particularly in the Depression. In many ways, this shift mirrored the German idea of Gebrauchsmusik (“music for
use”), as composers sought to create music that could serve a utilitarian as well as artistic purpose. This
approach encompassed two trends: first, music that students could easily learn, and second, music which would
have wider appeal, such as incidental music for plays, movies, radio, etc. Copland undertook both goals, starting
in the mid-1930s.
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Perhaps motivated by the plight of children during the Depression, around 1935 Copland began to compose
musical pieces for young audiences, in accordance with the first goal of American Gebrauchsmusik. These works
included piano pieces (The Young Pioneers) and an opera (The Second Hurricane).

Carlos Chávez in 1937

During the Depression years, Copland traveled extensively to Europe, Africa, and Mexico. He formed an
important friendship with Mexican composer Carlos Chávez and would return often to Mexico for working
vacations conducting engagements. During his initial visit to Mexico, Copland began composing the first of his
signature works, El Salón México, which he completed four years later in 1936. This and other incidental
commissions fulfilled the second goal of American Gebrauchsmusik, creating music of wide appeal.

During this time, he composed (for radio broadcast) “Prairie Journal,” one of his first pieces to convey the
landscape of the American West. Branching out into theater, Copland also played an important role providing
musical advice and inspiration to The Group Theater—Stella Adler’s and Lee Strasberg’s “method” acting
school. The Group Theater followed Copland’s musical agenda and focused on plays that illuminated the
American experience. After Hitler and Mussolini’s attacks on Spain in 1936, leftist parties had united in a Popular
Front against Fascism. Many Group Theater members were influenced by Marxism and other progressive
philosophies, and several had joined the Communist Party, including Elia Kazan and Clifford Odets. Copland also
had contact later with other major American playwrights, including Thornton Wilder, William Inge, Arthur Miller,
and Edward Albee, and considered projects with all of them. During the 1930s, Copland wrote incidental music for
several plays, including Irwin Shaw’s “Quiet City” (1939), considered one of his most personal and poignant
scores.

In 1939, Copland completed his first two Hollywood film scores, for Of Mice and Men and Our Town, and received
sizable commissions. In the same year, he composed the radio score “John Henry”, based on the folk ballad. But
it wasn’t until the worldwide market for classical recordings boomed after World War II that he achieved economic
security. Even after securing a comfortable income, he continued to write, teach, lecture, and, eventually,
conduct.

Demonstrating his broad range, Copland in the 1930s began composing music for ballet, including his highly
successful Billy the Kid (1939), the second of four ballets he scored (after Hear Ye! Hear Ye! (1934)). In an
interview with Vivian Perlis, Eugene Loring said of the ballet, “In our western states, there were still a few old-
timers who remembered Billy. One came backstage in San Francisco to tell us that it was all fine, except that Billy
really shot left-handed!” Copland’s ballet music established him as an authentic composer of American music
much as Stravinsky’s ballet scores connected the composer with Russian music. Copland’s timing was excellent;
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he helped fill a vacuum for the American choreographers who needed suitable music to score their own
nationalistic dance repertory.

In keeping with the wartime period, Copland’s “Piano Sonata” (1941) was a piece characterized as “grim,
nervous, elegiac, with pervasive bell-like tolling of alarm and mourning.” It was later adapted to “Day on Earth,” a
landmark American dance by Doris Humphrey.

Copland started to publish some of his lectures in the 1930s, “What to Listen for in Music” being one of the most
notable of his writings. He also took a leading role in the American Composers Alliance, whose mission was “to
regularize and collect all fees pertaining to performance of their copyrighted music” and “to stimulate interest in
the performance of American music.” Copland eventually moved over to rival ASCAP. Through royalties and with
his great success from 1940 on, Copland amassed a multi-million dollar fortune by the time of his death.

The decade of the 1940s was arguably Copland’s most productive, and it firmly established his worldwide fame.
His two ballet scores for Rodeo (1942) and Appalachian Spring (1944) were huge successes. His pieces Lincoln
Portrait and Fanfare for the Common Man have become patriotic standards (See Popular works, below). Also
important was the Third Symphony. Composed in a two-year period from 1944 to 1946, it became Copland’s
best-known symphony.

In 1945, Copland contributed to Jubilee Variation, a work commissioned by the Cincinnati Symphony in which ten
American composers collaborated, but the piece is seldom heard in the concert hall. Copland’s In the Beginning
(1947) is a choral work using the first chapter and the first seven verses of the second chapter of Genesis from
the King James Version of the Bible and is a masterpiece of the choral repertory.

Copland’s Clarinet Concerto (1948), scored for solo clarinet, strings, harp, and piano, was a commission piece for
bandleader and clarinetist Benny Goodman and a complement to Copland’s earlier jazz-influenced work, the
Piano Concerto (1926).His “Four Piano Blues” is an introspective composition with a jazz influence.

Copland finished the 1940s with two film scores, one for William Wyler’s 1949 film The Heiress and one for the
film adaptation of John Steinbeck’s novel The Red Pony.

In 1949, he returned to Europe to find Pierre Boulez dominating the group of post-war avant-garde
composers. He also met with proponents of twelve-tone technique, based on the works of Arnold Schoenberg,
and found himself interested in adapting serial methods to his own musical voice.

1950s and 1960s

Aaron Copland in 1962 from a
television special.
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In 1950, Copland received a Fulbright scholarship to study in Rome, which he did the following year. Around this
time, he also composed his Piano Quartet, adopting Schoenberg’s twelve-tone method of composition, and Old
American Songs (1950), the first set of which was premiered by Peter Pears and Benjamin Britten, the second by
William Warfield.

Because of the political climate of that era, A Lincoln Portrait was withdrawn from the 1953 inaugural concert for
President Eisenhower. That same year, Copland was called before Congress, where he testified that he was
never a communist.

Despite the difficulties that his suspected Communist sympathies posed, Copland nonetheless traveled
extensively during the 1950s and early 1960s, observing the avant-garde styles of Europe while experiencing the
new school of Soviet music. In addition, he was rather taken with the work of Toru Takemitsu while in Japan and
began a correspondence with him that would last over the next decade. Copland wrote of the Japanese
composer: “He has the ‘pure gold’ touch, he chooses his notes carefully and meaningfully.” Copland also gained
exposure to the latest musical trends in Poland and Scandinavia. In observing these new musical forms, Copland
revised his text “The New Music” with comments on the styles that he encountered. In particular, while Copland
explained the importance of the work of John Cage and others (in his chapter titled “The Music of Chance”), he
found that these radical trends in music which appealed to those “who enjoy teetering on the edge of chaos” were
less likely to gain the appreciation of a wider audience “who envisage art as a bulwark against the irrationality of
man’s nature.” As he summarized: “I’ve spent most of my life trying to get the right note in the right place. Just
throwing it open to chance seems to go against my natural instincts.”

In 1954, Copland received a commission from Richard Rodgers and Oscar Hammerstein to create music for the
opera The Tender Land, based on James Agee’s Let Us Now Praise Famous Men. Copland had been wary of
writing an opera, being especially aware of the pitfalls of that form, including weak libretti and demanding
production values. Nevertheless, Copland decided to try his hand at “la forme fatale,” especially as the 1950s
were boom times for American playwrights, with Arthur Miller, Clifford Odets and Thornton Wilder doing some of
their best work. Originally two acts, The Tender Land was later expanded to three. As Copland feared, critics
found the libretto to be the opera’s weakness, and he later stated: “I admit that if I have one regret it is that I never
did write a ‘grand opera’.” In spite of its flaws, the opera has established itself as one of the few American operas
in the standard repertory.

In 1957, 1958, and 1976, Copland was the Music Director of the Ojai Music Festival, a classical and
contemporary music festival in Ojai, California.

Copland exerted a major influence on the compositional style of an entire generation of American composers,
including his friend and protégé Leonard Bernstein. Bernstein was considered the finest conductor of Copland’s
works and cites Copland’s “aesthetic, simplicity with originality” as being his strongest and most influential traits.

For the occasion of the Metropolitan Museum of Art Centennial, Copland composed Ceremonial Fanfare For
Brass Ensemble to accompany the exhibition “Masterpieces Of Fifty Centuries.” Leonard Bernstein, Walter
Piston, William Schuman, and Virgil Thomson also composed pieces for the Museum’s Centennial exhibitions.

Later life

From the 1960s onward, Copland’s activities turned more from composing to conducting. Though not enamored
with the prospect, he found himself without new ideas for composition, saying: “It was exactly as if someone had
simply turned off a faucet.” Copland was a frequent guest conductor of orchestras in the U.S. and the UK. He
made a series of recordings of his music, primarily for Columbia Records. In 1960, RCA Victor released
Copland’s recordings with the Boston Symphony Orchestra of the orchestral suites from Appalachian Spring and
The Tender Land; these recordings were later reissued on CD, as were most of Copland’s Columbia recordings
(by Sony).



Rock Hill, Copland’s home in Cortlandt
Manor, New York, now a National Historic
Landmark

From 1960 to his death, he resided at Cortlandt Manor, New York. His home, known as Rock Hill, was added to
the National Register of Historic Places in 2003. It was further designated a National Historic Landmark in 2008.
Copland’s health deteriorated through the 1980s, and he died of Alzheimer’s disease and respiratory failure on
December 2, 1990, in North Tarrytown, New York (now Sleepy Hollow). Much of his large estate was bequeathed
to the creation of the Aaron Copland Fund for Composers, which bestows over $600,000 per year to performing
groups.

Personal life

Deciding not to follow the example of his father, a solid Democrat, Copland never enrolled as a member of any
political party, but he espoused a general progressive view and had strong ties with numerous colleagues and
friends in the Popular Front, including Odets. Copland supported the Communist Party USA ticket during the
1936 presidential election, at the height of his involvement with The Group Theater, and remained a committed
opponent of militarism and the Cold War, which he regarded as having been instigated by the United States. He
condemned it as “almost worse for art than the real thing”. Throw the artist “into a mood of suspicion, ill-will, and
dread that typifies the cold war attitude and he’ll create nothing”. In keeping with these attitudes, Copland was a
strong supporter of the Presidential candidacy of Henry A. Wallace on the Progressive Party ticket. As a result, he
was later investigated by the FBI during the Red scare of the 1950s and found himself blacklisted.

Copland was included on an FBI list of 151 artists thought to have Communist associations. Joseph McCarthy
and Roy Cohn questioned Copland about his lecturing abroad and his affiliations with various organizations and
events, neglecting completely Copland’s works which made a virtue of American values. Copland made several
denials on record of any serious involvement with a list of political/cultural organizations identified as subversive
by the House of Un-American Activities (HUAC). Copland has also been on record saying he does not think
music has political importance despite having composed some of the most iconic American art music of the 20th
century.

Given the nature of the hearings, Copland was asked to prepare explanations for his seemingly large involvement
in explicitly communist and communist leaning organizations. The danger Copland potentially presented was not
in belonging to communist organizations, but in the possibility of spreading those ideas in the Latin American
countries he was paid by the state to lecture in. The U.S, at the time, still had an interest with overseeing the
continuation of democracy in Latin America.

Outraged by the accusations, many members of the musical community held up Copland’s music as a banner of
his patriotism. The investigations ceased in 1955 and were closed in 1975. Though taxing of his time, energy, and
emotional state, the McCarthy probes did not seriously affect Copland’s career and international artistic
reputation. In any case, beginning in 1950, Copland, who had been appalled at Stalin’s persecution of
Shostakovich and other artists, began resigning from participation in leftist groups. He decried the lack of artistic
freedom in the Soviet Union, and in his 1954 Norton lecture he asserted that loss of freedom under Soviet
Communism deprived artists of “the immemorial right of the artist to be wrong.” He began to vote Democratic, first
for Stevenson and then for Kennedy.

Copland was an agnostic. However, Copland has had various encounters with organized religious thought, which
have influenced some of his early compositions. Copland was once close with the Zionist movement during the
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Popular Front movement, when it was endorsed by the left. In relation to his compositions one of his earliest
musical interests was with klezmer music. the music of his childhood synagogue would be one of the early
influences of his fresh musical aesthetic.

Copland is documented as gay in author Howard Pollack’s biography, Aaron Copland: The Life and Work of an
Uncommon Man. Like many of his contemporaries he guarded his privacy, especially in regard to his
homosexuality, providing very few written details about his private life. However, he was one of the few
composers of his stature to live openly and travel with his intimates, most of whom were talented, much younger
men. Among Copland’s love affairs, most of which lasted for only a few years yet became enduring friendships,
were ones with photographer Victor Kraft (photographer), artist Alvin Ross, pianist Paul Moor, dancer Erik Johns,
and composer John Brodbin Kennedy.

Victor Kraft would prove to be the one constant romantic relationship in Copland’s life. Originally a student of
music under Copland, Kraft gave up music in pursuit of a career in photography on Copland’s urging. Kraft would
leave and re-enter Copland’s life, often bringing much stress with him: their relationship would fluctuate from
contentedness to erratically confrontational on Kraft’s part. Kraft fathered a child to whom Copland later provided
financial security, through a bequest from his estate.

Composer

Influences

Copland’s earliest musical inclinations as a teenager ran toward Chopin, Debussy, Verdi and the Russian
composers. Some of his preferences might also have been formed by the anti-German feelings during World War
I, as later he studied German music. Copland’s curiosity about the latest music from Debussy and Scriabin was
frustrated by the fact that the scores of “avant-garde” works were expensive at that time and hard to come by. So
he borrowed these works from a music library and studied them intensely. Some of his earliest compositions were
songs and piano pieces inspired by these European influences.

Copland’s teacher and mentor Nadia Boulanger was his most important influence. In gratitude for the immense
support and promotion on his behalf, he stated to her in 1950: “I shall count our meeting the most important of my
musical life … Whatever I have accomplished is intimately associated in my mind with those early years, and with
what you have since been as inspiration and example.” Of all her students, she listed Copland first. Copland
especially admired Boulanger’s total grasp of all classical music, and he was encouraged to experiment and
develop a “clarity of conception and elegance in proportion.” Following her model, he studied all periods of
classical music and all forms—from madrigals to symphonies. This breadth of vision led Copland to compose
music for numerous settings—orchestra, opera, solo piano, small ensemble, art song, ballet, theater and film.
Boulanger particularly emphasized “la grande ligne” (the long line), “a sense of forward motion … the feeling for
inevitability, for the creating of an entire piece that could be thought of as a functioning entity.”

In discovering Johann Sebastian Bach, Copland pointed out: “[Bach has an] inexhaustible wealth of musical
riches, which no music lover can afford to ignore … What strikes me most markedly about Bach’s work is the
marvelous rightness of it. It is the rightness not merely of a single individual, but a whole musical epoch.” Copland
stated that an ideal music might combine Mozart’s “spontaneity and refinement” with Palestrina’s “purity” and
Bach’s “profundity”.

Copland was excited to be so close to the new post-Impressionistic French music of Ravel, Roussel, and Satie,
as well as Les six, a group that included Milhaud, Poulenc, and Honegger. Webern, Berg, and Bartók also
impressed him. Copland was “insatiable” in seeking out the newest European music, whether in concerts, score
reading or heated debate. These “moderns” were discarding the old laws of composition and experimenting with
new forms, harmonies and rhythms, and including the use of jazz and quarter-tone music. Serge Koussevitzky
had just arrived in Paris and was adding to the ferment by conducting and promoting the new music of Russia and
France. Later he would conduct many Copland premieres in New York. Among the first performances that
Copland attended was Milhaud’s La création du monde, which caused riots in Paris. Milhaud was Copland’s
inspiration for some of his earlier “jazzy” works. He was also exposed to Schoenberg and admired his earlier
atonal pieces, thinking Schoenberg’s Pierrot Lunaire a landmark work comparable to Stravinsky’s “The Rite of
Spring.” Copland even tried out Schoenberg’s innovative twelve-tone system and adapted it to his style.



Above all others, Copland named Igor Stravinsky as his “hero” and his favorite 20th-century
composer. Stravinsky was in many ways his premiere model. Stravinsky’s rhythm and vitality is apparent in many
of his works. Copland especially admired Stravinsky’s “jagged and uncouth rhythmic effects,” “bold use of
dissonance,” and “hard, dry, crackling sonority.” In a 1950 radio interview, Copland is quoted saying that there is a
“freshness of atmosphere; a freshness of personality–which looks very attractive to American composers.
Europeans are not seeking freshness of music as much as American composers. The reason being that through
their long tradition in music–they already know in advance what they are supposed to write.” As a publicly
identified composer of iconic American music, Copland’s claim that American composers are still in search for a
certain freshness to composition—found in Stravinsky—show they continuing uncertainty of the American art
music scene in the 1950s. Despite using folk themes as a tool for signifying Americanness, Copland continued to
find “freshness” in Stravinsky’s work—especially in his usage of rhythm. Copland was similarly but not quite as
strongly impressed by Sergei Prokofiev’s “fresh, clean-cut, articulate style.”

Another inspiration for much of Copland’s music was jazz. Although familiar with jazz back in America—having
listened to it and also played it in bands—he fully realized its potential while traveling in Austria: “The impression
of jazz one receives in a foreign country is totally unlike the impression of such music heard in one’s own
country … when I heard jazz played in Vienna, it was like hearing it for the first time.” He also found that the
distance from his native country helped him see the United States more clearly. Beginning in 1923, he employed
“jazzy elements” in his classical music, but by the late 1930s, he moved on to Latin and American folk tunes in his
more successful pieces. His earlier works especially demonstrate the influence of jazz rhythmic, timbral and
harmonic practices. That influence is apparent in a few later works, such as the Clarinet Concerto commissioned
by Benny Goodman. During the late 1920s and 1930s, Copland sought out jazz at the Cotton Club and heard
Duke Ellington, Benny Carter and Bix Beiderbecke, among others. Of Duke Ellington among other jazz
composers, Copland said he was “the master of them all.”

Although Copland was intrigued by the idea of a “jazz concerto” and “symphonic jazz,” his Concerto for Piano and
Orchestra did not succeed in that form as had those of Maurice Ravel and George Gershwin, who was praised by
such eminent musical exiles as Schoenberg, Bartók, and Stravinsky (Gershwin had recently died at 38 and so
was no longer a potential rival). Copland would go on to write extensively and deliver the Norton lectures about
jazz in America, especially the big band sound (1930s) and cool West Coast jazz (1950s). Yet, enthusiastic as he
was about jazz throughout his life, Copland also recognized its limitations:

With the [Piano] Concerto I felt I had done all I could with the idiom, considering its limited emotional
scope. True, it was an easy way to be American in musical terms, but all American music could not
possibly be confined to two dominant jazz moods – the blues and the snappy number.

Jazz played an important role for some of Copland’s compositions. What constituted as Jazz was contested by
many musicians and scholars. Copland believed that the essence of Jazz was rooted in rhythm. Copland
identified any sort of syncopation as metrical phenomenon. He called ragtime Jazz’ closest ancestor, while also
citing the foxtrot rhythm—and later the usage of poly-rhythms as the basis for modern jazz. By the
1950s,Copland had come to see the possibilities of Jazz less and less in his compositions, though the idea of
syncopated rhythm would continue to feature prominently in many of his works.

Although his early focus of jazz gave way to other influences, Copland continued to make use of jazz in more
subtle ways in later works. But it was the synthesizing of all his influences and inclinations which create the
“Americanism” of his music. Copland pointed out in summarizing the American character of his music, “the
optimistic tone”, “his love of rather large canvases”, “a certain directness in expression of sentiment”, and “a
certain songfulness”. As he advanced in his career (by 1941), he said of himself and advised other composers:

I no longer feel the need of seeking out conscious Americanisms [folksongs and folk rhythms]. Because
we live here and work here, we can be certain that when our music is mature it will also be American in
quality.

In contradiction to this statement, however, he continued to look for and employ folk material for several more
years.

Copland’s work from the late 1940s onward included experimentation with Schönberg’s twelve-tone system,
resulting in two major works, the Piano Quartet (1950) and the Piano Fantasy (1957).



Early work

Copland’s earliest compositions before leaving for Paris were short works for piano and some art songs, inspired
mostly by Liszt and Debussy. He experimented with ambiguous beginnings and endings, rapid key changes, and
the frequent use of tritones. His first published work was The Cat and the Mouse (1920), a piano solo piece
based on a fable by Jean de la Fontaine. In Three Moods (1921), Copland’s final movement is entitled “Jazzy”,
which he noted “is based on two jazz melodies and ought to make the old professors sit up and take notice”.

One of Copland’s first significant works upon returning from his studies in Paris was the necromantic ballet Grohg.
This ballet, suggested to Copland by the film Nosferatu, a free adaptation of the Dracula tale, provided the source
material for his later Dance Symphony. Originally intended as an orchestral exercise while he was studying in
Paris, Copland completed it as a full orchestral score after returning to New York in 1925. It too had “jazz
elements” as did many of Copland’s works in the 1920s.

Copland’s Symphony for Organ and Orchestra (1924) brought him into contact with Serge Koussevitzky, a
conductor known as a champion of “new music”, and another figure who would prove to be influential in Copland’s
life, perhaps the second most important after Boulanger. Koussevitzky performed twelve Copland works during
his tenure as conductor of the Boston Symphony. Copland’s relationship with Koussevitzky was apparently
unique, as his interpretations of Copland’s works reflected the particular admiration that the latter had for the
young composer. Copland’s Music for the Theatre (1925) and the Piano Concerto (1926) were both composed
for Koussevitzky.

Visits to Europe in 1926 and 1927 brought him into contact with the most recent developments there, including
Webern’s Five Pieces for Orchestra, which greatly impressed him. In August 1927, while staying in Königstein,
Copland wrote Poet’s Song, a setting of a text by E. E. Cummings and his first composition using Schoenberg’s
twelve-tone technique. This was followed by the Symphonic Ode (1929) and the Piano Variations (1930), both of
which rely on the exhaustive development of a single short motive. This procedure, which provided Copland with
more formal flexibility and a greater emotional range than in his earlier music, is similar to Schoenberg’s idea of
“continuous variation” and, according to Copland’s own admission, was influenced by the twelve-tone method,
though neither work actually uses a twelve-tone row.

Other major works of his first period include the Piano Variations (1930), and the Short Symphony (1933).
However, this jazz-inspired period was relatively brief, as his style evolved toward the goal of writing more
accessible works using folk sources.

Popular works

Impressed with the success of Virgil Thomson’s Four Saints in Three Acts, Copland wrote El Salón México
between 1932 and 1936, which met with a popular acclaim that contrasted the relative obscurity of most of his
previous works. It appears he intended it to be a popular favorite, as he wrote in 1955: “It seems a long long time
since anyone has written an España or Bolero—the kind of brilliant orchestral piece that everyone
loves.” Inspiration for this work came from Copland’s vivid recollection of visiting the “Salon Mexico” dancehall
where he witnessed a more intimate view of Mexico’s nightlife. For Copland, the biggest impact came, not from
the music of the people dancing, but from the spirit of the environment. Copland said that he could literally feel
the essence of the Mexican people in the dance hall. This prompted him to write a piece celebrating the spirit of
Mexico using Mexican Themes. Copland derived freely from two collections of Mexican folk tunes, changing
pitches and varying rhythms. The use of a folk tune with variations set in a symphonic context started a pattern he
repeated in many of his most successful works right on through the 1940s. This work also marked the return of
jazz patterns to Copland’s compositional style, though they appeared in a more subdued form than before and
were no longer the centerpiece. Chávez conducted the premiere, and El Salón México became an international
hit, gaining Copland wide recognition.

Copland achieved his first major success in ballet music with his groundbreaking score Billy the Kid, based on a
Walter Noble Burns novel, with choreography by Eugene Loring. The ballet was among the first to display an
American music and dance vocabulary, adapting the “strong technique and intense charm of Astaire” and other
American dancers. It was distinctive in its use of polyrhythm and polyharmony, particularly in the cowboy
songs. The ballet premiered in New York in 1939, with Copland recalling “I cannot remember another work of
mine that was so unanimously received.” John Martin wrote, “Aaron Copland has furnished an admirable score,
warm and human, and with not a wasted note about it anywhere.” It became a staple work of the American Ballet



Theatre, and Copland’s twenty-minute suite from the ballet became part of the standard orchestral repertoire.
When asked how a Jewish New Yorker managed so well to capture the Old West, Copland answered “It was just
a feat of imagination.”

In the early 1940s, Copland produced two important works intended as national morale boosters. Fanfare for the
Common Man, scored for brass and percussion, was written in 1942 at the request of the conductor Eugene
Goossens, conductor of the Cincinnati Symphony Orchestra. It would later be used to open many Democratic
National Conventions, and to add dignity to a wide range of other events. Even musical groups from Woody
Herman’s jazz band to the Rolling Stones adapted the opening theme. Emerson, Lake & Palmer recorded a
“progressive rock” version of the composition in 1977. The fanfare was also used as the main theme of the fourth
movement of Copland’s Third Symphony, where it first appears in a quiet, pastoral manner, then in the brassier
form of the original. In the same year, Copland wrote A Lincoln Portrait, a commission from conductor André
Kostelanetz, leading to a further strengthening of his association with American patriotic music. The work is
famous for the spoken recitation of Lincoln’s words, though the idea had been previously employed by John Alden
Carpenter’s “Song of Faith” based on George Washington’s quotations. “Lincoln Portrait” is often performed at
national holiday celebrations. Many Americans have performed the recitation, including politicians, actors, and
musicians and Copland himself, with Henry Fonda doing the most notable recording.

Continuing his string of successes, in 1942 Copland composed the ballet Rodeo, a tale of a ranch wedding,
written around the same time as Lincoln Portrait. Rodeo is another enduring composition for Copland and
contains many recognizable folk tunes, well-blended with Copland’s original music. Notable in the final movement,
is the striking “Hoedown”. This was a recreation of Appalachian fiddler W. H. Stepp’s version of the square-dance
tune “Bonypart” (“Bonaparte’s Retreat”), which had been transcribed for piano by Ruth Crawford Seeger and
published in Alan Lomax and Seeger’s book, Our Singing Country (1941). For the “Hoedown” in Rodeo Copland
borrowed note for note from Seeger’s piano transcription of Stepp’s tune. This fragment (lifted from Ruth
Crawford Seeger) is now one of the best-known compositions by any American composer, having been used
numerous times in movies and on television, including commercials for the American beef industry. “Hoedown”
was given a rock arrangement by Emerson, Lake & Palmer in 1972. The ballet, originally titled “The Courting at
Burnt Ranch”, was choreographed by Agnes de Mille, niece of film giant Cecil B. DeMille. It premiered at the
Metropolitan Opera on October 16, 1942, with de Mille dancing the principal “cowgirl” role and the performance
received a standing ovation. A reduced score is still popular as an orchestral piece, especially at “Pops” concerts.

Martha Graham in 1948

Copland was commissioned to write another ballet, Appalachian Spring, originally written using thirteen
instruments, which he ultimately arranged as a popular orchestral suite. The commission for Appalachian Spring
came from Martha Graham, who had requested of Copland merely “music for an American ballet”. Copland titled
the piece “Ballet for Martha”, having no idea of how she would use it on stage but he had her in mind. “When I
wrote ‘Appalachian Spring’ I was thinking primarily about Martha and her unique choreographic style, which I
knew well … And she’s unquestionably very American: there’s something prim and restrained, simple yet strong,
about her which one tends to think of as American.” Copland borrowed the flavor of Shaker songs and dances,
and directly used the dance song Simple Gifts. Graham took the score and created a ballet she called
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Appalachian Spring (from a poem by Hart Crane which had no connection with Shakers). It was an instant
success, and the music later acquired the same name. Copland was amused and delighted later in life when
people would come up to him and say: “Mr. Copland, when I see that ballet and when I hear your music I can see
the Appalachians and just feel spring.” Copland had no particular setting in mind while writing the music, he just
tried to give it an American flavor, and had no knowledge of the borrowed title, in which “spring” refers to a spring
of water, not the season Spring.

Symphonic works

Copland composed three numbered symphonies, but applied the word “symphony” to more than just symphonies
of typical structure. He re-orchestrated his early three-movement Organ Symphony omitting the organ, calling the
result his First Symphony. His fifteen-minute Short Symphony was the Second Symphony, though it also exists as
the Sextet. His Dance Symphony was hurriedly extracted from the earlier unproduced ballet Grohg to meet an
RCA Records commission deadline.

The Third Symphony is in the more traditional format (four movements; second movement, scherzo; third
movement, adagio) and is his most famous symphony. At forty minutes, it is his longest orchestral
composition. He composed it with Koussevitzky’s unique character in mind, “I knew exactly the kind of music he
enjoyed conducting and the sentiments he brought with it, and I knew the sound of his orchestra, so I had every
reason to do my darnedest to write a symphony in the grand manner.” Among the details of interest in the work is
Copland’s use of palindromic structure—whole movements as well as melodies end as they began. Completing
the work after World War II was won by the Allies, he stated that the symphony was “intended to reflect the
euphoric spirit of the country at the time.” The work received generally strong acclaim. Koussevitzky “declared it
simply the greatest American symphony ever written.” Arthur Berger stated that it achieved “a kind of panorama of
all the musical resources that have through the years formed his musical language.” While Leonard Bernstein
“deemed it the epitome of a decades-long search by many composers for a distinctly American music.” It is the
best known, most performed, and most recorded American symphony of the 20th Century.

Later work

Copland’s work in the late 1940s and 1950s included use of Schönberg’s twelve-tone system, a development that
he recognized as important, but which he did not fully embrace. His first result was his “Piano Quartet”
(1950). However, he found the atonality of serialized music to run counter to his desire to reach a wide audience.
So, in contrast to the Second Viennese School, Copland’s use of the system emphasized the importance of the
“classicalizing principles”, in order to prevent the material from falling into “near-chaos”.

In 1951, Copland undertook one of his most challenging works, the “Piano Fantasy” (1957) which he labored over
for several years. It was a commission for the young virtuoso pianist William Kapell, who died in an aircraft crash
in 1953 during the years of the work’s development. The piece adapted the twelve-tone system as a ten-note row,
reserving the last two notes as a tonal resolution and anchor. Critics lauded the effort, calling the piece “an
outstanding addition to his own oeuvre and to contemporary piano literature” and “a tremendous achievement”.
Jay Rosenfield stated, “This is a new Copland to us, an artist advancing with strength and not building on the past
alone.”

Other late works include: “Dance Panels” (1959, ballet music), “Something Wild” (1961, his last film score, much
of which would be later incorporated into his “Music for a Great City”), “Connotations” (1962, for the new Lincoln
Center Philharmonic hall), “Emblems” (1964, for wind band), “Night Thoughts” (1972, for the Van Cliburn
International Piano Competition), and “Proclamation'” (1982, his last work, started in 1973).

Film Composer

By the 1930s, Hollywood began to beckon “serious” composers with promises of better films and higher pay. The
reality, however, was that few found good projects. Copland sought to enter that arena, as both a challenge for
his abilities as a composer and an opportunity to expand his reputation and audience for his more serious works.
Unlike the total attention he would hope to get from a concert-goer, Copland wrote that film music had to achieve
a balance. It should be “secondary in importance to the story being told on the screen” while notably adding to the
dramatic and emotional content of the film—but without diverting the viewer’s attention from the action.



Upon arriving in Hollywood in 1937, he had high hopes: “It is just a matter of finding a feature film that needs my
kind of music.” What he found, however, was the ongoing tendency of studios to edit and cut movie scores, which
often subverted a composer’s intentions. No projects seemed suitable at first. But his patience paid off two years
later when Copland found a kindred spirit in director Lewis Milestone, who allowed Copland to supervise his own
orchestration and who refrained from interfering with his work. Copland composed three of his five film scores for
Milestone.

This collaboration resulted in the notable film Of Mice and Men (1939), from the novel by John Steinbeck, that
earned Copland his first nomination for an Academy Award ( he actually received two nominations, one for “best
score” and another for “original score”). He considered himself lucky with his first film score: “Here was an
American theme, by a great American writer, demanding appropriate music.” Having accepted small sums for
other projects in the past, especially to help out cash-strapped productions involving friends, this time Copland
would capitalize on his efforts: “I thought if I was to sell myself to the movies, I ought to sell myself good.” From
then on, he became one of Hollywood’s highest paid film composers, earning as much as $15,000 per film.

In a departure from other film scores of the time, Copland’s work largely reflected his own style, instead of the
usual borrowing from the late-Romantic period. Many silent and early talking films used classical music themes
directly, both in the credit sequences and during the action. But with Copland, the film score’s purpose was more
comprehensive and subtle, setting the atmosphere of time and place, illustrating the thoughts of the actors,
providing continuity and filler, and shaping the emotion and drama. He often avoided the full orchestra, and he
rejected the common practice of using a leitmotiv to identify characters with their own personal themes. He
instead matched a theme to the action, while avoiding the underlining of every action with exaggerated emphasis.

Another technique Copland employed was to keep silent during intimate screen moments and only begin the
music as a confirming motive toward the end of a scene. Virgil Thompson wrote that the score for Of Mice and
Men established “the most distinguished populist musical style yet created in America.” Many composers who
scored for western movies, particularly between 1940 and 1960, were influenced by Copland’s style, though some
also followed the “Max Steiner” approach, which was more bombastic and obvious. As a commentator on film
scores, Copland singled out Bernard Herrmann, Miklós Rózsa, Alex North and Erich Wolfgang Korngold as
innovative leaders in the field.

Copland’s score for The North Star (1943) was nominated for an Academy Award, and his score for William
Wyler’s 1949 film, The Heiress won the award. Several themes from his scores are incorporated in the suite
Music for Movies. His score for the film adaptation of John Steinbeck’s novel The Red Pony was arranged by
commission of the Houston Symphony Orchestra as a suite for their performance in October 1948 and became
widely popular. His score for the 1961 independent film Something Wild was released in 1964 as Music For a
Great City. Copland also composed scores for two documentary films, The City (1939) and The Cummington
Story (1945).

When commenting on the effectiveness of film scores, Copland said: “I’d love to be able to have audiences see a
film with the music, then see it a second time with the music turned off, and then see it a third time with the music
turned on. Then, I think they’d get a much more specific idea of what the music does for a film.”.

Critic, writer, and teacher

Copland had a large following of pupils—oftentimes mixing his personal life with them. Of notable students,
Leonard Bernstein and Victor Kraft were two with whom he continued having intimately personal relationships.
Bernstein would go on to champion Copland as one of the greatest American composers of all time while being
one of the few people Copland opened up to.

Copland also wrote prolifically on the subject of music. Across decades, Copland has published pieces on music
criticism analysis on musical trends, and on his own compositions. Starting with his first critiques in 1924, Copland
began a long career as music critic, teacher, and observer, mostly of contemporary classical music. He was an
avid lecturer and lecturer-performer. He wrote reviews of specific works, trends, composers, festivals, books
about music, and recordings. He took on a wide range of issues from the most general (“Creativity”) to the most
practical (“Composer Economics”). Copland also wrote three books, “What to Listen for in Music (1939)”, “Our
New Music (1941)”, and “Music and Imagination” (1952). He had a long list of notable students (see below).
Copland put a good deal of time and energy into supporting young musicians, especially through his association



with the Berkshire Music Center at Tanglewood, both as a guest conductor and teacher. In working with young
composers, Copland thought it more important to focus on expressive content than on technical points.

Conductor

Copland studied conducting in Paris in 1921, but not until his involvement conducting his own Hollywood scores,
did he undertake it except out of necessity. On his international travels in the 1940s, however, he began to make
appearances as a guest conductor, performing his own works. By the 1950s, he was conducting the works of
other composers as well. From the 1960s on, he conducted far more than he composed.

A self-taught conductor, Copland developed a very personal style. He occasionally asked friend Leonard
Bernstein for advice. Copland took an understated and unpretentious approach to conducting and modeled his
style after other composer/conductors such as Stravinsky and Hindemith. Observers of Copland noted that he
had “none of the typical conductorial vanities”. Though his friendly and modest persona, and his great
enthusiasm, were appreciated by professional orchestra musicians, some criticized his beat as “unsteady” and his
interpretations as “unexciting”. Some of his peers, like Koussevitzky, went even further, advising him to “stay
home and compose”. Copland thoroughly enjoyed conducting but admitted that he did it in part because in the
last seventeen years of his life he felt little inspiration to compose. He was offered “permanent” conducting posts
but preferred to operate as a guest conductor. Nearly all of Copland’s conducting appearances included his own
works, which added to the intoxication of conducting. As he stated, “Conducting puts one in a very powerful
position … Best of all, it is a use of power for a good purpose.” It also allowed him the freedom to travel which he
always enjoyed.

Copland was a strong advocate for newer music and composers, and his programs always included heavy
representation of 20th-century music and lesser-known composers. Performers and audiences generally greeted
his conducting appearances as positive opportunities to hear his music as the composer intended, but sometimes
found his efforts with other composers to be lacking. From Copland’s point of view, he found both the New York
Philharmonic and the Boston Symphony Orchestra to be “tough” groups, resistant to newer music. Newton
Mansfield, violinist with the New York Philharmonic, stated, “The orchestra didn’t take him too seriously. It was
like going out to a nice lunch.” Copland also found resistance from European orchestras; however, he was
warmly received and respected in England. Copland recorded nearly all his orchestral works with himself
conducting.

Awards

• On September 14, 1964, Aaron Copland was presented with the Presidential Medal of Freedom by
President Lyndon Johnson.

• In honor of Copland’s vast influence on American music, on December 15, 1970 he was awarded the
prestigious University of Pennsylvania Glee Club Award of Merit. Beginning in 1964, this award
“established to bring a declaration of appreciation to an individual each year that has made a significant
contribution to the world of music and helped to create a climate in which our talents may find valid
expression.”

• Copland was awarded the New York Music Critics’ Circle Award and the Pulitzer Prize in composition for
Appalachian Spring. His scores for Of Mice and Men (1939), Our Town (1940), and The North Star
(1943) all received Academy Award nominations, while The Heiress won Best Music in 1950.

• He was a recipient of Yale University’s Sanford Medal.
• In 1986, he was awarded the National Medal of Arts.
• He was awarded a special Congressional Gold Medal by the United States Congress in 1987.
• He was made an honorary member of the Alpha Upsilon chapter of Phi Mu Alpha Sinfonia in 1961 and

was awarded the fraternity’s Charles E. Lutton Man of Music Award in 1970.

Notable students

For Copland’s notable students, see List of music students by teacher: A to M#Aaron Copland.



Selected works

See also: List of compositions by Aaron Copland

• Scherzo Humoristique: The Cat and the Mouse
(1920)

• Four Motets (1921)
• Three Moods (piano solo) (1921)
• Passacaglia (piano solo) (1922)
• Symphony for Organ and Orchestra (1924)
• Music for the Theater (1925)
• Dance Symphony (1925)
• Concerto for Piano and Orchestra (1926)
• Symphonic Ode (1927–1929)
• Piano Variations (1930)
• Grohg (ballet) (1925/32)
• Short Symphony (Symphony No. 2) (1931–33)
• Statements for orchestra (1932–35)
• The Second Hurricane, play-opera for high

school performance (1936)
• El Salón México (1936)
• Billy the Kid (ballet) (1938)
• Quiet City (1940)
• Our Town (1940)
• Piano Sonata (1939–41)
• An Outdoor Overture, written for high school

orchestras (1938) and transcribed for wind band
(1941)

• Fanfare for the Common Man (1942)
• Lincoln Portrait (1942)
• Rodeo (ballet) (1942)
• Danzon Cubano (1942)

• Music for the Movies (1942)
• Sonata for violin and piano (1943)
• Appalachian Spring (ballet) (1944)
• Third Symphony (1944–1946)
• In the Beginning (1947)
• The Red Pony (1948)
• Clarinet Concerto (commissioned by

Benny Goodman) (1947–1948)
• Twelve Poems of Emily Dickinson

(1950)
• Piano Quartet (1950)
• Old American Songs (1952)
• The Tender Land (opera) (1954)
• Canticle of Freedom (1955)
• Orchestral Variations (orchestration of

Piano Variations) (1957)
• Piano Fantasy (1957)
• Dance Panels (ballet) (1959; revised

1962)
• Connotations (1962)
• Down A Country Lane (1962)
• Music for a Great City (1964) (based on

his score of the 1961 film Something
Wild)

• Emblems, for wind band (1964)
• Inscape (1967)
• Duo for flute and piano (1971)
• Three Latin American Sketches (1972)

Film

• Aaron Copland: A Self-Portrait (1985). Directed by Allan Miller. Biographies in Music series. Princeton,
New Jersey: The Humanities.

• Appalachian Spring (1996). Directed by Graham Strong, Scottish Television Enterprises. Princeton, New
Jersey: Films for the Humanities.

• Copland Portrait (1975). Directed by Terry Sanders, United States Information Agency. Santa Monica,
California: American Film Foundation.

• Fanfare for America: The Composer Aaron Copland (2001). Directed by Andreas Skipis. Produced by
Hessischer Rundfunk in association with Reiner Moritz Associates. Princeton, New Jersey: Films for the
Humanities & Sciences.

Written works

• Copland, Aaron (1939; Revised 1957), What to Listen For in Music, New York, New York: McGraw-Hill
Book Company, reprinted many times.

• Copland, Aaron (2006). Music and Imagination, Cambridge, Massachusetts: Harvard University Press.
ISBN 978-0-674-58915-5
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External links

• Copland House
• American Masters “Aaron Copland” at www.pbs.org
• The Aaron Copland Collection, 1900–1990, Music Division, Library of Congress
• Review of “Howard Pollack, Aaron Copland: The Life and Work of an Uncommon Man” by R. James

Tobin
• Who Was That Masked Composer? by David Schiff
• Aaron Copland and His World
• Aaron Copland On Film Music
• Aaron Copland discography at MusicBrainz
• Brief Copland Bio
• Music and Imagination (1952)
• The short film Copland Portrait (1975) is available for free download at the Internet Archive [more]

• Keeping Score: Copland and the American Sound – Multimedia website produced by the San Francisco
Symphony

• Aaron Copland Meets The Shakers
• Aaron Copland at NPR Music
• Aaron Copland at Find a Grave
• Aaron Copland’s personal library on LibraryThing
• The Presidency Project – Remarks at the Presentation of the 1964 Presidential Medal of Freedom

Awards.
• Lifetime Honors – National Medal of Arts

• Art of the States: Aaron Copland
• Audio (.ram files) of a 1961 interview for the BBC
• Audio (.smil files) of a 1980 interview for NPR
• Fanfare for America (video)
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COPLAND: RODEO

RodeoRodeo

Rodeo is a ballet scored by Aaron Copland and choreographed by Agnes de Mille, which premiered in 1942.
Subtitled “The Courting at Burnt Ranch”, the ballet consists of five sections: “Buckaroo Holiday”, “Ranch
House Party”, “Corral Nocturne”, “Saturday Night Waltz”, and “Hoe-Down”. The symphonic version omits
“Ranch House Party”, leaving the other sections relatively intact.

Genesis

The original ballet was choreographed by Agnes de Mille for the Ballet Russe de Monte Carlo, a dance company
that moved to the United States during World War II. In order to compete with the rival company Ballet Theatre,
the Ballet Russe commissioned the American choreographer out of a career of relative obscurity. De Mille was
given considerable creative control, choosing Aaron Copland as the composer after being impressed by his
previous ballet, Billy the Kid. Though Copland was initially reluctant to compose “another Cowboy ballet,” De Mille
successfully persuaded him that this show would mark a significant departure from his previous work. As de Mille
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found herself occupied with instructing a highly international cast in the mannerisms of American cowboys,
Copland recommended that Oliver Smith design the sets, in what would prove to be a prescient action.

De Mille herself played the lead, and the premiere at the Metropolitan Opera House on 16 October 1942 received
22 curtain calls. The other principal dancers in the cast included Frederic Franklin and Casimir Kokitch. Though
de Mille herself was not entirely pleased with the premiere, it was attended by Rodgers and Hammerstein, who
approached de Mille afterward to request that she choreograph their upcoming production of Oklahoma!.

The ballet makes use of riding movements that Agnes de Mille devised with the assistance of Peggy van Praagh,
for a recital in London by Peggy van Praagh and Hugh Laing in 1938. De Mille also made use of such vernacular
forms as a square dance and a cadenza for a tap dancer.

Noted among many reviews was de Mille’s highly evocative choreography, described as “film sensibility” and
renowned for its realism. The original production went on to lead a successful tour, though producers were hard
pressed to replicate the skill with which de Mille had portrayed the lead. De Mille retained veto power over any
casting of the ballet, which often sent companies to extremes in order to find a worthy Cowgirl. Meanwhile,
Copland arranged the music as a symphonic suite for orchestra titled Four Dance Episodes from Rodeo, which
consisted chiefly of removing “Ranch House Party” and minor adjustments to the final two sections. With the
middle section removed, the composition resembled the symphonic form with an ambitious opening movement,
slow movement, minuet and finale. In this form, Rodeo found even greater success, premiering at the Boston
Pops in 1943.

Structure and analysis

The circumstances surrounding the composition of Rodeo led to its having a number of features that set it apart
from other Copland compositions. Though many of Copland’s works incorporate traditional American folk tunes,
Rodeo is unique in that it leaves them quite intact in the score, with very little alteration on the part of the
composer. This is likely attributable in part to De Mille’s control over the work. Indeed, she had already blocked
the entire show before Copland had written a single note and also transcribed several folk tunes, including “Old
Paint”, for Copland in addition to her blocking notes.

The well-known main theme of “Hoe-Down” is based on a unique version of the American folk song “Bonyparte”
or “Bonaparte’s Retreat,” played by Salyersville, Kentucky fiddler William Hamilton Stepp, which was recorded in
1937 by Alan Lomax for the Library of Congress. A meticulous transcription by Ruth Crawford Seeger of that
performance appeared in Lomax’s 1941 book, “Our Singing Country”.

Many of the themes were autobiographical for De Mille. An extremely skilled dancer, the choreographer
nonetheless felt awkward in the offstage world, and the Cowgirl’s unwillingness to subscribe to traditional gender
roles mirrors De Mille’s experience.

Buckaroo Holiday

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

“Buckaroo Holiday”

A 25 second sample of the “Buckaroo Holiday” movement demonstrating the rhythmic motif of
the main “Rodeo” theme.
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Problems playing this file? See media help.

Rodeo opens with a grand fanfare, vamping until R5-6, where the woodwinds introduce the Cowgirl’s theme. This
quiet theme continues until the Rodeo theme begins presenting a highly rhythmic motif that evokes the trotting of
horses. The lone Cowgirl seeks the affections of the Head Wrangler, who is rather taken with the more feminine
Rancher’s Daughter. The cowboys enter to the railroad tune of “Sis Joe”, envisioned by de Mille as an event “like
thunder,” which Copland obliges with heavy drums and brass. As the cowgirl seeks the attention of her quarry,
she mimics the surrounding cowboys, reflected in the heavy use of the tune “If He’d Be a Buckaroo” in this
section. The theme is repeated by various solo instruments before being realized in triple canon by the full
orchestra. After a brief return to the quiet Cowgirl theme, the fanfare returns at . “Sis Joe” reappears again, before
the entire orchestra triumphantly plays “If He’d be a Buckaroo”.

Corral Nocturne
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Visit this page online in your course to view this presentation.

“Corral Nocturne”

A 24 second sample of “Corral Nocturne” demonstrating the lyrical interplay of the oboe and
bassoon to create the mood of a lovesick character.

Problems playing this file? See media help.

At least partially written by Leonard Bernstein, the “Corral Nocturne” invokes the lovesick musings of the Cowgirl,
portrayed rather lyrically by Copland’s heavy use of oboe and bassoon. In writing this scene, de Mille noted that
“She run[s] through the empty corrals intoxicated with space, her feet thudding in the stillness.” The Head
Wrangler discovers her in the darkness, but she does not come toward him as the Rancher’s Daughter would.
Confused, he exits with the Rancher’s Daughter.

Ranch House Party

The subsequent “Ranch House Party” (a ballet only) was envisioned by de Mille as “Dance music inside. Night
music outside.” Indeed, the section opens with a honky-tonk theme played on a piano, accompanied by a more
thoughtful clarinet. The Cowgirl finds herself between the Champion Roper and the Wrangler, who are attracted to
the Rancher’s Daughter. “Corral Nocturne” is recalled at the end of this section, as the Cowgirl finds herself quite
alone.
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Saturday Night Waltz
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Visit this page online in your course to view this presentation.

“Saturday Night Waltz”

A 16 second sample of “Saturday Night Waltz” demonstrating the subtle use of single
woodwind instruments over a bed of strings to represent the characters.

Problems playing this file? See media help.

While the “Texas minuet” of the “Saturday Night Waltz” plays de Mille’s transcribed version of “I Ride an Old
Paint” (also known as “Houlihan”) the cowboys and their girls pair off. Expectant of a partner and finding none, the
Cowgirl is alone until the Champion Roper approaches her, having failed to best the Wrangler in winning the
affections of the Rancher’s Daughter. Both this section and the “Corral Nocturne” feature Copland’s characteristic
economy of sound, where he uses solo instruments in lieu of entire sections.

Hoe-Down

Hear the MusicHear the Music

Visit this page online in your course to view this presentation.

“Hoe-Down”

A 20 second sample of “Hoe-Down” demonstrating the main theme of the movement with the
horns providing counterpoint to the main string melody.

Problems playing this file? See media help.

Finally, the “Hoe-Down” opens by vamping the first bar of William H. Stepp’s interpretation of the folk tune
“Bonaparte’s Retreat”, which will become a major theme of the section. After a reprisal of the Rodeo theme, the
theme proper begins in the strings, as the horns play a simple counterpoint. Instead of building to a climax, this
section segues into “McLeod’s Reel”, performed by various solo instruments. Copland briefly introduces the Irish
theme “Gilderoy” in the clarinet and oboe.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

Sorry, your browser either has
JavaScript disabled or does not have
any supported player.You can
download the clip or download a
player to play the clip in your
browser.

https://s3-us-west-2.amazonaws.com/candimgs/i2FOpR/50px-Gnome-mime-sound-openclipart.svg.png
https://s3-us-west-2.amazonaws.com/candimgs/i2FOpR/50px-Gnome-mime-sound-openclipart.svg.png
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
http://en.wikipedia.org/wiki/Wikipedia:Media_help
https://s3-us-west-2.amazonaws.com/candimgs/i2FOpR/50px-Gnome-mime-sound-openclipart.svg.png
https://s3-us-west-2.amazonaws.com/candimgs/i2FOpR/50px-Gnome-mime-sound-openclipart.svg.png
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
https://www.mediawiki.org/wiki/Special:MyLanguage/Extension:TimedMediaHandler/Client_download
http://en.wikipedia.org/wiki/Wikipedia:Media_help


Building toward the end, Copland reintroduces “Bonaparte’s Retreat” in canon, before returning to the Rodeo
theme, which slows into the climactic kiss between the Cowgirl and the Roper. “Bonaparte’s Retreat” is then
resumed by the full orchestra, which ends the piece with a grand fanfare.

The ballet and its place in the repertoire

In what is considered one of the earliest examples of a truly American ballet, Rodeo combines the exuberance of
a Broadway musical with the disciplines of classical ballet. Of particular note, the first scene requires men to
pantomime riding and roping while dancing solo and dancing in groups (not very common for male ballet
dancers), and while interacting with an awkward Cowgirl, who seeks their acceptance. The cast dresses in
stylized western garb, which makes it all the more difficult to execute many of the moves.

Classical ballet storylines typically involve some boy-meets-girl relationship, or at most a love triangle. But Rodeo
forces an American Cowgirl to compete against an army of local girls in a quest to win the attention of the
Champion Roper. The pairing and mutual attraction of the men and women in the cast appears fluid, and at times
confusing to the rejected Cowgirl. Against this backdrop, the Cowgirl emotes strength, awkwardness, confidence,
femininity and vulnerability, while executing rapid-fire footwork and pantomime, which mimics the bronco-busting
of the men. Any comic dancer who plays the Cowgirl must succeed at being a failure, only to emerge triumphant
in the end when she finally dons a dress for dance night.

Regarding this nuanced role, DeMille said: “She acts like a boy, not to be a boy, but to be liked by the boys.”

The American Ballet Notes for its 1950 premiere performance (Hessisches Staatstheater Wiesbaden, Germany)
state: Rodeo … is a love story of the American Southwest. The problem it deals with is perennial: how an
American girl, with the odds seemingly all against her, sets out to get herself a man. The girl in this case is a
cowgirl, a tomboy whose desperate efforts to become one of the ranch’s cowhands create a problem for the
cowboys and make her the laughingstock of womankind.

As noted above, finding suitable Cowgirls to play this role was a challenge. Lucia Chase recalls that when the
Ballet Theater Company had exclusive rights to stage Rodeo, Agnes DeMille urged the employment of “charming
and talented comediennes from the Broadway musical stage” for the role. In the ballet world, DeMille’s favorites
for the role were: Dorothy Etheridge (Ballet Russe de Monte Carlo), Jenny Workman (The Ballet Theater
Company), Bonnie Wyckoff (Boston Ballet) and Christine Sarry (American Ballet Theatre).

In the 1970s, Christine Sarry emerged as DeMille’s preferred interpreter of this complex role, DeMille even
preferring Sarry’s version to her own. Agnes DeMille stated in her will that only Sarry was authorized to approve
of dancers who could take up the role of the Cowgirl. Since Agnes DeMille’s passing, Sarry has coached and
approved numerous dancers in the part. In the 21st century, the list includes: Tina LeBlanc (San Francisco Ballet
(2006), Kristin Long (San Francisco Ballet, 2007); Xiomara Reyes (American Ballet Theater, 2006); Marian Butler
(American Ballet Theater, 2006); and Erica Cornejo (American Ballet Theater, 2005).

Of Ms. Cornejo, critic Jerry Hochman wrote, “Cornejo owns the role now”. That being the opinion of just one local
critic, it remains to be seen who will be the heir-apparent in the next generation.

Up to 1979, Rodeo was staged mainly by deMille and Vernon Lusby, for many years one of her most trusted
assistants on numerous projects. When illness precluded his ability to continue setting Rodeo in 1981, deMille
asked Paul Sutherland, a former principal dancer with American Ballet Theatre, Joffrey Ballet, and Harkness
Ballet who had danced leading roles in several of her ballets, to begin staging Rodeo. With the passing of Agnes
deMille in 1993, ownership and all rights to Rodeo passed to her son, Jonathan Prude. For the next several years,
several people staged the ballet. In 1999, Prude set up the deMille Committee to oversee her numerous works
and assigned sole responsibility for staging Rodeo to Sutherland, including the selection of dancers, rehearsals
and stage production. With the exception of a few companies to whom Agnes deMille had, years before, given the
ballet in perpetuity, Sutherland has staged Rodeo over fifty times for dozens of companies and universities
throughout the United States and Canada as well as in Antwerp, Belgium, and continues to do so.

For a point of comparison, it has been nearly 120 years since the premiere of The Nutcracker, and more than 70
years since the premiere of Rodeo. This increasing longevity, plus the anchoring of Copland’s score in American
culture, suggests near-certain permanence for the ballet.



Popular culture

A version of the “Hoe-Down” section was recorded by 1970s progressive rock band Emerson, Lake & Palmer and
folk rock and jazz group Béla Fleck and the Flecktones.

At Bob Dylan’s performances during his “Never-Ending Tour”, he is introduced by his stage manager reading a
short biography with “Hoe-Down” playing in the background.

The music was also famously used as the background theme for the “Beef. It’s What’s For Dinner” advertising
campaign in the 1990s, and also in the The Simpsons episode “The Seemingly Never-Ending Story”. A close
parody of it, titled “In Training” and adapted with the film’s leitmotifs, was composed by James Horner for An
American Tail: Fievel Goes West.

External links

• Our Singing Country
• If He’d be a Buckaroo
• Sis Joe
• Bonyparte
• Miss McLeod’s Reel
• Video – Aaron copland – Rodeo – Suite (complete) (22:44).
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COPLAND: RODEO VIDEO

Watch this video online: https://youtu.be/8PGkJkpK1yU
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PENDERECKI: BIOGRAPHY

Krzysztof Penderecki, Gdańsk, 2008

Krzysztof Eugeniusz PendereckiKrzysztof Eugeniusz Penderecki

Krzysztof Eugeniusz PendereckiKrzysztof Eugeniusz Penderecki (/ˈkʃɪʃtɔːf ˌpɛndəˈrɛtski/; Polish: [ˈkʂɨʂtɔf ɛuˈɡɛɲuʂ pɛndɛˈrɛt͡skʲi]; born 23
November 1933) is a Polish composer and conductor. The Guardian has called him Poland’s greatest living
composer. Among his best known works are his Threnody to the Victims of Hiroshima, St. Luke Passion,
Polish Requiem, Anaklasis, four operas, eight symphonies and other orchestral pieces, a variety of
instrumental concertos, choral settings of mainly religious texts, as well as chamber and instrumental works.

Born in Dębica to a lawyer, Penderecki studied music at Jagiellonian University and the Academy of Music in
Kraków. After graduating from the Academy of Music, Penderecki became a teacher at the academy and he
began his career as a composer in 1959 during the Warsaw Autumn festival. His Threnody to the Victims of
Hiroshima for string orchestra and the choral work St. Luke Passion, have received popular acclaim. His first
opera, The Devils of Loudun, was not immediately successful. Beginning in the mid-1970s, Penderecki’s
composing style changed, with his first violin concerto focusing on the semitone and the tritone. His choral
work Polish Requiem was written in the 1980s, with Penderecki expanding it in 1993 and 2005.

During his life, Penderecki has won several prestigious awards, including the Commander’s Cross in 1964,
the Prix Italia in 1967 and 1968, the Knight’s Cross of the Order of Polonia Restituta in 1964, three Grammy
Awards in 1987, 1998 and 2001, and the University of Louisville Grawemeyer Award for Music Composition in
1992.
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Life

1933–58: Early years

Penderecki was born in Dębica, to Tadeusz Penderecki, a lawyer, and Zofia (née Wittgeinstein). Penderecki’s
grandfather, Robert Berger, was a highly talented painter and director of the local bank at the time of Penderecki’s
birth; Robert’s father Johann moved to Dębica from Breslau (now Wrocław) in the mid-19th century. His
grandmother was an Armenian from Isfahan. Penderecki used to go to Armenian Church in Kraków with
her. Penderecki was the youngest of three siblings; his sister, Barbara, who was married to a mining engineer,
and his older brother, Janusz, was studying law and medicine at the time of his birth. Tadeusz was a violinist and
also played piano. In 1939, the Second World War broke out, and Penderecki’s family moved out of their
apartment as the Ministry of Food was to operate there. They lived in a house belonging to a group of evicted
Polish Jews. After the war, Penderecki began attending grammar school in 1946. He began studying the violin
under Stanisław Darłak, Dębica’s military bandmaster who organized an orchestra for the local music society after
the war. Upon graduating from grammar school, Penderecki moved to Kraków in 1951, where he attended
Jagiellonian University. He studied violin with Stanisław Tawroszewicz and music theory with Franciszek
Skołyszewski. In 1954, Penderecki entered the Academy of Music in Kraków and, having finished his studies on
violin after his first year, focused enterely on composition. Penderecki’s main teacher there was Artur Malawski, a
composer known for his choral works and orchestral works, as well as chamber music and songs. After
Malawski’s death in 1957, Penderecki took further lessons with Stanisław Wiechowicz, a composer primarily
known for his choral works. At the time, the 1956 overthrow of Stalinism in Poland lifted strict Communist cultural
censorship and opened the door to a wave of creativity.

1958–70s: First compositions

On graduating from the Academy of Music in Kraków in 1958, Penderecki took up a teaching post at the
Academy. His early works show the influence of Anton Webern and Pierre Boulez (Penderecki has also been
influenced by Igor Stravinsky). Penderecki’s international recognition began in 1959 at the Warsaw Autumn with
the premieres of the works Strophen, Psalms of David, and Emanations, but the piece that truly brought him to
international attention was Threnody to the Victims of Hiroshima (see threnody and atomic bombing of
Hiroshima), written for 52 string instruments. In it, he makes use of extended instrumental techniques (for
example, playing behind the bridge, bowing on the tailpiece). There are many novel textures in the work, which
makes great use of tone clusters. He originally titled the work 8′ 37″, but decided to dedicate it to the victims of
Hiroshima.

Fluorescences followed a year later; it increases the orchestral density with more wind and brass, and an
enormous percussion section of 32 instruments for six players including a Mexican güiro, typewriters, gongs and
other unusual instruments. The piece was composed for the Donaueschingen Festival of contemporary music of
1962, and its performance was regarded as provocative and controversial. Even the score appeared
revolutionary; the form of graphic notation that Penderecki had developed eschewed the familiar look of notes on
a staff, instead representing music as morphing sounds. His intentions at this stage were quite Cagean: “All I’m
interested in is liberating sound beyond all tradition.” This preoccupation with sound culminated in De Natura
Sonoris I, which frequently calls upon the orchestra to use non-standard playing techniques to produce original
sounds and colours. A sequel, De Natura Sonoris II, was composed in 1971: with its more limited orchestra, it
incorporates more elements of post-Romanticism than its predecessor. This foreshadowed Penderecki’s
renunciation of the avant-garde in the mid-1970s, although both pieces feature dramatic glissandos, dense
clusters, and a use of harmonics, and unusual instruments (the musical saw features in the second piece).

In 1968 Penderecki received State Prize 1st class. Due to the jubilee of People’s Republic of Poland he received
Commander’s Cross (1974) and Knight’s Cross of Order of Polonia Restituta (1964).



The St. Luke Passion
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1968:
“Miserere mei, Deus”

Listen
Saint” Luke Passion Chorus

The large-scale St. Luke Passion (1963–66) brought Penderecki further popular acclaim, not least because it was
devoutly religious, yet written in an avant-garde musical language, composed within Communist Eastern Europe.
Western audiences saw it as a snub to the Soviet authorities. Various different musical styles can be seen in the
piece. The experimental textures, such as were seen in the Threnody, are balanced by the work’s Baroque form
and the occasional use of more traditional harmonic and melodic writing. Penderecki makes use of serialism in
this piece, and one of the tone rows he uses includes the BACH motif, which acts as a bridge between the
conventional and more experimental elements. The Stabat Mater section toward the end of the piece concludes
on a simple chord of D major, and this gesture is repeated at the very end of the work, which finishes on a
triumphant E major chord. These are the only tonal harmonies in the work, and both come as a surprise to the
listener; Penderecki’s use of tonal triads such as these remains a controversial aspect of the work.

Penderecki continued to write pieces that explored the sacred in music. In the early 1970s he wrote a Dies Irae, a
version of the Magnificat, and Canticum Canticorum Salomonis, a song of songs for chorus and orchestra.

1970s–present

Around the mid-1970s, while he was a professor at the Yale School of Music, Penderecki’s style began to
change. The Violin Concerto No. 1 largely leaves behind the dense tone clusters with which he had been

associated, and instead focuses on two melodic intervals: the semitone and the tritone. Some commentators[who?]

compared this new direction to Anton Bruckner. This direction continued with the Symphony No. 2, Christmas
(1980), which is harmonically and melodically quite straightforward. It makes frequent use of the tune of the
Christmas carol Silent Night.

Penderecki explained this shift by stating that he had come to feel that the experimentation of the avant-garde
had gone too far from the expressive, non-formal qualities of Western music: ‘The avant-garde gave one an
illusion of universalism. The musical world of Stockhausen, Nono, Boulez and Cage was for us, the young –
hemmed in by the aesthetics of socialist realism, then the official canon in our country – a liberation…I was quick
to realise however, that this novelty, this experimentation and formal speculation, is more destructive than
constructive; I realised the Utopian quality of its Promethean tone’. Penderecki concluded that he was ‘saved from
the avant-garde snare of formalism by a return to tradition’.

In 1980, Penderecki was commissioned by Solidarity to compose a piece to accompany the unveiling of a statue
at the Gdańsk shipyards to commemorate those killed in anti-government riots there in 1970. Penderecki
responded with Lacrimosa, which he later expanded into one of the best known works of his later period, the
Polish Requiem (1980–84, 1993, 2005). Again the harmonies are rich, although there are moments which recall
his work in the 1960s. In recent years, he has tended towards more traditionally conceived tonal constructs, as
heard in works such as the Cello Concerto No. 2 and the Credo. He conducted Credo on the occasion of the 70th
birthday of Helmuth Rilling, 29 May 2003. In celebration of his 75th birthday he conducted three of his works at
the Rheingau Musik Festival in 2008, among them Ciaccona from the Polish Requiem.

In 2001, Penderecki’s Credo received the Grammy Award for best choral performance for the world-premiere
recording made by the Oregon Bach Festival, which commissioned the piece. The same year, Penderecki was
awarded with the Prince of Asturias Prize in Spain, one of the highest honours given in Spain to individuals,
entities, organizations or others from around the world who make notable achievements in the sciences, arts,
humanities, or public affairs. Invited by Walter Fink, he was the eleventh composer featured in the annual
Komponistenporträt of the Rheingau Musik Festival in 2001. Penderecki received an honorary doctorate from the
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Seoul National University, Korea in 2005, as well as from the University of Münster, Germany in 2006. His notable
students include Chester Biscardi and Walter Mays.

He is currently engaged in the creation of a choral work to coincide with the Armenian Genocide centennial.

Penderecki has three children, a daughter from his first marriage, and a son and daughter with his current wife,

Elżbieta Penderecka (née Solecka), whom he married in 1965.[citation needed]He lives in the Kraków suburb of
Wola Justowska. He is working on an opera based on Phèdre by Racine for 2014 and wishes to write a 9th
symphony.

Legacy

Bust of Krzysztof Penderecki in
Celebrity Alley in Kielce

A main-belt asteroid – 21059 Penderecki is named in Penderecki’s honor.

Works

Penderecki conducting Sinfonia
Varsovia during the rehearsal,
Rudolfinum, Prague Autumn
International Music Festival, 2008

Penderecki’s compositions include operas, symphonies, choral works, as well as chamber and instrumental
music.
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Use in film

Some of Penderecki’s music has been adapted for film soundtracks. The Exorcist (1973) features Polymorphia as
well as his String Quartet and Kanon For Orchestra and Tape; fragments of the Cello Concerto and The Devils of
Loudun are also used in the film. Writing about The Exorcist, the film critic for The New Republic wrote “even the
music is faultless, most of it by Krzysztof Penderecki, who at last is where he belongs.” The Shining (1980)
features six pieces of Penderecki’s music: Utrenja II: Ewangelia, Utrenja II: Kanon Paschy, The Awakening of
Jacob, De Natura Sonoris No. 1, De Natura Sonoris No. 2 and Polymorphia. David Lynch has used Penderecki’s
music in the soundtracks of the movies Wild at Heart (1990) and Inland Empire (2006). In the film Fearless (1993)
by Peter Weir, the piece Polymorphia was once again used for an intense plane crash scene seen from the point
of view of the passenger played by Jeff Bridges. Penderecki’s piece, Threnody for the Victims of Hiroshima, was
also used during one of the final sequences in the film Children of Men (2006). Penderecki composed music for
Andrzej Wajda’s 2007 film Katyń, while Martin Scorsese’s Shutter Island (2010) featured his Symphony No. 3 and
Fluorescences.

Honors and awards

This article incorporates information from the equivalent article on the German Wikipedia.

• 2014: Order of the Cross of Terra Mariana, 1st Class
• 2013: Grammy for The Best Classical Compendium
• 2011: Viadrina Prize (Viadrina European University, Frankfurt)
• 2009: Order of Merit of the Grand Duchy of Luxembourg; Merit of Armenia
• 2008: Polish Academy Award for Best Film Score for Katyn; Commander of the Order of the Three Stars

(Latvia)
• 2005: Order of the White Eagle (Poland)
• 2004: Praemium Imperiale – Music (Japan)
• 2003: Grand Gold Decoration for Services to the Republic of Austria; Preis der Europäischen

Kirchenmusik (Germany); Freedom of Dębica; Eduardo M. Torner Medal of the Conservatorio de Musica
del Principado Asturias in Oviedo, Spain; honorary director of the Choir of the Prince of Asturias
Foundation; Honorary President of the Apayo a la Creación Musical

• 2002: State Prize of North Rhine-Westphalia; Romano Guardini Prize
• 2001: Prince of Asturias Award for Art; Honorary Member of the Hong Kong Academy for Performing

Arts;
• 2000: Cannes Classical Award as “Living Composer of the Year”; honorary member of the Society of

Friends of Music in Vienna; Officer of the Order of Merit of the Italian Republic
• 1999: Music Prize of the City of Duisburg
• 1998: Composition Prize for the Promotion of the European economy; Foreign Honorary Member of the

American Academy of Arts and Letters; corresponding member of the Bavarian Academy of Fine Arts,
Munich; Honorary Board of the Vilnius Festival ’99

• 1996: Primetime Emmy Award of the Academy of Television Arts & Sciences; Commander of the Ordre
des Arts et des Lettres (France)

• 1995: Member of the Royal Irish Academy of Music (Dublin); honorary citizen of Strasbourg; Primetime
Emmy Award of the Academy of Television Arts & Sciences; Herder Prize

• 1993: Distinguished Citizen Fellowship at the Institute for Advanced Study at Indiana University,
Bloomington; Prize of the International Music Council / UNESCO for Music; Cultural Merit of the
Principality of Monaco

• 1992: University of Louisville Grawemeyer Award for Music Composition for Adagio – 4 Symphony;
Austrian Medal for Science and Art

• 1990: Grand Cross of Merit of the Order of Merit of the Federal Republic of Germany; Chevalier de Saint
Georges

• 1985: Premio Lorenzo Magnifico;
• 1983: Wihuri Sibelius Prize (Finland); Polish National Award
• 1977: Prix Arthur Honegger for Magnificat
• 1977: Herder Prize
• 1968: Prix Italia for the Dies Irae in memory of the victims of Auschwitz
• 1967: Prix Italia for the St. Luke Passion; Sibelius Gold Medal
• 1966: Grand Art Prize of North Rhine-Westphalia for the St. Luke Passion;
• 1961: UNESCO prize for Threnody;



• 1959: II Warsaw Competition of Young Polish Composers of the Composers’ Union – Penderecki
received for his works stanzas, Emanations and Psalms of David all three awards the prize.

Penderecki is honorary doctor and honorary professor of several universities: Georgetown University,
Washington, D.C., University of Glasgow, Moscow Tchaikovsky Conservatory, Fryderyk Chopin Music Academy
in Warsaw, Seoul National University, Universities of Rochester, Bordeaux, Leuven, Belgrade, Madrid, Poznan
and St. Olaf College (Northfield, Minnesota), Duquesne University, Pontifical Catholic University of Peru,
University of Pittsburgh (PA), University of St. Petersburg, Beijing Conservatory, Yale University and Westfälische
Wilhelms-Universität in Münster (Westphalia) (2006 Faculty of Arts).

He is an Honorary Member of the following academies and music companies: Royal Academy of Music (London),
Accademia Nazionale di Santa Cecilia (Rome), Royal Swedish Academy of Music (Stockholm), Academy of Arts
(London), Academia Nacional de Bellas Artes (Buenos Aires) and the Society of Friends of Music in Vienna.

External links

• Official website (Polish)(Polish)
• “Penderecki’s violin revolution in Poland” (Drowned In Sound, 2012)
• Penderecki page at the Polish Music Center (last updated 2001)
• Penderecki homepage maintained by Schott Music publishers (German/English)
• Krzysztof Penderecki interview by Bruce Duffie (March 2000)
• Interview with Krzysztof Penderecki by Galina Zhukova (2011), Журнал reMusik, Saint-Petersburg

Contemporary Music Center.
• “Krzysztof Penderecki: Turning history into avant-garde”. Video interview by Louisiana Channel,

Denmark, 2013.
• A biography on IRCAM’s website (French)(French)
• Krzysztof Penderecki, Culture.pl
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PENDERECKI: THRENODY TO THE VICTIMS OF
HIROSHIMA

Threnody for the Victims of HiroshimaThrenody for the Victims of Hiroshima

Threnody for the Victims of Hiroshima (Polish: Tren ofiarom Hiroszimy) is a musical composition for 52
string instruments, composed in 1960 by Krzysztof Penderecki (b. 1933). It took third prize at the Grzegorz
Fitelberg Composers’ Competition in Katowice in 1960, and the piece swiftly attracted interest around the
world and made its young composer famous.

Description

The piece—originally called 8’37” (at times also 8’26”), perhaps as a nod to John Cage—applies the sonoristic
technique and rigors of specific counterpoint to an ensemble of strings treated to unconventional scoring.
Penderecki later said, “It existed only in my imagination, in a somewhat abstract way.” When he heard an actual
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performance, “I was struck by the emotional charge of the work…I searched for associations and, in the end, I
decided to dedicate it to the Hiroshima victims”. The piece tends to leave an impression both solemn and
catastrophic, earning its classification as a threnody. On 12 October 1964, Penderecki wrote, “Let the Threnody
express my firm belief that the sacrifice of Hiroshima will never be forgotten and lost.”

The piece’s unorthodox, largely symbol-based score sometimes directs the musicians to play at various
unspecific points in their range or to concentrate on certain textural effects; they are directed to play on the
opposite side of the bridge or to slap the body of the instrument. Penderecki sought to heighten the effects of
traditional chromaticism by using microtonality—composing in quarter tones—which sometimes makes
dissonance more prominent than it would be in traditional tonality. The piece includes an “invisible canon”, in 36
voices, an overall musical texture that is more important than the individual notes, making it a leading example of
sound mass composition. As a whole, Threnody constitutes one of the most extensive elaborations on the tone
cluster.

The piece is approximately ten minutes long.

In film, excerpts from Threnody to the Victims of Hiroshima are used in Stanley Kubrick’s 1980 adaptation of The
Shining and the 2006 dystopian film Children of Men.
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PENDERECKI: THRENODY (ANIMATED SCORE)
VIDEO

Watch this video online: https://youtu.be/HilGthRhwP8
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