
      
         	
         
      

   
      
         
         
         
         
      

      
         
         
         
            
            
         

         
         
         
            
            
               The historical dictionaries present essential information on a broad range of subjects,
               including American and world history, art, business, cities, countries, 
               cultures, customs, film, global conflicts, international relations, literature, music,
               philosophy, religion, sports, and theater. Written by experts, all contain highly
               informative introductory essays of the topic and detailed chronologies that, in some
               cases, cover vast historical time periods but still manage to heavily feature more
               recent events.
               
            

            
            Brief A–Z entries describe the main people, events, politics, social issues, institutions,
               and policies that make the topic unique, and entries are cross-referenced for
               ease of browsing. Extensive bibliographies are divided into several general subject
               areas, providing excellent access points for students, researchers, and anyone
               wanting to know more. Additionally, maps, photographs, and appendixes of supplemental
               information aid high school and college students doing term papers or introductory
               research projects. In short, the historical dictionaries are the perfect starting
               point for anyone looking to research in these fields.
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      Editor’s Foreword

      
      
      This Historical Dictionary of Romantic Music includes information about not only numerous composers of what became Romantic music
         but also notable performers, publishers, and critics. More famous works have their
         own entries and others are included within other entries (on their composers, for
         example). Romantic music is also embedded in a period that generated a great deal
         of art and literature, with which it often interacted. Since this period was a transitional
         one, not only in music but also in technology and politics, the broader historical
         context is also addressed.
      

      
       Romantic music is the gift of the “long 19th century,” the term that applies to a
         lengthy and complex period. The chronology highlights not only musical events but
         others that provided a backdrop as well, and the meaning of the music is described
         in the introduction. But the most important part of the book is contained in the dictionary
         section, with hundreds of entries on the topics mentioned above. These entries focus
         not only on the main, canonical composers we all know but also on so many more who
         are worthy of mention—some of whom lived outside the core areas of France and what
         became Germany and made significant contributions. Other entries describe those involved
         in the business of music, instruments, and perhaps unfamiliar concepts and technical
         terms. Finally, there is a substantial bibliography, directing readers to many of
         the best resources on the music, its composers, and the surrounding environment.
      

      
       This volume was written largely by John Michael Cooper, professor of music and holder
         of the Margarett Root Brown Chair in Fine Arts at Southwestern University. In this
         capacity, he has been both teaching and writing about Romantic music for two decades.
         His previous publications are all on the Mendelssohns, with a fourth in progress on music
         and secular religion in the long 19th century. His interests are quite broad, and
         he has written articles on many other Romantic composers as well as aesthetics, performance
         practice, and other topics for a variety of academic journals. In addition, he has
         published several editions of musical scores used in live performances and recordings.
         He was aided in the compilation of this volume by Randy Kinnett, who completed his
         PhD in musicology. He has also written and lectured on the music of Gustav Mahler
         and Alban Berg as well as more general topics, such as reception history and interwar
         Viennese culture.

         

         

         Thanks to their painstaking work, we now have an abundance of information in one location.
      

      
       

      
      Jon Woronoff

      
      Series Editor

      
      
   
      Preface

      
      
      Readers of this book will naturally wonder how it relates to the plethora of other
         current English-language music reference books that include Romantic music—books such
         as the second edition of the New Grove Dictionary of Music and Musicians, the New Harvard Biographical Dictionary of Music, the New Harvard Dictionary of Music, the New Oxford Companion to Music, and the New Oxford Dictionary of Music, as well as similar resources in other languages. Since Romantic music remains the
         core of the modern performance canon and consequently has figured prominently in most
         music reference sources not specifically devoted to other periods, one might guess
         that the contents of a historical dictionary of that music would largely replicate
         the corresponding entries in these other authoritative sources.
      

      
       They do not. The main reason is that this book attempts to complement and supplement
         those resources, not supersede them. Because those sources are all general in nature,
         their coverage of 19th-century topics is geared toward general readerships. Here,
         by contrast, we have the luxury of being able to include items that may be too specific
         to the 19th century to warrant substantive discussion in some of those other resources,
         for example, Mexican composer Cenobio Paniagua y Vásques, Lisinsky’s Croatian national
         opera Ljubav i zloba (Love and Malice, 1846), Fanny Hensel’s piano cycle Das Jahr (1841–1842), Robert Schumann’s “entirely new genre for the concert hall” Das Paradies und die Peri (1844), or the “intentional fallacy.” While the discussion of these and other such
         topics in this book can claim to be neither encyclopedic nor definitive, we hope that
         they, collectively, will give modern, musically literate readers a sense of the dynamic,
         kaleidoscopic, and often socially and politically charged Romantic musical landscape
         as it developed in different ways in different places during the long 19th century.
      

      
       That task presents its fair share of challenges. Among the more daunting is that
         of inclusiveness, for while Romantic music is nothing if not all-embracing in its
         interests and aspirations, no book can be so comprehensive. We eagerly include canonical
         composers and works as well as concepts central to the Western European canon but
         avoid handing out medals to those composers, works, and concepts (e.g., Beethoven,
         Wagner’s Tristan, and organicism) that latter-day musicians generally revere, and we avoid language
         that tends to be dismissive of composers, works, and concepts that the long 19th century
         celebrated as its own (e.g., Meyerbeer’s Les Huguenots). In that same spirit, we include noncanonical composers, works, and concepts and,
         in some sense, venture beyond the strict chronological purview of 19th-century music
         in the interest of presenting the topography of the landscape of 19th-century music
         as its inhabitants, in various times and places, would have viewed it. Johann Sebastian
         Bach and Wolfgang Amadeus Mozart are thus included here and discussed as the Romantics
         understood them rather than through the lens of latter-day historians and musicians.
         At the same time, limitations of space made it necessary to exclude a great many composers
         and works of note—and again we must explain that we want this book to serve as a reliable
         and handy gateway for more detailed and in-depth research.
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      Reader’s Notes

      
      
      The entries in this dictionary are written by John Michael Cooper, Randy Kinnett,
         or (in a few cases) Megan Marie McCarty; for clarity of attribution, the entries are
         thus initialed either JMC, RK, or MMM. The dictionary portion consists primarily of
         biographical entries, but we also include entries for musical genres as well as historical,
         political, and theoretical topics. In all, Old System Russian dates are tacitly converted
         to New System dates. Russian names and titles are transliterated (Romanized) as they
         are in The New Grove Dictionary of Music and Musicians (2nd ed.) and Grove Music Online. We translate the titles of works but generally give titles of organizations only
         in the original language.
      

      
      Nation, nationality, and race are always tricky matters. In the biographical entries
         of this historical dictionary we identify figures by their country or countries of
         origin and affiliation; we specifically avoid the familiar custom of allowing those
         from the United States to be identified by their continent (i.e., as “Americans”)
         while segregating other affiliates of that continent out by country (Brazilian, Canadian,
         Cuban, Mexican, etc.). Race and ethnicity are mentioned when we deem them material
         to a musician’s self-identification and/or reception history, and we sometimes avail
         ourselves of nuanced phrasing in order to clarify our understanding. Thus, we identify
         Ernst Bloch as a “Jewish composer” but Leopold Auer as a Hungarian of Jewish descent.
         The Berwalds are identified as a Swedish family of German descent, while we deem it
         relevant that Anthony Philip Heinrich was a U.S. composer of German-Bohemian descent
         and Mexican composer Chiquinha Gonzaga was born of a Brazilian father and mulatto
         mother.
      
 
      
       The plural of opus (Latin, “work”) is not “opuses” but opera—the same word generally used to denote staged musical drama (typically comprised,
         in the genre’s early years, of multiple “works”). This dictionary thus uses “opera”
         (not italicized) to denote staged musical dramas and opera to denote two or more works with opus numbers (e.g., Beethoven’s “13 opera of songs”).
      

      
      The parenthetical information at the head of biographical entries provides only years
         of birth and death since readers can easily find information concerning the places
         and exact dates of years of birth and death in other readily available resources.
         Our biographical entries also focus primarily on professional information rather than,
         for example, details of parentage or family life, love life, and so on except when
         we deem that information material to what has to be said in the space available here.
         In the initial presentation of our biographical subjects’ names, we include in parentheses
         any authorized names that were not used and place variants and spurious, changed,
         or rejected names in brackets.
      

      
       In identifying works, we abide by the composers’ own formulations wherever possible,
         first providing title and subtitle as they are generally given in the English-speaking
         world, followed by the original titles and subtitles, catalog numbers, and opus or
         WoO numbers as available. Thus, the work usually known as Hector Berlioz’s Symphonie fantastique or Fantastic Symphony is identified by the composer’s own consistent formulation of the title: Episode in the Life of an Artist: Symphonie fantastique (Fr., Episode de la vie d’un artiste: Symphonie fantastique en cinq parties), H. 48/Op. 14(A). Song titles are provided in italics and text incipits in quotation
         marks (e.g., Erlkönig but “Wer reitet so spät”). In providing dates for compositions, we generally privilege
         the date of the final authorized or first published version(s) rather than their dates
         of conception or initial completion; when possible and appropriate according to context,
         we often also provide dates of earlier composition, revision, and (especially in the
         case of operas) performance. Thus, Berlioz’s Episode in the Life of an Artist is thus dated either 1845 (the year of its publication in parts and full score) or,
         when Franz Liszt’s piano arrangement is the subject of discussion, 1834 (the year
         of that arrangement’s publication). This differs from the practice of many other texts,
         but our reasoning is straightforward and, we think, convincing: the later dates, not
         the earlier ones, are the dates at which the compositions achieved the form in which
         they are best known today and discussed here. Assigning the year 1840 to the 1850
         version of Robert Schumann’s Eichendorff-Liederkreis, as most discussions do, is understandable (since much of the music was composed
         in 1840) but is also false since Schumann’s critical replacement of the original opening
         song, Der frohe Wandersmann, with the moving In der Fremde, with its overt references to the violence that attended the Revolutions of 1848,
         occurred well after the date of initial composition and profoundly reframed the cycle
         as a whole—and the latter version is the one that is generally known today.
      

      
       In order to facilitate the rapid and efficient location of information and to make
         this book as useful a reference tool as possible, extensive cross-references have
         been provided in the dictionary section. Within individual entries, terms that have
         their own entries are in boldface type the first time they appear. Related terms that
         do not appear in the text are indicated via a see also at the end of the entry. See refers to other entries that deal with this topic.
      

      
       The space limitations of this book make it impossible for us to provide entries on
         anything more than a very few works that are iconic and occupy a special place in
         their respective genres. If readers find our decisions as to what to include or omit
         frustrating or confusing, we can only respond that we share their frustrations. We
         have endeavored to be as thorough as space permits and to provide information commensurate
         with the level of detail called for by this historical dictionary focused on the vast
         world of Romantic music.
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                  ADMv

               
               
               	
                  Allgemeiner Deutscher Musikverein 

               
            

            
            
               	
                  
                  GMO

               
               
               	
                  Grove Music Online

               
            

            
            
               	
                  
                  HD MCCM

               
               
               	
                  Gagné, Nicole V. Historical Dictionary of Modern and Contemporary Classical Music. Lanham, MD: Scarecrow Press, 2012.
                  

               
            

            
            
               	
                  
                  HD MCP

               
               
               	
                  Boer, Bertil van. Historical Dictionary of Music of the Classical Period. Lanham, MD: Scarecrow Press, 2012
                  

               
            

            
            
               	
                  
                  LAMZ  
                  

               
               
               	
                  [Leipzig] Allgemeine musikalische Zeitung 

               
            

            
            
               	
                  
                  NGS

               
               
               	
                  New German School 

               
            

            
            
               	
                  
                  NZfM

               
               
               	
                  Neue Zeitschrift für Musik  
                  

               
            

         
      

      

       

      Cataloging and Referencing

      
      
         
            
         
         
            
         
         
            
         
         
            
            
               	
                  
                  Abbr.

               
               
               	
                  Catalogue/Cataloguer Name

               
               
               	
                  Composer Name

               
            

            
            
               	
                  
                  AV

               
               
               	
                  Allroggen, Gerhard. E. T. A. Hoffmanns Kompositionen: Ein chronologisch-thematisches Verzeichnis seiner
                        musikalischen Werke mit einer Einführung. Regensburg: Gustav Bosse, 1970. 
                  

               
               
               	
                  E. T. A. Hoffmann 

               
            

            
            
               	
                  
                  BWV

               
               
               	
                  Schmieder, Wolfgang. Thematisch-systematisches Verzeichnis der musikalischen Werke von Johann Sebastian
                        Bach: Bach-Werke-Verzeichnis (BWV). 2nd ed. Wiesbaden: Breitkopf & Härtel, 1990. 
                  

               
               
               	
                  Johann Sebastian Bach

               
            

            
            
               	
                  
                  CT

               
               
               	
                  Chomiński, Józef M., and Teresa Dalila Turło. Katalog dzieł Fryderyka Chopina. Kraków: Polskie Wydawn, Muzyczne, 1990
                  

               
               
               	
                  Fryderyk Chopin

               
            

            
            
               	
                  
                  D. 

               
               
               	
                  Deutsch, Otto Erich, Werner Aderhold, and Walter Dürr. Franz Schubert: Thematisches Verzeichnis seiner Werke in chronologischer Folge. 2nd ed. Kassel: Bärenreiter, 1990. 
                  

               
               
               	
                  Franz Schubert

               
            

            
            
               	
                  
                  EG

               
               
               	
                  Fog, Dan, Kirsti Grinde, and Øyvind Norheim. Edvard Grieg (1843–1907): Thematisch-bibliographisches Werkverzeichnis. Frankfurt: C. F. Peters, 2008. 
                  

               
               
               	
                  Edvard Grieg

               
            

            
            
               	
                  
                  EHWV

               
               
               	
                  Humperdinck, Eva.  Engelbert Humperdinck: Werkverzeichnis zum 140. Geburtstag “Der
                        unbekannte Engelbert Humperdinck—Seine Werke.”  Koblenz: Görres-Verlag, 1994. 
                  

               
               
               	
                  Engelbert Humperdinck

               
            

            
            
               	
                  
                  FS

               
               
               	
                  Fog, Dan,  and  Torben  Schousboe. Carl Nielsen, kompositioner: En bibliografi.  Copenhagen: Nyt Nordisk Forlag, 1965. 
                  

               
               
               	
                  Carl Nielsen

               
            

            
            
               	
                  
                  H. 

               
               
               	
                  Holoman, D. Kern. Catalogue of the Works of  Hector Berlioz. Kassel: Bärenreiter, 1987. 
                  

               
               
               	
                  Hector Berlioz

               
            

            
            
               	
                  
                  Hob.

               
               
               	
                  Hoboken, Anthony von. Joseph Haydn: Thematisch-bibliographisches Werkverzeichnis. 3 vols. Mainz: B. Schott’s Söhne, 1957–1978. 
                  

               
               
               	
                  Franz Joseph Haydn

               
            

            
            
               	
                  
                  H-U

               
               
               	
                  Hellwig-Unruh, Renate. Fanny Hensel geb. Mendelssohn Bartholdy: Thematisches Verzeichnis der Kompositionen. Adliswil: Kunzelman, 2000. 
                  

               
               
               	
                  Fanny Hensel

               
            

            
            
               	
                  
                  HWV

               
               
               	
                  Baselt, B. Händel-Handbuch. Vols. 1–3. Kassel: Bärenreiter, 1978–1986.
                  

               
               
               	
                  George Frideric Handel

               
            

            
            
               	
                  
                  J. 

               
               
               	
                  Jähns, Friedrich Wilhelm. Carl Maria von Weber in seinen Werken: Chronologisch-thematisches Verzeichnis seiner
                        sämmtlichen Compositionen. Berlin: Schlesinger, 1871. 
                  

               
               
               	
                  Carl Maria von Weber

               
            

            
            
               	
                  
                  JB

               
               
               	
                  Berkovec, Jirí. Tematický katalog skladeb Bedřicha Smetany. Manuscript, 1999; cited from GMO. 
                  

               
               
               	
                  Bedřich Smetana

               
            

            
            
               	
                  
                  JW

               
               
               	
                  Simeone, Nigel, John Tyrrell, and Alena Němcová. Janáček’s Works: A Catalogue of the Music and Writings of Leoš Janáček. Oxford: Clarendon, 1997. 
                  

               
               
               	
                  Leoš Janáček 

               
            

            
            
               	
                  
                  K./ K6

               
               
               	
                  Köchel, Ludwig Ritter von. Chronologisch-thematisches Verzeichnis sämmtlicher Tonwerke W. A. Mozarts. Leipzig: Breitkopf & Härtel, 1862. K6 = 6th ed., rev. Franz Giegling, Alexander Weinmann, and Gerd Sievers. Wiesbaden: Breitkopf
                     & Härtel, 1964. 
                  

               
               
               	
                  Wolfgang Amadeus Mozart

               
            

            
            
               	
                  
                  LoWV 

               
               
               	
                  Capelle, Irmlind. Chronologisch-thematisches Verzeichnis der Werke von Gustav Albert Lortzing. Cologne: Studio, 1994. 
                  

               
               
               	
                  Albert Lortzing

               
            

            
            
               	
                  
                  LW

               
               
               	
                  Mueller, Rena Charnin, and Maria Eckhardt. Thematisches Verzeichnis der Werke Franz Liszts. In preparation; cited from GMO. 
                  

               
               
               	
                  Franz Liszt

               
            

            
            
               	
                  
                  M. 

               
               
               	
                  Mohr, Wilhelm. César Franck. 2nd ed. Tutzing: Hans Schneider, 1969. 
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      Chronology

      
      
      Note: The entries in this year-by-year survey begin with general societal and cultural
         events and then proceed through literature and the other arts to events pertaining
         directly to music. The latter proceed in the following categorical order:
      

      
      
         	
            
            institutional events (founding of ensembles, journals, and so on)

         

         
         	
            notable biographical milestones

         

         
         	
            premieres of select major works

         

         
         	
            publications of select major works

         

      

      
      The entries note composers’ deaths but not their births because their deaths frequently
         were widely noted and influential, while their births were at that point significant
         only in familial circles. Due to limitations of space, entries privilege completion
         dates for works rather than the points at which they were begun, citing first publication
         rather than publication in full score (since the latter frequently occurred substantially
         later). Berlioz’s Episode in the Life of an Artist thus appears in the year 1845 with the parenthetical note “beg. 1830.”
      

      
       When an event other than the composition of a work unfolds over the course of several
         years, the generally accepted range of years is given parenthetically within the entry
         for the nearest year, rounded off. Thus, the collaborative process that led to the
         development of the modern clarinet is given in the year 1840 with a parenthetical
         “(1839–1843)” at the end.
      

      
      1789 Outbreak of French Revolution; George Washington is elected first president of the
         U.S. Journal des débats (Journal of Debates) is founded (Paris). William Blake publishes Songs of Innocence. Viennese music publisher Artaria sets up own shops. Composition of Haydn’s Symphony
         No. 92 (“Oxford”) and Mozart’s Clarinet Quintet (K. 581).
      

      
      1790 Habsburg emperor Joseph II dies; Leopold II proclaimed new emperor. Haydn and Beethoven
         meet for the first time. Gerber, Historisch-biographisches Lexikon der Tonkünstler vol. I publ. (vol. 2, 1792). Anton Walter named Royal-Imperial Chamber Organ Builder
         and Instrument Maker. Rode makes public debut. Premieres: Méhul, Euphrosine; Mozart, Così fan tutte, ossia La scuola degli amanti (Thus Do They All, or The School for Lovers). Publications: Haydn, String Quartets
         Op. 64.
      

      
      1791 The French royal family attempts to flee the country but is discovered in Varennes.
         In Berlin, Brandenburg Gate is finished. Érard makes its first square piano. Mozart
         completes part of his Requiem before dying (K. 626; work completed by Süßmaier). Premieres:
         Cherubini, Lodoïska; Mozart, Die Zauberflöte (The Magic Flute) and La clemenza di Tito (The Clemency of Titus), Piano Concerto No. 27 in B-flat major (K. 595), Clarinet
         Concerto (K. 622); Haydn, Symphonies No. 95 and 96. Deaths: Mozart.
      

      
      1792 French Republic declared; the newly invented guillotine is first used; Franz II becomes
         Holy Roman emperor; the War of the First Coalition begins. British Mary Wollstonecraft
         publishes A Vindication of the Rights of Woman. Beethoven arrives in Vienna; Rouget de Lisle composes La Marseillaise. Premieres: Haydn, Symphonies No. 93, 94, 97, and 98; Méhul, Stratonice.
      

      
      1793 Reign of Terror in France begins. Louis XVI and Marie Antoinette are beheaded; the
         Louvre Palace in Paris becomes a museum. Nikolaus Simrock founds a music-publishing
         company in Bonn. Premieres: Méhul, Le jeune sage et le vieux fou (The Wise Young Man and the Old Fool). Deaths: Goldoni, Hasse.
      

      
      1794 Robespierre is executed; Reign of Terror comes to an end. The U.S. federal government
         quells the Whiskey Rebellion; Eli Whitney patents cotton gin. Thomas Paine issues
         the first part of The Age of Reason (the other two follow in 1785 and 1807); Blake publishes Songs of Experience. Premieres: Haydn, Symphonies No. 99, 100, and 101. Publications: Billings, The Continental Harmony; Méhul, Hymne à la raison (later renamed Hymne patriotique).
      

      
      1795 France takes the Netherlands and forms the Batavian Republic; Britain, Russia, and
         Austria form Alliance of St. Petersburg. Goethe, Wilhelm Meisters Lehrjahre (Wilhelm Meister’s Apprenticeship), and Schiller, Briefe über die ästhetische Erziehung des Menschen (Letters on the Aesthetic Education of Man), published. The Maison Pleyel opens in Paris; Haydn returns to Vienna. Premieres: Haydn, Symphonies No. 102, 103,
         and 104. Publications: Beethoven, Three Piano Trios, Op. 1. Deaths: J. C. F. Bach
         and G. Benda.
      

      
      1796 France defeats Austria at Battle of Lodi; Catherine II of Russia dies in Saint Petersburg.
         Alouis Senefelder invents lithography. Jean Paul Richter’s Blumen-, Frucht- und Dornenstücke, I and Schiller, Über naïve und sentimentalische Dichtung (On Naïve and Sentimental Poetry) are published. Gottfried Christoph Härtel buys and
         takes over the Breitkopf publishing firm. The Conservatoire National Superieur de
         Musique (the Paris Conservatory) opens. Premieres: Haydn: Missa in tempore belli.
      

      
      1797 Bonaparte conquers Venice, ending over a millennium of independence. Death of feminist
         author Mary Wollstonecraft. Paer takes over direction of Kärtnertor Theater (Vienna). Premieres: Gott erhalte Franze den Kaiser (God preserve Emperor Franz) with lyrics by Haschka and music by Haydn; Cherubini,
         Medée.
      

      
      1798 French forces invade Papal States, remove pope from power, establish Roman Republic;
         Bonaparte invades and conquers Egypt. Anonymous publication of Wordsworth and Coleridge,
         Lyrical Ballads, with a Few Other Poems (first work of English literary romanticism) and Thomas Malthus, An Essay on the Principle of Population. Allgemeine musikalische Zeitung founded, edited by Rochlitz, continues until 1848 then is reinstated between 1866
         and 1882. Weber begins private study with Michael Haydn. Premieres: Haydn, The Creation; Paer, Griselda.
      

      
      1799 Napoléon Bonaparte overthrows French Directory, becomes first consul of France; Rosetta
         Stone is discovered in Egypt. Invention of armory system of manufacturing, important
         influence for industrial revolution. Premieres: Beethoven, Piano Sonatas Op. 13 and
         14 (including the “Pathétique”); Field, Piano Concerto No. 1; Paer, Camilla. Deaths: Dittersdorf.
      

      
      1800 Founding of U.S. Library of Congress; Napoléon Bonaparte crosses the Alps and invades
         Italian states. Kant’s Logik and Parson Weems’s Life of Washington published. Zelter becomes director of Berlin Singakademie; public debut of Carl Czerny
         in Vienna. Premieres: Cherubini, Les deux journées; Beethoven: Symphony No. 1; Boieldieu, Le calife de Bagdad (The Caliph of Baghdad). Deaths: Billings, Fasch, and Piccini.
      

      
      1801 Tsar Alexander I ascends to Russian throne; French troops defeated by British at
         Second Battle of Abukir and Battle of Cairo; Bonaparte signs Concordate of 1801 with
         Pope Pius VII establishing Catholic Church as majority church of France. In Paris,
         restoration of Théâtre-Italien, merging of Comédie-Italienne and Opéra-Comique. Forkel
         publishes Allgemeine Geschichte der Musik (General History of Music), vol. 2. Premieres: Haydn: Die Jahreszeiten (The Seasons); Paer, Achille. Publications: Beethoven, Six String Quartets, Op. 18; Field, Three Piano Sonatas,
         Op. 1; Spohr, Violin Concerto Op. 1; Tomášek, Leonore.
      

      
      1802 Napoleon Bonaparte becomes president of the Italian Republic and first consul of
         France. Chateaubriand publishes Génie du christianisme (The Genius of Christianity), a defense of Christianity against Enlightenment philosophy.
         Streicher piano firm is established; Beethoven pens Heiligenstadt Testament; Leipzig
         Singakademie is founded; Philharmonic Society is established in St. Petersburg; Pleyel launches
         series Bibliothèque musicale, making works of Beethoven and Haydn available to French public in score form. Publications:
         Forkel, Ueber Johann Sebastian Bachs Leben, Kunst und Kunstwerke (On J. S. Bach’s Life, Art, and Artworks); Beethoven, Piano Sonatas Op. 22, 26, and
         27.
      

      
      1803 German lands reconstituted as Confederation of the Rhine under French and Russian
         influence. The United States roughly doubles in size with Louisiana Purchase from
         France. Jean Paul publishes Titan; Schiller premieres Die Braut von Messina. Gewandhaus Quartet founded in Leipzig; the Académie des Beaux Arts establishes the
         Prix de Rome (Rome Prize); Zelter edits and publishes five motets of J. S. Bach. Baillot,
         R. Kreutzer, and Rode, Méthode de violon (Violin Method) published. Premieres: Beethoven: Symphony No. 2 and Violin Sonata
         Op. 47 (“Kreutzer”); Hummel, Trumpet Concerto; Paisiello, Proserpine. Publications: Beethoven, Piano Sonatas Op. 31 Nos. 1–2 and “Eroica” Variations,
         Op. 35; Reicha, 36 Fugues; Rode, Piano Concerto No. 7 in A minor, Op. 9. Deaths: Süßmaier.
      

      
      1804 Bonaparte has himself crowned Emperor Napoleon I by the pope. Code Napoléon established in France. Jean Paul publishes Vorschule der Ästhetik (Preparatory School of Aesthetics). Graf piano firm founded; Schuppanzigh establishes
         Quartet Evenings in Vienna; Boieldieu is appointed conductor of Imperial Opera in
         St. Petersburg (–1810). Publications: Beethoven, Piano Sonata Op. 31 No. 3; Reichard,
         Liederspiele. Premieres: Le Sueur, Ossian; Paer, Leonora; Schiller, Wilhelm Tell (William Tell).
      

      
      1805 Austrian and Russian armies defeated by French at Austerlitz; Austria gives up territories
         to France, including Italian ones. Renewal of Concerts spirituels in Paris. The first volume of Arnim and Brentano’s Des knaben Wunderhorn (The Boy’s Miraculous Posthorn) appears. Premieres: Beethoven, “Eroica” Symphony
         and Leonore, ou l’amour conjugal (later revised and retitled Fidelio). Publications: Beethoven, Violin Sonata Op. 47 “Kreutzer,” the “Waldstein” Piano
         Sonata, and Ah, perfido!; Tomášek, Symphony in E-flat major. Deaths: Boccherini.
      

      
      1806 France defeats Prussia in Battle of Jena; French troops occupy Berlin; Holy Roman
         Empire dissolved. Momigny’s Cours complet d’harmonie et de composition (Complete Harmony and Composition Course) and A. F. C. Kollman’s A New Theory of Musical Harmony published. Premieres: Beethoven, “Rasumovsky” String Quartets, Op. 59; Méhul, Uthal. Deaths: Michael Haydn.
      

      
      1807 Prussia cedes possession of lands west of the Elbe and Polish lands to form French
         Duchy of Warsaw. Charles and Mary Lamb coauthor Tales from Shakespeare. Publication of Hegel, Phänomenologie des Geistes (Phenomenology of Spirit). Milan Conservatory founded; Dreyssigsche Singakademie
         founded in Dresden, modeled on Berlin counterpart. Friedrich Hofmeister begins publishing
         music, and Breitkopf & Härtel begins making pianos. Premieres: Beethoven, Symphony
         No. 4; Méhul, Joseph; Spontini, La Vestale (The Virgin). Publications: Beethoven, Piano Sonata Op. 57 (Appasionata).
      

      
      1808 France occupies Rome; France invades Spain, installing Joseph Bonaparte as king;
         publication of Goethe, Faust: Der Tragödie erster Teil (Faust: Part One of the Tragedy); Kleist, Penthesilea; Oehlenschläger, Hakon Jarl, and the first of Thomas Moore’s Irish Melodies. Founding of Ricordi (Milan) and Philharmonic Society (Brno). Premieres: Beethoven,
         Symphonies No. 5 and 6, Choral Fantasy, Op. 80, and Piano Concerto No. 4. Publications:
         Beethoven, Piano Concerto No. 4.
      

      
      1809 France occupies Vienna; Metternich becomes chief minister of Austria. Founding of
         Phil-Harmonic Society in Boston. Zelter founds Berlin Liedertafel. Griesinger publishes
         Biographische Notizen über Joseph Haydn serially in LAMZ. Weber begins Tonkünstlers Leben (never completed). Premieres: Bishop, The Circassian Bride; Spontini, Fernand Cortez (first version). Publications: Beethoven, Symphonies No. 5 and 6, Cello Sonata; A. Romberg, Das Lied von der Glocke (Song of the Bell). Deaths: Albrechtsberger, Haydn.
      

      
      1810 Start of Mexican War of Independence. Founding of University of Berlin (later Friedrich-Wilhelms-Universität,
         today Humboldt-Universität), the German lands’ first university to articulate unity
         of research and teaching as its goal. Publication of de Staël, De l’Allemagne, advocating for German culture to French readers, and Scott, The Lady of the Lake; invention of valve trumpet. E. T. A. Hoffmann’s “Beethoven’s Instrumental Music” published in LAMZ; Maria Szymanowska makes her public debut in Warsaw and Vienna. Premieres: Beethoven’s
         incidental music for Egmont; Weber, Silvana. Publications: Beethoven, “Lebewohl” Piano Sonata Op. 81a; Spohr, 6 deutsche Lieder, Op. 25.
      

      
      1811 In Sweden, founding of Gothic League to promote nationalist sentiment. Publication
         of Jane Austen, Sense and Sensibility. Prague Conservatory founded; invention of damper piano by J. A. Stein (Vienna);
         publication of Choron and Fayolle, Dictionnaire des musiciens. Novello begins publishing music in London; Thibaut founds Singverein in Heidelberg.
         Premieres: Beethoven, Piano Concerto No. 5; Spohr, Symphony No. 1; Tomášek, Seraphine; Weber, Abu Hassan. Publications: Field, Piano Concertos No. 1–3.
      

      
      1812 Napoléon Bonaparte invades Russia, occupies Moscow, followed by disastrous retreat.
         Publication of first two cantos of Byron, Childe Harold’s Pilgrimage, and L. Tieck, Phantasus. Carl Möser’s first subscription concert in Berlin. Beethoven and Goethe meet in Teplitz.
         Premieres: Beethoven, Symphony No. 8; Boieldieu, Jean de Paris (John of Paris). Publications: Field, Nocturnes No. 1, 2, and 3. Deaths: Schikaneder.
      

      
      1813 Sixth Coalition forces drive the French out of Spain, Germany, and Italy; following
         the Leipzig “Battle of Nations,” Napoleon Bonaparte’s men fall back to France. Austen
         publishes Pride and Prejudice; Percy Shelley writes Queen Mab. Philharmonic Society of London established. Premieres: Beethoven, Symphony No. 7 and
         Wellington’s Victory; Rossini, Tancredi and L’italiana in Algeri (The Italian Girl in Algiers).
      

      
      1814 Napoléon Bonaparte defeated, exiled to Elba; Louis XVIII becomes king, and France
         recognizes 1729 borders. Congress of Vienna begins in September and extends through
         June 1815. The British army burns Washington, D.C. Francis Scott Key writes poem “Defense
         of Fort McHenry,” later set to music of “Anacreon in Heaven” to become U.S. national
         anthem (“The Star Spangled Banner”). Publication of Scott, Waverly; Fichte, Reden an die deutsche Nation (Speeches to the German Nation); Austen, Mansfield Park. Stalybridge Old Band (first brass band) founded; Academia de Música established
         in Cuba; Viennese Gesellschaft der Musikfreunde chartered. Reicha publishes Traité de mélodie (Treatise on Melody); Winkel patents metronome (“chronometer”); Baillot’s quartet
         concert series begins in Paris. Schubert composes Gretchen am Spinnrade, milestone in Romantic art song. Premieres: Beethoven, “Archduke” Piano Trio and
         final version of Fidelio; Hummel, Piano Concerto in E major; Schubert, Mass in F major, D. 105. Deaths: Burney.
      

      
      1815 Congress of Vienna organizes German lands into 38 separate states to form the German
         Confederation; the Rhineland annexed to Prussia. Grimm brothers’ Kinder- und Hausmärchen and Hoffmann, Die Elixiere des Teufels (The Devil’s Elixirs), published. Handel and Haydn Society founded in Boston. Maelzel
         patents his metronome; Maria Szymanowska begins tour of Russia and Europe; Moscheles
         wins public acclaim in Vienna; Beethoven’s final public performance. Publications:
         Hummel, La bella capriciosa; F. Fesca, String Quartets Opp. 1 and 2.
      

      
      1816 Estonia emancipates its serfs; Argentina declares independence. New pedagogical works
         include Garcia, Esercizj per la voce con accompto. del pianoforte (Exercises for the Voice with Piano Accompaniment), and Reicha, Cours de composition musicale (Course of Musical Composition). Premieres: Hoffmann, Undine; Rossini, Il barbiere di Siviglia (The Barber of Seville) and Otello; Schubert, Symphony No. 5, D. 485; Spohr, Faust. Publications: Beethoven, An die ferne Geliebte; F. Fesca, String Quartets Opp. 3 and 4; Hummel, Septet in D minor, Op. 74. Deaths:
         Paisiello.
      

      
      1817 Publication of Byron, Manfred, and Scott, Rob Roy. Choron founds Institution Royale de Musique Classique et Religieuse in Paris; establishment
         of Dresden’s Italian Court Opera and German Opera, with Weber as Royal Saxon Kapellmeister;
         Vienna Conservatory founded. Cipriani Potter travels to Vienna to study with Beethoven;
         Heinrich conducts first known U.S. performance of a Beethoven symphony (probably First
         Symphony) in Lexington, Kentucky; Clementi publishes Gradus ad Parnassum, vol. 1. Premieres: Rossini, La Cenerentola (Cinderella) and La gazza ladra (The Thieving Magpie); Schubert, Symphony No. 6, D. 589. Publications: F. Fesca,
         String Quartets Op. 7 and String Quintets Opp. 8 and 9; Field, Nocturnes No. 4, 5,
         and 6 and Piano Concerto No. 5; Reicha, Wind Quintets Op. 88. Deaths: Méhul.
      

      
      1818 Publication of Goethe, Italienische Reise; Schopenhauer, Die Welt als Wille und Vorstellung (1st ed.; 2nd ed. in 1844); Shelley, Frankenstein; or, The Modern Prometheus. Caspar David Friedrich paints Wanderer above the Sea of Fog. Founding of Niederrheinisches Musikfest in Düsseldorf (to rotate between Düsseldorf,
         Cologne, and Aachen annually). Chopin plays at a benefit concert in Warsaw, followed
         by numerous invitations to visit aristocratic homes; Franz Gruber and Josef Mohr compose
         Silent Night. Premieres: Boieldieu, Le petit chaperon rouge (Little Red Riding Hood). Deaths: Forkel.
      

      
      1819 In Manchester, popular assembly demanding reform of parliamentary representation disrupted
         in Peterloo Massacre (important early reaction to Congress of Vienna and political
         structure of Restoration culture). Spain cedes Florida to the U.S. Publication of
         Scott, Ivanhoe and The Bride of Lammermoor; Goethe, West-Östlicher Divan. Vienna Singverein founded under direction of Salieri; Giuditta Pasta debuts in Venice. Premieres: Hummel, Piano Concerto in B minor; Rossini, Ermione and La donna del lago (The Lady of the Lake); Spontini, Olympie. Publications: Beethoven, Piano Sonata Op. 106 “Hammerklavier”; Fesca, String Quartets
         Opp. 12 and 14; Field, Piano Concerto No. 4; Reicha, Wind Quintets Opp. 91 and 96;
         Spohr, Nonet Op. 31 and Octet Op. 32. Deaths: Gerber.
      

      
      1820 The Venus de Milo is discovered. Premieres: Mercadante, Violenza e costanza (Violence and Faith); Spohr, Symphony No. 2. Publications: F. Fesca, String Quintet
         Op. 15; Heinrich, The Dawning of Music in Kentucky, or The Pleasures of Harmony in the Solitudes of
            Nature; Paganini, 24 Caprices (comp. ca. 1805) and 6 Guitar Quartets; Reicha, Wind Quintet
         Op. 100; Tomášek, Requiem. Deaths: Bigot.
      

      
      1821 Napoléon Bonaparte dies in exile; Mexico wins independence from Spain. Goethe publishes
         Wilhelm Meisters Wanderjahre, 1st ed. Liszt moves to Vienna, where he studies with Czerny and Salieri; Habeneck
         becomes director of Paris Opéra (–1846); Giuditta Pasta acclaimed in Paris in role
         of Desdemona in Rossini’s Otello; Mendelssohns hold their first Sonntagsmusiken. Premieres: Mercadante, Elisa e Claudio; Schubert, Erlkönig and Der Wanderer; Weber, Der Freischütz and Konzertstück. Publications: Beethoven, Piano Sonata No. 30 in E major, Op. 109; F. Fesca, String
         Quintet Op. 20; Field, Nocturnes No. 7 and 8; Hummel, Piano Concertos in A minor and
         B minor; Schubert, Gretchen am Spinnrade, Heidenröslein, Der König von Thule, Der Tod und das Mädchen, and Wandrers Nachtlied. Deaths: A. Romberg.
      

      
      1822 Royal Academy of Music founded in London. Liszt begins career as virtuoso pianist;
         Lowell Mason anonymously publishes The Boston Handel and Haydn Society Collection of Church Music; Érard patents double-escapement action. Premieres: Spontini, Nurmahal. Publications: Beethoven, Piano Sonata No. 31 in A-flat major, Op. 110; Spohr, Mass
         in C minor. Deaths: Hoffmann.
      

      
      1823 U.S. Monroe Doctrine introduced. Premieres: Rossini, Semiramide; Schubert, incidental music to Chézy, Rosamunde; Spohr, Jessonda; Voříšek, Symphony; Weber, Euryanthe. Publications: Beethoven, Piano Sonata No. 32 in C minor, Op. 111 and Diabelli Variations,
         Op. 120; Field, Piano Concerto No. 6; Mendelssohn, Piano Quartet in C Minor, Op. 1.
      

      
      1824 Charles X becomes King of France. Liszt makes his Paris debut. Premieres: Beethoven,
         “Choral” Symphony No. 9 and Missa Solemnis; Meyerbeer, Il crociato in Egitto (The Crusader in Egypt). Publications: F. Fesca, String Quartet Op. 34; Schubert,
         Die schöne Müllerin. Deaths: Byron, Viotti.
      

      
      1825 The Panic of 1825 begins at Bank of England; Erie Canal opens. Alpheus Babcock patents
         a one-piece cast-iron square piano frame; Schubert presents his “Great” Symphony in
         C major to the Gesellschaft der Musikfreunde; it goes unperformed for 14 years; Thibaut publishes Über Reinheit der Tonkunst (On the Purity of the Musical Art); Malibran debuts in London as Rosina in Rossini’s
         Barber of Seville. Premieres: Boieldieu, La dame blanche (The White Lady); Mendelssohn, Octet; Schubert, Mass in C Major, D. 452. Publications:
         F. Fesca, String Quartet Op. 36. Deaths: Salieri, Voříšek.
      

      
      1826 Cooper’s The Last of the Mohicans and Disraeli’s Vivian Grey appear. Reicha, Traité de haute composition musicale (Treatise on Advanced Musical Composition) published. Premieres: Beethoven, “Choral”
         Symphony No. 9; Mendelssohn, Midsummer Night’s Dream Overture (Op. 21); Mercadante, Caritea, regina di Spagna (Caritea, Queen of Spain); Spohr, Die letzten Dinge (The End of Days); Weber, Oberon. Publications: Beethoven, String Quartet in E-flat major, Op. 127; Hummel, Piano
         Concerto in E major; Potter, Studies in All the Major and Minor Keys; Schubert, Piano Sonatas in A minor and D major (D. 845 and 850), and String Quartet
         in D minor “Death and the Maiden.” Deaths: Arriaga, Danzi, F. Fesca, Weber.
      

      
      1827 Audubon’s The Birds of America begins serial publication; Heine publishes Buch der Lieder (Book of Songs). Fétis founds La Revue et gazette musicale de Paris, which continues until 1880. Premieres: Schubert, Octet in F major. Publications:
         Beethoven, String Quartets Opp. 130–133; Hensel, three songs in Felix Mendelssohn,
         Zwölf Gesänge, Op. 8; Schubert, Gesänge aus Wilhelm Meister, Valses nobles, and Piano Sonata in G major. Deaths: Beethoven.
      

      
      1828 Habaneck founds Orchestre de la Société des Concerts du Conservatoire; Heller and Parish-Alvars begin first major concert tours; Hummel publishes Ausführliche theoretisch-practische Anweisung zum Pianofortespiel (Detailed Theoretical and Practical Method for Playing Piano); R. Schumann begins
         piano study with Friedrich Wieck. Premieres: Auber, La muette de Portici; Kuhnau, Elverhøj (The Elf Hill); Lortzing, Die Himmelfahrt Jesu Christi (The Ascension of Jesus Christ); Marschner, Der Vampyr (The Vampire); Mercadante, Gabriella di Vergy. Publications: Schubert, Winterreise, Piano Trio in E-flat major, D. 929; Spohr, Symphony No. 3. Deaths: Schubert.
      

      
      1829 Louis Braille introduces braille system. Goethe publishes final versions of Wilhelm Meisters Wanderjahre, oder Die Entsagenden (Wilhelm Meister’s Journeyman Years, or The Renunciants) and Faust: Der Tragödie erster Teil (Faust: Part One of the Tragedy). Mendelssohn and Berlin Singakademie perform Bach,
         St. Matthew Passion; beginning of public Bach revival. Chopin gives Viennese debut. Premieres: Loewe,
         Die Zerstörung Jerusalems (The Destruction of Jerusalem); Marschner, Der Templer und die Jüdin (The Templar and the Jewess); Rossini, Guillaume Tell (William Tell). Publications: Czerny, 48 Études en forme de préludes et cadences (48 Etudes in the Form of Preludes and Cadenzas) and vol. 1 of Fantasie-Schule (School of Improvisation); Schubert, “Trout” Piano Quintet in A major, D. 667. Deaths:
         Gossec.
      

      
      1830 July Revolution in France; William IV becomes king of United Kingdom. Publication
         of Book of Mormon and Stendhal, The Red and the Black; Delacroix finishes Liberty Leading the People; Hugo’s Hernani premieres. García publishes Esercizj per la voce con accompto. del pianoforte (Exercises for the Voice with Piano Accompaniment); Spohr’s Die letzten Dinge well received (in English) at Norwich Festival. Hector Berlioz wins Prix de Rome.
         Premieres: Auber, Fra Diavolo (Brother Devil); Berlioz, first version of Episode in the Life of an Artist; Donizetti, Anna Bolena; Spohr, Der Alchymist. Publications: Chopin, Variations on “Là ci darem la mano” from Mozart’s Don Giovanni, Op. 2; Hensel, three songs in Felix Mendelssohn, Zwölf Lieder, Op. 9; Hummel, Piano Concerto in A-flat major; Mendelssohn, String Quartets No.
         1 and 2, Opp. 12 and 13. Deaths: Rode, Schuppanzigh.
      

      
      1831 France invades Algiers; Nat Turner’s slave rebellion occurs in Virginia. HMS Beagle heads to sea with Darwin aboard; publication of Hugo, Notre-Dame de Paris (The Hunchback of Notre Dame); Pushkin, Boris Godunov. Chopin settles in Paris; R. Schumann reviews Chopin’s Op. 2 Variations in LAMZ. Premieres: Bellini, La sonnambula and Norma; Chopin, Piano Concerto No. 2; Meyerbeer, Robert le diable. Publications: R. Schumann, Abegg Variations and Papillons. Deaths: Érard, R. Kreutzer, Pleyel, Szymanowska.
      

      
      1832 Greek War of Independence ends. Publication of Hugo, Le roi s’amuse (The King Amuses Himself). Premieres: Donizetti, L’elisir d’amore (The Elixir of Love); Mendelssohn, Hebrides Overture (beg. 1829). Mercadante, I normanni a Parigi (The Normans in Paris). Publications: Chopin, Mazurkas Opp. 6 and 7, Nocturnes Op.
         9, and Piano Trio in G minor; Field, Piano Concerto No. 7; Mendelssohn, first volume
         of Lieder ohne Worte (Songs without Words) publ. in London (later publ. Simrock as Op. 19[b], 1833); Potter,
         Symphony No. 10 in G minor (in piano-duet arrangement); R. Schumann, Studien nach Capricen von Paganini. Deaths: Clementi, García, Kuhlau, Zelter.
      

      
      1833 Computer pioneers Ada Lovelace and Charles Babbage meet. Pushkin’s Eugene Onegin published. Berlioz marries Harriet Smithson. Premieres: Cherubini, Ali-Baba; Donizetti, Lucrezia Borgia; Hummel, Piano Concerto in F major; Marschner, Hans Heiling. Publications: Bennett, Piano Concerto No. 1; Chopin, Nocturnes Op. 15; Spohr, 3
         Psalms, Op. 85.
      

      
      1834 Pushkin’s The Queen of Spades printed. Delecroix paints The Women of Algiers. Neue Zeitschrift für Musik begins in Leipzig, edited by R. Schumann; new pedagogical works include Baillot,
         L’art du violon: nouvelle method (The Art of the Violin: A New Method); Czerny, Die Schule des Legato und Staccato (School of Legato and Staccato). Premieres: Conradin Kreutzer, Das Nachtlager von Granada (first version). Publications: Cherubini, Ali-Baba; Field, Piano Concerto No. 7; R. Schumann, Toccata in C major; Spohr, Die Weihe der Töne: Charakteristisches Tongemälde in Form einer Sinfonie (The Consecration of Tones: Characteristic Tone-Painting in the Form of a Symphony).
         Deaths: Boieldieu.
      

      
      1835 Publication of H.C. Anderson, vol. 1 of Eventyr, fortalte for Børn (Fairy Tales Told for Children); Gogol, Taras Bulba; Tocqueville, vol. 1 of De la démocratie en Amérique (Democracy in America). Publication of Liszt, “De la situation des artistes et de
         leur condition dans la Société” (On the Situation of Artists and Their Position in
         Society); vol. 1 of Fétis, Biographie universelle des musiciens et bibliographie générale de musique (1st ed.). Premieres: Bellini, I Puritani; Donizetti, Lucia di Lammermoor and Maria Stuarda; Halévy, La juive (The Jewess); C. Schumann, Piano Concerto in A minor; Verstovsky, Askol’dova mogila (Askold’s Tomb). Publications: Bennett, Piano Concerto No. 2; Chopin, Scherzo in
         B minor, Op. 20; Lieder ohne Worte Op. 30. Deaths: Bellini, W. Müller.
      

      
      1836 Chopin introduced to Baroness Amandine Dupin, pseud. George Sand; Czerny publishes
         Die Schule des Fugenspiels und des Vortrags mehrstimmiger Sätze und deren besonderer
            Schwierigkeiten auf dem Piano-Forte (School of Playing Fugue and of Performing Polyphonic Music, and of Its Particular
         Difficulties on the Piano). Premieres: Cherubini, Requiem No. 2; Glinka, Zhizn’ za tsarya (A Life for the Tsar); Mendelssohn, St. Paul; Mercadante, I briganti (The Pirates); Meyerbeer, Les Huguenots. Publications: Bennett, Piano Concerto No. 3; Chopin, Ballade in G minor, Op. 23
         and Nocturnes, Op. 27; Schubert, Piano Trio in B-flat major, D. 898; Tomášek, Coronation Mass. Deaths: Burgmüller, Malibran, Nägeli, Reicha, Rouget de Lisle.
      

      
      1837 Victoria becomes queen of United Kingdom, moves into Buckingham Palace; Panic of
         1837 begins in the United States; Louis Daguerre invents daguerreotype. Carlyle publishes
         The French Revolution: A History. A. B. Marx publishes vol. 1 of Die Lehre von der musikalischen Komposition, praktisch-theoretisch (Theory and Practice of Musical Composition; final vol. in 1847); piano duel between
         Liszt and Thalberg. Premieres: Donizetti, Roberto Devereux, ossia Il conte di Essex (Robert Devereux, or The Earl of Essex); Hartmann, Symphony No. 1; Lortzing, Zar und Zimmermann (Tsar and Carpenter); Mercadante, Il giuramento (The Oath); Onslow, Guise, ou Les états de Blois (Guise, or The Estates of Blois); A. Thomas, La double échelle (The Step Ladder). Publications: Cherubini, Requiem No. 2; Chopin, Scherzo, Op. 31,
         12 Etudes, Op. 25, and Nocturnes, Op. 32; Mendelssohn, Six Preludes and Fugues for Piano, Op. 35 Op. 38; R. Schumann, Carnaval. Deaths: Field, Hummel.
      

      
      1838 Delacroix paints Portrait of Frédéric Chopin and George Sand; publication of Dickens, Oliver Twist; Hugo, Ruy Blas. Schumann discovers Schubert’s “Great” C-major Symphony, D. 944. Premieres: Berlioz,
         Benvenuto Cellini; Mercadante, I due illustri rivali (The Distinguished Rivals). Publications: Berlioz, Grande Messe des Morts. Deaths: Thomas Attwood, Ferdinand Ries.
      

      
      1839 Kingdom of Belgium established; First Opium War begins. Faraday publishes “Experimental
         Researches in Electricity”; Goodyear claims discovery of vulcanization; publication
         of Balzac, Béatrix; Darwin, The Voyage of the Beagle; Poe, “The Fall of the House of Usher.” Jenny Lind first performs at Stockholm Opera;
         Czerny publishes Vollständige theoretisch-praktische Pianoforte-Schule (Complete Theoretical and Practical School of Piano). Premieres: Mercadante, Elena da Felta and Il bravo (The Good Man); Schubert, “Great” Symphony in C major, D. 944. Publications: Bennett,
         Piano Concerto No. 4; Chopin, 24 Preludes, Op. 28; Hummel, Piano Concerto in F major;
         Mendelssohn, Psalm 42, Op. 42, and String Quartets, Op. 44. Deaths: Berger, Paer, Sor.
      

      
      1840 Queen Victoria marries Prince Albert of Saxe-Coburg and Gotha. J. M. W. Turner paints
         Slavers Throwing Overboard the Dead and Dying; publication of Cooper, The Pathfinder; Thackaray, Catherine; Schindler, Biographie von Ludwig van Beethoven; Edward William Lane completes translation of 1,001 Nights. Clarinetist Hyacinthe Eléonore Klosé and maker Louis-Auguste Buffet collaborate
         to produce clarinette à anneaux mobiles, first modern clarinet (1839–1843). Premieres:
         Donizetti, La fille du régiment (The Daughter of the Regiment); Mendelssohn, symphony-cantata “Lobgesang,” Op. 52;
         Mercadante, La Vestale (The Virgin). Publications: Bennett, Caprice in E major; Berlioz, King Lear concert overture; Chopin, Piano Sonata in B-flat minor, Ballade Op. 38, Nocturnes,
         Op. 37, and Scherzo in C-sharp minor, Op. 39; Liszt, Etudes d’exécution transcendante d’après Paganini (Transcendental Etudes after Paganini) and Album d’un voyageur; Mendelssohn, Piano Trio No. 1; R. Schumann, Heine-Liederkreis and Myrthen; Spohr, Symphony No. 5. Deaths: Paganini, Thibaut, Johann Michael Vogl.
      

      
      1841 The United Kingdom takes Hong Kong. First issue of Punch. Hensel composes Das Jahr (–1842). Publications: Chopin, Ballade in A-flat major, Op. 47, Nocturnes, Op. 48,
         and Fantasy in F minor, Op. 49; Mendelssohn, Lieder ohne Worte Op. 53; Molique, Violin Concerto No. 5 in A minor, Op. 21; C. and R. Schumann, Liebesfrühling (Spring of Love); R. Schumann, Symphony No. 1 in B-flat major (“Spring”). Deaths:
         B. Romberg.
      

      
      1842 China and United Kingdom sign Treaty of Nanking. Emerson’s The Transcendentalist published. New York and Vienna Philharmonic Orchestras founded. Premieres: Berwald,
         Erinnerung an die norwegischen Alpen (Memory of the Norwegian Alps), Humoristisches Capriccio, and Elfenspiel (Elf Play); Glinka, Ruslan and Ludmila; Lortzing, Der Wildschutz (The Poacher); Mendelssohn, Symphony No. 3, Op. 56 (“Scottish”); Rossini, Stabat Mater; Verdi, Nabucco; Wagner, Rienzi. Publications: Loewe, Johann Hus; R. Schumann, Eichendorff-Liederkreis; Spohr, Symphony No. 6, Historische Symphonie im Styl und Geschmack vier verschiedener Zeitabschnitte (Historical Symphony in the Style and Taste of Four Different Periods), and Symphony
         No. 7, Irdisches und Göttliches im Menschenleben (The Worldly and Godly in the Life of Man). Deaths: Baillot, Cherubini, Momigny, Costanze Mozart.
      

      
      1843  Publication of Dickens, A Christmas Carol; Kierkegaard, Either/Or; Poe, “The Tell-Tale Heart”; The Economist newspaper. Chickering patents full cast-iron frame for grand pianos. Mendelssohn
         founds Leipzig Conservatory. Berlioz prints Grand traité d’instrumentation et d’orchestration modernes (Grand Treatise on Instrumentation and Modern Orchestration) in book form. Premieres:
         Berwald, Sinfonie sérieuse; Donizetti, Don Pasquale; Gade, Symphony No. 1; R. Schumann, Das Paradies und die Peri; Wagner, Der fliegende Holländer (The Flying Dutchman). Publications: Chopin, Ballade in F minor, Op. 52 and Scherzo
         in E major, Op. 54; Franck, Piano Trios, Op. 1; R. Schumann, Frauenliebe und -leben (Woman’s Love and Life) and Piano Quintet Op. 44. Deaths: Joseph Lanner.
      

      
      1844 Electrical telegraph line opens between Baltimore and Washington, D.C.; Marx and
         Engels first meet in Paris; Dumas père publishes The Count of Monte Cristo and The Three Musketeers. Final volume of Fétis, Biographie universelle des musiciens et bibliographie générale de musique (Universal Biography of Musicians and General Musical Bibliography, 1st ed.) appears.
         Premieres: David, Le désert; Mercadante, Leonora. Publications: Berlioz, Roman Carnival Overture; Chopin, Nocturnes, Op. 55; Mendelssohn, Lieder ohne Worte Op. 62; C. Schumann, 6 Lieder, Op. 13; R. Schumann, Dichterliebe (Poet’s Love). Deaths: Baini.
      

      
      1845 Great Famine begins in Ireland. Publication of Douglass, Narrative of the Life of Frederick Douglass, an American Slave; Mérimée, Carmen; Poe, “The Raven.” First Beethoven Festival held in Bonn. Franz Brendel becomes editor
         in chief of NZfM. Premieres: Fry, Leonora; Lortzing, Undine; Mendelssohn, Violin Concerto in E minor; Wagner, Tannhäuser. Publications: Berlioz, Episode in the Life of an Artist: Fantastic Symphony in Five Parts (beg. 1830); Chopin, Piano Sonata in B minor; Mendelssohn, Lieder ohne Worte Op. 67; R. Schumann, Piano Quartet Op. 47. Deaths: Mayr.
      

      
      1846 Adolphe Saxe patents first saxophone. Premieres: Lisinski, Ljubav i zloba (Love and Malice); Lortzing, Der Waffenschmied (The Armorer); Mendelssohn, Elijah; Mercadante, Gli Orazi ed i Curiazi (The Horatii and the Curiatii); R. Schumann, Piano Concerto in A minor and Symphony
         No. 2 in C major; Suppé, Dichter und Bauer (Poet and Peasant). Publications: Chopin, Barcarolle, Op. 60 and Nocturnes, Op. 62;
         Hensel, 6 Lieder, Op. 1 and 4 Lieder for piano, Op. 2; Mendelssohn, Piano Trio No. 2, Op. 66. Deaths: Dragonetti.
      

      
      1847 Publication of Charlotte Brontë, Jane Eyre; Emily Brontë, Wuthering Heights; Longfellow, Evangeline; Thackeray, Vanity Fair. Franz Liszt retires from piano-virtuoso career. Premieres: Verdi, Macbeth (first version). Publications: Berlioz, Roméo et Juliette (comp. 1839); Chopin, Cello Sonata Op. 65; Hensel, 6 Gesänge for SATB, Op. 3, piano Mélodies, Opp. 4 and 5, and 4 Lieder for piano, Op. 6; Henselt, Piano Concerto in F minor; C. Schumann, Piano Trio Op.
         17. Deaths: Hensel, Mendelssohn.
      

      
      1848 Revolutions occur across Europe; French Second Republic established with Louis-Napoléon
         Bonaparte elected president; Franz Joseph I becomes emperor of Austria. Publication
         of Marx/Engels, The Communist Manifesto; Veit paints Germania. Liszt settles in Weimar as Kapellmeister; Kastner publishes Manuel général de musique militaire à l’usage des armées françaises (General Handbook on Military Music as Used by the Armies of France). Premieres:
         Mercadante, La schiava saracena (The Saracen Slave Girl). Publications: Alkan, Grand Sonata Op. 33; Berlioz, Harold en Italie (beg. 1834); Foster, Susanna and Uncle Ned; Hensel, 6 Lieder, Op. 7; Molique, Piano Quintet Op. 35; R. Schumann, Piano Trio No. 1 in D minor,
         String Quartets Op. 41, and Album für die Jugend (Album for the Young); Spohr, An sie am Klavier; J. Strauss (I), Radetsky March. Deaths: Donizetti.
      

      
      1849 European revolutions and rebellions continue, reaching Dresden in May Uprising, and
         new republican and national governments are predominantly suppressed. Pre-Raphaelites
         hold first exhibition in London; publication of Dickens, David Copperfield, and Hawthorne, The Scarlet Letter. William Sterndale Bennett helps found the English Bach Society; Wagner publishes
         Die Kunst und die Revolution (Art and Revolution) and Das Kunstwerk der Zukunft (The Artwork of the Future). Premieres: Liszt, Tasso: Lamento e Trionfo; Meyerbeer, Le prophète; Nicolai, Die lustigen Weiber von Windsor (The Merry Wives of Windsor); A. Thomas, Le Caïd (The Ringleader); Verdi, Luisa Miller. Publications: Czerny, Schule der praktischen Tonsetzkunst (School of Practical Composition); Gottschalk, Bamboula and La savane (The Savanna); Onslow, Wind Nonet in A major; R. Schumann, Fantasiestücke, Romanzen und Balladen, vol. 1, and Piano Trio No. 2 in F major. Deaths: Chopin, Habaneck, Kalkbrenner,
         C. Kreutzer, Nicolai, J. Strauss (I).
      

      
      1850 U.S. Congress passes Fugitive Slave Act. Soprano Jenny Lind tours the United States
         under P. T. Barnum’s sponsorship. The German Bach-Gesellschaft is founded; Wagner
         anonymously publishes “Das Judenthum in der Musik” (Jewry in Music). Premieres: Barbieri,
         Gloria y peluca (Gloria and Wig); Wagner, Lohengrin. Publications: Gottschalk, Le bananier (The Banana Tree); Foster, Nelly Bly and De Camptown Races; Hensel, Piano Trio, Op. post. 11; Mendelssohn, String Quartet Op. posth. 80; R.
         Schumann, Genoveva and Romanzen und Balladen , vol. 2. Deaths: Tomášek.
      

      
      1851 The New York Times founded. Hawthorne, The House of the Seven Gables, and Melville, Moby-Dick published. Chickering pianos receive accolades at London Great Exposition; ex-slave
         Elizabeth Greenfield (later known as “the black swan”) begins performing in New York;
         complete edition of J. S. Bach’s works begun; Wagner publishes Oper und Drama (Opera and Drama). Premieres: Barbieri, Jugar con fuego (To Play with Fire); R. Schumann, Symphony No. 3 in E-flat major “Rhenish”; Verdi,
         Rigoletto. Publications: Gottschalk, Le mancenillier (The Manchineel); Liszt, Hungarian Rhapsodies Nos. 1 and 2 and Etudes d’exécution transcendante pour le piano. Deaths: Lortzing, Spontini.
      

      
      1852 French President Louis-Napoléon Bonaparte ends Second Republic, becomes Emperor Napoléon
         III. Stowe publishes Uncle Tom’s Cabin; Millais completes painting Ophelia. First issue of Dwight’s Journal of Music (cont. until 1881). Liszt publishes first edition of biography F. Chopin. Premieres: R. Schumann, Manfred, Der Rose Pilgerfahrt, and Symphony No. 4 in D minor (final version; orig. No. 2 [1841]); Söderman, Urdur. Publications: Foster, Massa’s In de Cold Ground; Onslow, Wind Quintet in F major; R. Schumann, Piano Trio No. 3 in G minor. Deaths:
         Moore.
      

      
      1853 Crimean War begins. Dickens publishes Bleak House. Normal Music Institute, first U.S. school for music-teacher training, opens in New
         York. Concert in Memphis, Tennesseee, by Ole Bull draws 10,000 listeners; Brahms meets
         the Schumanns, and Robert publishes “Neue Bahnen” essay on Brahms; publication of
         Sechter, vol. 1 of Die Grundsätze der musikalischen Komposition (Principles of Musical Composition), and Köhler, Die Melodie der Sprache in ihrer Anwendung besonders auf das Lied und die Oper (The Melody of Speech as Applied Specifically to Song and Opera). Premieres: Fry,
         Santa Claus: A Christmas Symphony; Verdi, Il trovatore (The Troubadour) and La traviata (The Fallen Woman). Publications: Foster, My Old Kentucky Home; Gounod, Méditation sur le 1er Prélude de S. Bach; Liszt, Hungarian Rhapsodies Nos. 3–16; McCarty, Fleurs de salon: 2 Favorite Polkas; Molique, Cello Concerto Op. 45. Deaths: Onslow.
      

      
      1854 In Crimean War, allies besiege Russian naval port city of Sevastopol. Tennyson, The Charge of the Light Brigade, and Thoreau, Walden, published. Robert Schumann attempts suicide and is institutionalized. Publication
         of Hanslick, Vom Musikalisch-Schönen (On the Musically Beautiful, 1st ed.), and A. B. Marx, vol. 1 of Die Musik des 19. Jahrhunderts und ihre Pflege (The Music of the Nineteenth Century and Its Culture; 2nd vol. in 1855). Premieres:
         Fry, Niagara Symphony; Liszt, Les Préludes, Mazeppa, and Orpheus. Publications: Berlioz, La damnation de Faust (The Damnation of Faust) and Te Deum; Foster, Jeanie with the Light Brown Hair; Gottschalk, The Last Hope; Liszt, Piano Sonata in B minor.
      

      
      1855 French and British troops take Sevastopol. Longfellow, The Song of Hiawatha and Whitman, Leaves of Grass, 1st ed, published. Premieres: Liszt, Prometheus and Piano Concerto No. 1; Verdi, Les vêpres siciliennes (The Sicilian Vespers). Publications: Berlioz, Lélio, ou Le retour à la vie (Lélio, or The Return to Life); Gottschalk, Le banjo; Gounod, Messe solennelle de Ste. Cécile; Liszt, Première Année: Suisse (First Year: Switzerland) from Années de pèlerinage (Years of Pilgrimage); C. Schumann, 3 Romanzen Op. 22; Spohr, Septet Op. 147.
      

      
      1856 David Livingstone completes his journey across Africa. Flaubert finishes Madame Bovary, which appears serially. Henry Engelhard Steinway creates his first piano; Chrysander
         organizes founding of Händel-Gesellschaft. Premieres: Dargomïzhsky, Rusalka; Söderman, Hin Ondes första lärospån (The Devil’s First Lesson). Publications: C. Schumann, 6 Lieder, Op. 23. Deaths: Adolphe Adam, Lindpaintner, R. Schumann.
      

      
      1857 The U.S. Supreme Court rules that people there of African descent are not citizens
         and do not receive constitutional protection in Dred Scott v. Sanford. Panic of 1857 begins in the United States and spreads to Europe. Emperor Franz Joseph
         I orders demolition of Vienna’s city walls, making room for Ringstrasse. Premieres: Liszt, A “Faust” Symphony, Die Ideale, and Hunnenschlacht; Verdi, Simon Boccanegra (first version, Venice). Publications: Foster, Gentle Annie; Pierpont, One Horse Open Sleigh (today “Jingle Bells”). Deaths: Castil-Blaze, Czerny, Glinka.
      

      
      1858 France begins conquest of Vietnam. Gray’s Anatomy appears. Harvard Glee Club founded. Publications: Liszt, Première année: Suisse (First Year: Switzerland) from Années de pèlerinage (Years of Pilgrimage). Premieres: Cornelius, Der Barbier von Baghdad (The Barber of Baghdad); Offenbach, Orphée aux enfers (Orpheus in the Underworld); Söderman, Svenskt festspel (Swedish Festival). Deaths: Cramer, Diabelli, J. Kinkel.
      

      
      1859 Completion of Westminster Palace’s Elizabeth Tower, featuring bell “Big Ben.” Oil
         rush in Pennsylvania. Publication of Darwin, On the Origin of Species; Dickens, A Tale of Two Cities; and John Stuart Mill, On Liberty. Manet paints The Absinthe Drinker. Versammlung deutscher Tonkünstler (Conference of German Musicians) convenes for the first time. Anton and Nikolay Rubinstein
         found Russian Musical Society. Premieres: Brahms, Piano Concerto No. 1; Gounod, Faust; Meyerbeer, Le pardon de Ploërmel; Paniagua, Catalina de Guisa; Verdi, Un ballo in maschera (A Masked Ball); Wagner, Prelude to Tristan und Isolde. Publications: Alkan, 12 Etudes in Minor Keys, Op. 39; Liszt, Deuxième année: Italie (Second Year: Italy) from Années de pèlerinage; Raff, 3 Klavier-Soli, Op. 72. Deaths: Spohr.
      

      
      1860 South Carolina secedes from the United States; 10 states follow within five months.
         Longfellow publishes “Paul Revere’s Ride.” Brahms, Joachim, Grimm, and Scholz prematurely
         publish manifesto against New German School in the NZfM and Berliner Musik-Zeitung Echo. Liszt issues Des bohémiens et de leur musique en Hongrie (On Gypsies and Their Music in Hungary). Premieres: Suppé, Das Pensionat (The Boarding School). Publications: Foster, Old Black Joe. Deaths: Jullien, Carl Friedrich Zöllner.
      

      
      1861 Italy is unified; Civil War begins in the United States (–1865); Wilhelm I becomes
         Prussian emperor. Charles Dickens’s Great Expectations and George Eliot’s Silas Marner appear. Tannhäuser meets scandal in Paris; the Allgemeiner Deutscher Musikverein is founded by Franz Brendel and Franz Liszt. Publications: Molique, Abraham. Deaths: Heinrich, Marschner, Louis Niedermeyer, Vincent Novello.
      

      
      1862 Victor Hugo’s Les Misérables appears. Publication of Ambros, Geschichte der Musik, vol. 1, and Helmholtz, Die Lehre von den Tonempfindungen als physiologische Grundlage für die Theorie der
            Musik (On the Sensations of Tone as a Physiological Basis for the Theory of Music). Köchel’s
         Mozart catalog first published. Anton Rubinstein founds St. Petersburg Conservatory.
         Premieres: Berlioz, Béatrice et Bénédict; Verdi, La forza del destino (The Force of Destiny, first version, St. Petersburg). Deaths: Halévy, Verstovsky.
      

      
      1863 U.S. President Abraham Lincoln signs Emancipation Proclamation. Gevaert: Traité général d’instrumentation: Exposé méthodique (General Treatise on Instrumentation). Premieres: Berlioz, Les Troyens (The Trojans); Bizet, Les pêcheurs de perles (The Pearl Fishers); Suppé, Flotte Bursche (Jolly Students). Publications: Liszt, Piano Concerto No. 2.
      

      
      1864  Ludwig II becomes king of Bavaria, begins supporting Wagner financially. Publication
         of Dostoyevsky’s Notes from Underground, Tennyson’s Enoch Arden, and Verne’s Journey to the Center of the Earth. Rheinberger begins directing Munich Oratorienverein (Oratorio Club). Premieres: Barbieri, Pan y toros (Bread and Bulls); Offenbach, La belle Hélène; Suppé, Franz Schubert. Publications: Foster, Beautiful Dreamer. Deaths: Foster, Lindblad, Meyerbeer.
      

      
      1865 Civil War ends in the United States with surrender of Confederate forces to General
         U. S. Grant; President Lincoln assassinated. Wilhelm Busch’s Max und Moritz and Lewis Carroll’s Alice’s Adventures in Wonderland are published. Nottebohm publishes Ein Skizzenbuch von Beethoven (A Beethoven Sketchbook). Premieres: Liszt, Die Legende von der heiligen Elisabeth (The Legend of St. Elisabeth); Meyerbeer, L’Africaine; Wagner, Tristan und Isolde. Publications: Castillon, Piano Quintet in E flat; Liszt, Totentanz (second version); Wagner, Die Walküre. Deaths: Pasta.
      

      
      1866 Prussia defeats Austria at Battle of Königgrätz. Dostoyevsky publishes Crime and Punishment. Premieres: Bizet, La jolie fille de Perth (The Fair Maid of Perth); Offenbach, Barbe-Bleu (Bluebeard) and La vie parisienne (Parisian Life); Smetana, Braniboři v Čechách (Brandenburgers in Bohemia); Suppé, Leichte Kavallerie (Light Cavalry); A. Thomas, Mignon. Publications: Paine, Mass in D major. Deaths: A. B. Marx.
      

      
      1867 The Dominion of Canada and the North German Confederation are formed. The Suez Canal
         opens. The United States purchases Alaska from Russia. Ibsen publishes Peer Gynt. Founding of Copenhagen Conservatory (today the Royal Danish Academy of Music). Music
         publishers Novello and Ewer merge into Novello, Ewer & Co. Premieres: Gounod, Roméo et Juliette; Offenbach, La Grande Duchesse de Gérolstein; Verdi, Don Carlos (first version, Paris). Publications: J. Strauss (II), An der schönen blauen Donau (The Beautiful Blue Danube); Svendsen, String Octet in A major. Deaths: Sechter.
      

      
      1868 Meiji Restoration begins in Japan. Alcott’s Little Women and Dostoyevsky’s The Idiot are published. Bruckner moves to Vienna. Premieres: Bruch, Violin Concerto in G minor;
         Offenbach, La Périchole; A. Thomas, Hamlet; Wagner, Die Meistersinger von Nürnberg. Publications: Svendsen, String Quartet in A minor, String Quintet in C major, and
         Symphony No. 1. Deaths: Berwald, Brendel, Rossini.
      

      
      1869 First U.S. Transcontinental Railroad completed. Tolstoy, War and Peace, and Twain, Innocents Abroad, published. Publication of Bottesini, Metodo completo per contrabbasso (Complete Method for Contrabass), and Wagner, Über das Dirigiren (On Conducting). Premieres: Brahms, Ein deutsches Requiem (A German Requiem, first performance of all seven movements); Cui, Vil’yam Ratklif (William Ratcliff); Verdi, La forza del destino (rev. version, Milan); Wagner, Das Rheingold. Publications: Cunha, A Sertaneja; J. Strauss (II), Wein, Weib und Gesang (Wine, Women, and Song). Deaths: Berlioz, Dargomïzhsky, Gottschalk; Molique.
      

      
      1870 The United States extends suffrage to African American men by constitutional amendment;
         Napoléon III is captured and imprisoned weeks after declaring war on Prussia; France
         declares Third Republic. Verne publishes Twenty-Thousand Leagues under the Sea. Francis7 Xaver Witt founds Allgemeiner Deutscher Cäcilienverein. Wagner publishes monograph Beethoven. Premieres: Delibes, Coppélia; Gomes, Il Guarany; Raff, Symphony No. 3 Im Walde (In the Woods); Smetana, Bartered Bride (4th definitive ed.) and Dalibor; Wagner, Die Walküre. Deaths: Mercadante, Moscheles, Josef Strauss.
      

      
      1871 Prussia defeats France in Franco-Prussian War. The German Empire is formed. Paris
         Commune suppressed. Publication of Eliot, Middlemarch, and Darwin, The Descent of Man. Whistler paints Arrangement in Grey and Black No. 1, or Whistler’s Mother. Société Nationale de Musique founded by Bussine and Saint-Saëns. Brahms moves to
         Vienna. Premieres: Gounod, Gallia; Verdi, Aida. Publications: Bizet, Jeux d’enfants (Childrens’ Games); Castillon, Piano Quartet in G minor. Deaths: Fétis, Potter, Tausig,
         Thalberg.
      

      
      1872 Akademischer Wagnerverein founded by Guido Adler, Felix Mottl, and Karl Wolf. Publication of Rückert, Kindertodtenlieder (posthumous). Coussemaker issues Oeuvres complètes du trouvère Adam de la Halle (Complete Works of the Trouvère Adam de la Halle). Premieres: Bizet, incidental music
         to Daudet, L’arlésienne (The Maid of Arles); Dargomïzhsky, Kamennïy gost’ (The Stone Guest, completed by Cui); Ponchielli, I promessi sposi (The Betrothed, rev. version; orig. 1856); Söderman, incidental music for Shakespeare’s Richard III. Publications: Liszt, Christus; Mussorgsky, Detskaya (The Nursery); Paine, St. Peter; Widor, Organ Symphonies No. 1–4, Op. 13. Deaths: Lowell Mason.
      

      
      1873 The Panic of 1873 kicks off the Long Depression of 1873–1879. Jules Verne publishes
         Around the World in 80 Days. Publication of Spitta, Johann Sebastian Bach, vol. 1, and Wagner, Eine Kapitulation (A Capitulation). Premieres: Massenet, Marie-Magdeleine; Montero, Virginia; Paine, St. Peter; Ponchielli, Le due gemelle (The Twin Sisters); Raff, Maria Stuarda; Tchaikovsky, The Snow Maiden and The Tempest. Publications: J. Strauss (II), Wiener Blut (Viennese Blood). Deaths: Castillon, Ferdinand David, Friedrich Wieck.
      

      
      1874 Art critic Louis Leroy labels Claude Monet’s Impression: Soleil levant (Impression: Sunrise) “impressionist.” Mallarmé completes L’après-midi d’un faune (The Afternoon of a Faun). Premieres: Caballero, La Marsellesa (The Girl from Marseilles); Mussorgsky, Boris Godunov (first version); Ponchielli, I Lituani (The Lithuanians); Smetana, Vltava (The Moldau); J. Strauss (II), Die Fledermaus (The Bat); Verdi, Requiem. Publications: Berwald, Symphony No. 1 (Symphonie sérieuse). Deaths: Cornelius, Tellefsen.
      

      
      1875 Gevaert, Nouveau traité d’instrumentation (New Treatise on Instrumentation), and Hanslick, Die moderne Oper: Kritiken und Studien (Modern Opera: Criticisms and Studies), published. Premieres: Bizet, Carmen; Sullivan, Trial by Jury; Tchaikovsky, Piano Concerto No. 1. Publications: Lalo, Symphonie espagnole; Reinecke, Symphony No. 2; Saint-Saëns, Danse macabre. Deaths: Bennett, Bizet.
      

      
      1876 The United States defeated at the Battle of Little Bighorn. Queen Victoria becomes
         empress of India. Premiere of Ibsen, Peer Gynt. Mark Twain publishes The Adventures of Tom Sawyer. Opening of Bayreuth Festival; Rameau Festival. Premieres: Brahms, Symphony No. 1;
         Delibes, Sylvia; Ponchielli, La gioconda (The Happy Woman); Stanford, incidental music to Tennyson, Queen Mary; Suppé, Fatinitza; Wagner, Der Ring des Nibelungen. Publications: Grieg, incidental music to Peer Gynt. Deaths: Ambros, Félicien David, Mary Shaw, Samuel Wesley.
      

      
      1877 Thomas Edison gives first demonstration of phonograph. Tolstoy publishes Anna Karenina. Tchaikovsky and Nadezhda von Meck begin corresponding. Premieres: Brahms, Symphony
         No. 2; Franck, Les Eolides (The Breezes); Massenet, Le roi de Lahore (The King of Lahore); Saint-Saëns, Samson et Dalila; Sullivan, The Sorcerer; Tchaikovsky, Swan Lake and Francesca da Rimini. Publications: Gonzaga, Atraente (Attractive); Lalo, Cello Concerto in D minor; Svendsen, Karnival i Paris (Carnival in Paris), three Norwegian Rhapsodies, and Symphony No. 2; Tchaikovsky, The Tempest.
      

      
      1878 Paris Exhibition Opens. Publication of Hardy, The Return of the Native. First volume of Grove, Dictionary of Music and Musicians (1st ed.) issued. Premieres: Marqués, El anillo de hierro (The Iron Ring); Sullivan, H.M.S. Pinafore; Tchaikovsky, Symphony No. 4; Wagner, Prelude to Parsifal. Publications: Dvořák, Slavonic Dances, Op. 46.
      

      
      1879 Ibsen publishes A Doll’s House. Premieres: Brahms, Violin Concerto in D major; Stanford, Symphony No. 1; Sullivan,
         The Pirates of Penzance; Suppé, Boccaccio; Tchaikovsky, Eugene Onegin. Publications: Dvořák, Moravské dvojzpěvy (Moravian Duets).
      

      
      1880 Thomas Edison opens first commercial power station. Publication of Dostoyevsky’s
         The Brothers Karamazov and Twain’s A Tramp Abroad. Hans von Bülow begins conducting Meiningen Orchestra; Amy Fay publishes Music Study in Germany. Premieres: Brahms, Tragic Overture, and Tchaikovsky, Capriccio italien. Publications: Franck, Les béatitudes; Smetana, String Quartet No. 1 “Z mého života” (From My Life) and Vltava (The Moldau); Tchaikovsky, Symphony No. 2 “Little Russian” (final version, beg. 1872)
         and Symphony No. 4. Deaths: Bull, Offenbach.
      

      
      1881 U.S. President James Garfield assassinated. Savoy Theatre in London becomes first
         public building lit by incandescent light; Clara Barton founds American Red Cross.
         Henry Lee Higginson founds Boston Symphony Orchestra. Premieres: Brahms, Academic Festival Overture, Nänie, and Piano Concerto No. 2; Bruch, Scottish Fantasy for Violin and Orchestra; Bruckner,
         Symphony No. 4 (second version); Mackenzie, The Bride; Offenbach, Les contes d’Hoffmann (The Tales of Hoffmann; completed by Guiraud); R. Strauss, Symphony No. 1; Tchaikovsky,
         Violin Concerto and Piano Concerto No. 2; Verdi, Simon Boccanegra (rev. version, Milan). Publications: Bruch, Kol Nidrei; Svendsen, Romance. Deaths: Boehm, Mussorgsky, N. Rubinstein, Vieuxtemps.
      

      
      1882 Publication of Nietzsche, Die fröhliche Wissenschaft (The Gay Science), and Twain, The Prince and the Pauper. Manet paints A Bar at the Folies-Bergère. Fifth volume of Ambros’s Geschichte der Musik issued posthumously. Premieres: Tchaikovsky, 1812 Overture; Wagner, Parsifal. Publications: Balakirev, Overture on the Themes of Three Russian Songs; Borodin, Symphony No. 1 and V sredney Azii (In Central Asia); Brahms, Piano Trio No. 2; Mussorgsky, Pesni i plyaski smerti (Songs and Dances of Death; ed. Rimsky-Korsakov); Reinecke, Flute Sonata Undine. Deaths: Raff.
      

      
      1883 The volcanos of Krakatoa explode, destroying most of the island with worldwide effects.
         Nietsche’s Also sprach Zarathustra and Stevenson’s Treasure Island published. Opening of Metropolitan Opera, New York. Premieres: Brahms, Symphony No.
         3 and Gesang der Parzen; Chabrier, España; Delibes, Lakmé; Franck, Le chasseur maudit (The Accursed Huntsman). Publications: Chabrier, España; Lalo, Concerto russe for violin; Liszt, Troisième année (Third Year) from Années de pèlerinage (Years of Pilgrimage). Deaths: Flotow, Volkmann, Wagner.
      

      
      1884 Washington Monument completed. Publication of Abbott’s Flatland and Twain’s The Adventures of Huckleberry Finn. Debussy wins the Prix de Rome; Dubois issues L’accompagnement pratique du plainchant (Practical Rules for Accompanying Plainchant); Grove publishes first edition of Beethoven’s Nine Symphonies. Premieres: Bruckner, Symphony No. 7; Fibich, Nevěsta messinská (The Bride of Messina); Mackenzie, The Rose of Sharon (first version); Marqués, El reloj de Lucerna (The Lucerne Clock); Massenet, Manon; Sousa, Désirée; R. Strauss, Suite in B-flat major; Sullivan, Princess Ida; Verdi, Don Carlo (rev. version, Milan). Publications: Balakirev, Tamara; Borodin, String Quartet No. 1; MacDowell, Piano Concerto No. 1; Massenet, Manon; Smetana, Dalibor. Deaths: Smetana.
      

      
      1885 Revue Wagnerienne in print (1885–1888). Premieres: Brahms, Symphony No. 4; Dvořák, Symphony No. 7 and
         Svatební košile (The Spectre’s Bride); Franck, Prélude, choral et fugue and Les Djinns (The Genies); Stanford, The Three Holy Children; J. Strauss (II), Die Zigeunerbaron (The Gypsy Baron); Sullivan, The Mikado. Publications: Grieg, Fra Holberg tid (From Holberg’s Time); Liszt, Hungarian Rhapsodies Nos. 17–19; Reinecke, Harp Concerto. Deaths: Hiller.
      

      
      1886 New York City’s Statue of Liberty completed. Publication of Hardy’s The Mayor of Casterbridge and Stevenson’s The Strange Case of Dr. Jeckyll and Mr. Hyde; Seurat completes painting A Sunday Afternoon on the Island of La Grande Jatte. Parry publishes Studies of Great Composers. Premieres: Bruckner, Te Deum; Dvořák, Svatá Ludmila (St. Ludmilla); Saint-Saëns, Symphony No. 3 (“Organ”); Stanford, The Revenge. Publications: Chaminade, Six Concert Etudes, Op. 35; Franck, Violin Sonata; Mussorgsky,
         Kartinki s vïstavki (Pictures at an Exhibition, ed. Rimsky-Korsakov) and Ivanova noch’ na Lïsoy gore (St John’s Night on Bald Mountain, ed. Rimsky-Korsakov); Sousa, The Gladiator. Deaths: Köhler, Liszt, Ponchielli.
      

      
      1887 Emil Berliner patents gramophone disc record. Nietzsche publishes Zur Genealogie der Moral (On the Genealogy of Morality). Premieres: Berutti, Obertura Andes; Brahms, Concerto for Violin and Cello; Parry, Blest Pair of Sirens; Sullivan, Ruddigore; Verdi, Otello. Publications: Borodin, Symphony No. 2 and Piano Trio No. 3; Dvořák, Svatá Ludmila (St. Ludmilla); Widor, Organ Symphonies No. 5–8, Op. 42. Deaths: Borodin, Lind, Malpiero,
         Marxsen.
      

      
      1888 Wilhelm II becomes German emperor. Several London murders are attributed to Jack
         the Ripper; Van Gogh paints Arles Sunflowers series and cuts off ear. Premieres: Bruckner, Symphony No. 4 (third version); Fauré,
         Requiem; Franck, Psyché; Parry, Judith; Sullivan, The Yeomen of the Guard; Tchaikovsky, Symphony No. 5. Publications: Borodin, String Quartet No. 2 and Symphony
         No. 3 (completed by Glazunov); Grieg, Peer Gynt Suite No. 1; Mackenzie, Overture to Twelfth Night; Parry, Judith; Sousa, Semper Fidelis. Deaths: Alkan, Heller, Witt.
      

      
      1889 Universal Exhibition in Paris; Eiffel Tower completed (beg. 1887). Van Gogh paints
         The Starry Night. Publication of Tolstoy’s The Kreutzer Sonata and Twain’s A Connecticut Yankee in King Arthur’s Court. Premieres: Bretón, Los amantes de Teruel (The Lovers of Teruel); Dubois, Fantaisie triomphale; Franck, Symphony in D minor; R. Strauss, Don Juan; Sullivan, The Gondoliers. Publications: Franck, String Quartet; Rimsky-Korsakov, Sheherazade; Smetana, String Quartet No. 2; Sousa, Washington Post; Wolf, Mörike- and Eichendorff-Lieder. Deaths: Bottesini, Henselt.
      

      
      1890 Emperor Wilhelm II dismisses Chancellor Bismarck. Wounded Knee Massacre occurs in
         South Dakota. Publication of Ibsen’s Hedda Gabler, Frazer’s The Golden Bough, and Wilde’s The Picture of Dorian Gray. Monet begins Haystacks series. Gevaert, Cours méthodique d’orchestration (Methodical Course of Instruction in Orchestration), published. Tchaikovsky’s patroness
         von Meck terminates their relationship. Premieres: Borodin, Knyaz’ Igor’ (Prince Igor); Franck, String Quartet; Mascagni, Cavalleria rusticana (Rustic Chivalry); Smyth, Serenade and Anthony and Cleopatra; R. Strauss, Tod und Verklärung (Death and Transfiguration); Tchaikovsky, The Sleeping Beauty and The Queen of Spades. Publications: Debussy, Cinq poèmes de Baudelaire; Dubois, Fantaisie triomphale; MacDowell, Piano Concerto No. 2; Rimsky-Korsakov, Russian Easter Overture; Wolf, Goethe-Lieder. Deaths: Franck, Gade, Lachner.
      

      
      1891 Frank Wedekind completes Spring Awakening; Gaugin paints Tahitian Women on the Beach. Carnegie Hall opens in New York City. Premieres: Arensky, Son na Volga (A Dream on the Volga); Chausson, Symphony in B-flat major; Fauré, Cinq mélodies; Gomes, Condor; Marqués, El montaguillo (The Altar Boy); Stanford, Eden. Publications: Wolf, Spanisches Liederbuch. Deaths: Delibes.
      

      
      1892 Doyle publishes The Adventures of Sherlock Holmes. Premieres: Bruckner, Symphony No. 8; Dvořák, Příroda, Život a Láska (Nature, Life and Love); Massenet, Werther; Parry, Job; Sibelius, Kullervo; Tchaikovsky, The Nutcracker. Publications: Albéniz, Chant d’Espagne; Brahms, Trio in A minor for Clarinet, Cello, and Piano (Op. 114) and Clarinet Quintet
         in B minor, Op. 115; Franck, Trois chorals; Gomes, Colombo; Wolf, Italienisches Liederbuch, vol. 1. Deaths: Dessoff, Franz, Guiraud, Lalo.
      

      
      1893 World’s Fair in Chicago; Panic of 1893. Wilde publishes Salomé; premiere of Maeterlinck, Pelléas et Mélisande; Munch paints The Scream. Parry publishes The Art of Music (rev. as The Evolution of the Art of Music, 1896). Premieres: Albéniz, The Magic Opal; Bretón, La verbena de la poloma (The Paloma Fair); Caballero, El dúo de La africana (The Duet from L’Africaine); Debussy, Prélude à “L’apres-midi d’un faune”; Franck, Les Eolides (The Breezes) and Les Djinns (The Genies); Grieg, Peer Gynt Suite No. 2; Humperdinck, Hänsel und Gretel; Leoncavallo, I Pagliacci; Parker, Hora novissima; Puccini, Manon Lescaut; Tchaikovsky, Symphony No. 6; Verdi, Falstaff. Publications: Sousa, The Liberty Bell. Deaths: Gounod, Tchaikovsky.
      

      
      1894 French army officer Alfred Dreyfus, of Jewish descent, accused of spying for Germans.
         Publication of Fontane, Effi Briest; Kipling, The Jungle Book; Twain, Pudd’nhead Wilson. Founding of Schola Cantorum. Premieres: Massenet, Thaïs; Parry, King Saul; Rachmaninoff, Trio élégiaque No. 2; R. Strauss, Guntram and Symphony No. 2. Publications: Arensky, Piano Trio No. 1 in D minor; Debussy,
         String Quartet in G minor; Dvořák, Piano Trio (“Dumky”) and String Quartet in F major;
         Fauré, La bonne chanson; Magnard, Symphony No. 1. Deaths: Bülow, Chabrier, A. Rubinstein.
      

      
      1895  Alfred Dreyfus sentenced to life on Devil’s Island. Oscar Wilde sentenced to two
         years’ imprisonment on sodomy charges. Caruso debuts in Naples. Publication of Crane,
         The Red Badge of Courage; Hardy, Jude the Obscure; Wells, The Time Machine. Publication begins of “complete” Rameau edition (–1913). Premieres: Bretón, La Dolores; Mahler, Symphony No. 2; Tchaikovsky, Piano Concerto No. 3. Publications: Mackenzie,
         Britannia Overture; Reinecke, Symphony No. 3. Deaths: Suppé.
      

      
      1896 The Olympic Games are revived in Athens. Publication of Herzl, The Jewish State, and Wells, The Island of Dr. Moreau. Premieres: Dvořák, The Water Goblin and Cello Concerto in B minor; Puccini, La bohème; Sousa, El Capitan (operetta); Stanford, Shamus O’Brien; R. Strauss, Also sprach Zarathustra. Publications: Chausson, Poème de l’amour et de la mer (Poem of Love and the Sea); Franck, Symphony in D minor; MacDowell, Woodland Sketches; Wolf, Italienisches Liederbuch, vol. 2. Deaths: Bruckner, Gomes, Pohl, Clara Schumann.
      

      
      1897 Klimt and others found the Vienna Secession. Publication of Rostand, Cyrano de Bergerac; Stoker, Dracula; and Wells, The Invisible Man. Mahler becomes director of Court Opera (Vienna). George Chadwick publishes Harmony: A Course of Study. Premieres: Caballero, La viejecita (The Little Old Lady); Dukas, L’aprenti sorcier (The Sorcerer’s Apprentice); Fibich, Šarka; Humperdinck, Königskinder (melodrama version); Scriabin, Piano Concerto. Publications: MacDowell, “Indian” Suite
         No. 2; Sousa, The Stars and Stripes Forever. Deaths: Woldemar Bargiel, Brahms.
      

      
      1898 The USS Maine explodes in Cuba; the United States declares war on Spain. Evidence emerges that
         the French military suppressed evidence of Alfred Dreyfus’s innocence, leading to
         Zola’s famously titled open letter, “J’Accuse . . . !” (I Accuse You!). Premieres:
         Caballero, Gigantes y cabezuedos (Giants and Big-Heads); Dvořák, The Wild Dove; Glazunov, Raymonda; Granados, María del Carmen; Rimsky-Korsakov, Sadko; Smyth, Fantasio; Richard Strauss, Don Quixote. Publications: Grieg, Haugtussa (The Mountain Maid); Reger, Chorale Fantasy on Ein’ feste Burg ist unser Gott. Deaths: George Frederick Bristow.
      

      
      1899 Alfred Dreyfus is returned to France, retried for treason, convicted again despite
         evidence in his defense, and nevertheless pardoned; official exoneration would not
         come until 1906. Publication of Kate Chopin, The Awakening; Conrad, Heart of Darkness; Freud, The Interpretation of Dreams; and Norris, McTeague. Scott Joplin’s success begins with Maple Leaf Rag. Premieres: Elgar, Enigma Variations and Sea Pictures; R. Strauss, Ein Heldenleben (A Heroic Life). Publications: Balakirev, Symphony No. 1; Mackenzie, “Scottish” Piano
         Concerto; Magnard, Symphony No. 2; Mahler, Des Knaben Wunderhorn (The Boy's Miraculous Posthorn); Reger, Chorale Fantasy on Freu’dich sehr, o meine Seele. Deaths: Chausson, J. Strauss (II).
      

      
      1900 Paris World Exhibition; international forces arrive in China to suppress Boxer Rebellion.
         Publication of Baum, The Wonderful Wizard of Oz; Conrad, Lord Jim; Dreiser, Sister Carrie; Schnitzler, Reigen. Premieres: Elgar, The Dream of Gerontius; Fauré, Prométhée; Puccini, Tosca; Rimsky-Korsakov, The Tale of Tsar Saltan; Sibelius, Finlandia and Symphony No. 1 (final version); Zemlinsky, Es war einmal (Once upon a Time). Publications: Reger, Two Chorale Fantasias, Op. 40 and Fantasia and Fugue on B-A-C-H. Deaths: Fibich, Grove, Hartmann, J. Schalk, Sullivan.
      

      
      1901 Queen Victoria dies and is succeeded by son Edward VII; U.S. President McKinley is
         assassinated. Oil is discovered near Beaumont, Texas. Publication of Kipling, Kim; Mann, Buddenbrooks; Potter, The Tale of Peter Rabbit. Dubois releases Traité de contrepoint et de fugue (Treatise on Counterpoint and Fugue). Premieres: Delius, Paris: A Nocturne; Dvořák, Rusalka; Elgar, Pomp and Circumstance March No. 1; Mackenzie, The Cricket on the Hearth; Mahler, Symphony No. 4; Rachmaninoff, Piano Concerto No. 2; Scriabin, Symphony No.
         1; R. Strauss, Feuersnot (Fire Famine). Publications: Debussy, Nocturnes; Paine, Azara; Reger, 3 Chorale Fantasias, Op. 52. Deaths: Chrysander, Verdi.
      

      
      1902 Second Boer War ends. Publication of Doyle, The Hound of the Baskervilles and Kipling, Just So Stories. Klimt paints Beethoven Frieze in the Vienna Secession Building; Rodin completes The Thinker. Caruso does his first recording sessions. Premieres: Castro, Atzimba; Debussy, Pelléas et Mélisande; Elorduy, Zulema; Lehár, Gold und Silber; Mahler, Symphony No. 3; Scriabin, Symphony No. 2; Sibelius, Symphony No. 2; Smyth,
         Der Wald (The Forest). Publications: Magnard, Symphony No. 3; Reger, Piano Quintet No. 2.
      

      
      1903 Orville Wright is first to fly an airplane. Kandinsky paints Der blaue Reiter (The Blue Rider). Publication of London, The Call of the Wild, and Romain Rolland, Vie de Beethoven (Life of Beethoven). Caruso joins the Metropolitan Opera. Premieres: Bruckner, Symphony
         No. 9, first three movements (ed. Ferdinand Löwe). Publications: Franck, Psyché; Magnard, Hymne à la justice. Deaths: Wolf.
      

      
      1904 Russia completes Trans-Siberian Railroad; Japan declares war on Russia. Publication
         of London, The Sea-Wolf; premiere of Barrie, Peter Pan, and Wedekind, Pandora’s Box. Premieres: Janáček, Její pastorkyňa: Jenůfa (Her Stepdaughter Jenůfa); Mahler, Symphony No. 5; R. Strauss, Symphonia Domestica. Publications: Magnard, Chant funèbre; Reger, Variations and Fugue on a Theme of Bach. Deaths: Dvořák.
      

      
      1905 Japan defeats Russia in Russo-Japanese War. Russian Revolution of 1905. Publication
         of Burnett, A Little Princess and Orczy, The Scarlet Pimpernel. Einstein publishes on special theory of relativity. Premieres: Debussy, La mer; Glazunov, Violin Concerto; Lehár, Die lustige Witwe (The Merry Widow); Lyadov, Baba Yaga; Mahler, Kindertotenlieder; Sibelius, Violin Concerto (final version; orig. 1904); R. Strauss, Salome. Publications: Scriabin, Symphony No. 3. Deaths: Cervantes, Theodore Thomas.
      

      
      1906 Earthquakes on American Pacific coast largely destroy San Francisco and Valparaíso.
         Publication of London, White Fang. Premieres: Mahler, Symphony No. 6; Parry, The Soul’s Ransom; Rachmaninoff, Francesca da Rimini; Smyth, Standrecht (orig. titled Les naufrageurs or The Wreckers). Publications: Albéniz, Iberia, book 1; Lyadov, Eight Russian Folksongs; Sibelius, Karelia Overture and Symphony No. 3. Deaths: Arensky, Paine.
      

      
      1907 Picasso paints The Young Ladies of Avignon. Stieglitz photographs The Steerage. Busoni prints Entwurf einer neuen Ästhetik der Tonkunst (Sketch of a New Compositional Aesthetics). Premieres: Dukas, Ariane et Barbe-bleue (Arianna and Bluebeard); Mahler, Symphony No. 7; Parry, The Vision of Life. Publications: Albéniz, Iberia, books 2 and 3; Glazunov, Symphony No. 8. Deaths: Grieg, Joachim, Ludwig Thuille.
      

      
      1908 First Ford Model T automobile produced. Publication of Chesterton, The Man Who Was Thursday; Forster, A Room with a View; Grahame, The Wind in the Willows; and Montgomery, Anne of Green Gables. Klimt paints The Kiss. Premieres: Delius, Brigg Fair and In a Summer Garden; Elgar, Symphony No. 1; Rachmaninoff, Symphony No. 2; Scriabin, The Poem of Ecstasy. Publications: Albéniz, Iberia, book 4; Balakirev, Symphony No. 2; Debussy, Children’s Corner; Reinecke, Flute Concerto. Deaths: Gevaert, MacDowell, Rimsky-Korsakov, Sarasate.
      

      
      1909 Publication of Leroux, The Phantom of the Opera. Premieres: Lehár, Der Graf von Luxemburg (The Count of Luxemburg); Rachmaninoff, Piano Concerto No. 3; Rimsky-Korsakov, The Golden Cockerel; R. Strauss, Elektra. Publications: Bartók, String Quartet No. 1; Lyadov, The Enchanted Lake; Reger, Symphonischer Prolog zu einer Tragödie; Sibelius, Karelia Suite. Deaths: Albéniz.
      

      
      1910 King George V succeeds father Edward VII as king of United Kingdom. Publication of
         Forster, Howards End. Matisse paints Dance. Premieres: Bloch, Macbeth; Elgar, Violin Concerto in B minor; Humperdinck, Königskinder (opera version); Lehár, Zigeunerliebe (Gypsy Love); Mahler, Symphony No. 8; Puccini, La fanciulla del West (The Golden Girl of the West); Rachmaninoff, Liturgiya svyatovo Ioanna Zlatousta (Liturgy of St. John Chrysostom); Stravinsky, The Firebird; Zemlinsky, Kleider machen Leute (The Clothes Make the Man). Publications: Debussy, Préludes, book 1; Lyadov, Kikimora. Deaths: Balakirev, Reinecke, Viardot.
      

      
      1911 Triangle Shirtwaist Factory fire in New York City kills 146 workers. Amundsen expedition
         is first to reach South Pole. Publication of Barrie, Peter and Wendy; Bierce, The Devil’s Dictionary; Burnett, The Secret Garden; Wharton, Ethan Frome. Blaue Reiter exhibition in Munich features works of Kandinsky and others. Premieres: Elgar, Symphony
         No. 2; Magnard, Bérénice; Mahler, Das Lied von der Erde; Scriabin, Prometheus: The Poem of Fire; Sibelius, Symphony No. 4; Smyth, “The March of the Women”; R. Strauss, Der Rosenkavalier; Stravinsky, Petrushka. Deaths: Mahler.
      

      
      1912 Duchamp paints Nude Descending a Staircase, No. 2. Publication of Burroughs, Tarzan of the Apes and A Princess of Mars; Grey, Riders of the Purple Sage; and Mann, Der Tod in Venedig (Death in Venice). Ethel Smyth briefly imprisoned for militant activity as suffragette.
         Premieres: Dukas, La péri; Elgar, The Music Makers; Gonzaga, Forrobodó; Mahler, Symphony No. 9; Parker, Mona; Schoenberg, Pierrot lunaire; R. Strauss, Ariadne auf Naxos (first version, rev. 1916). Publications: Granados, Goyescas, o Los majos enamorados (Goyescas; or, The Gallants in Love), book 1; Reger, Romantic Suite. Deaths: Samuel Coleridge-Taylor, Massenet.
      

      
      1913 The United States amends the Constitution to allow popular election of senators.
         R. J. Reynolds produces first packaged cigarettes. Publication of Cather, O Pioneers! and premiere of Shaw, Pygmalion. Luigi Rossolo publishes The Art of Noises: A Futurist Manifesto. Performances of Berg’s Altenberg Lieder (Vienna) and the Ballets Russes’s The Rite of Spring (Paris, with music by Stravinsky) are met with riots. Premieres: Fauré, Pénélope; Mussorgsky, Sorochinskaya yamarka (Sorochintsky Fair, completed by Lyadov et al.); Stravinsky, The Rite of Spring. Publications: Debussy, Trois poèmes de Mallarmé and Préludes, book 2; Granados, Goyescas, book 2; Reger, 4 Tone Poems after Arnold Böcklin. Deaths: Draeseke.
      

      
      1914 World War I begins. Panama Canal opens. Publications: Reger, Variations and Fugue on a Theme of Mozart and 8 Geistliche Gesänge (Eight Sacred Songs); Scriabin, Vers la flamme; Stravinsky, The Nightingale. Deaths: Lyadov, Magnard, Giovanni Sgambati.
      

      
      
   
      Introduction

      
      
      Music’s Romanticisms

      
      “Romantic music” is a term that means so many different things to so many different
         people that it effectively possesses no stable and reliable meaning for anyone. Even
         setting aside, for practical reasons, the vast world of vernacular musics, the repertoires
         to which the adjective “Romantic” is commonly applied range from the late Baroque
         (especially Johann Sebastian Bach) through Sergei Rachmaninoff, Jean Sibelius, Richard
         Strauss, and Ralph Vaughan-Williams, to say nothing of the Neo-Romantic movement that
         emerged in the late 20th century in the works of, for example, George Rochberg, David
         Del Tredici, and Ellen Taafe Zwillich. It is easy to see how 20th- and 21st-century
         composers were able to seize upon a corpus of stylistic traits familiar from 19th-century
         music and somehow merge them with ideas, styles, and compositional techniques developed
         more recently—but we must also remember that 19th-century composers and performers
         who offered what today would be considered “romanticized” renditions of the music
         of Bach did not feel that they were appropriating that music and adapting it to their
         own needs. Rather, in their own view, they were discovering in Bach’s music an adumbration
         of their own and reviving it. Similarly, when self-evidently Romantic composers and
         commentators such as E. T. A. Hoffmann, Franz Liszt, Robert Schumann, and Richard
         Wagner spoke of Wolfgang Amadeus Mozart as a Romantic, their intention was neither
         to appropriate and assimilate Mozart nor to project their own agendas onto “Classical”
         music but to acknowledge the commonalities between Mozart’s music and their own—diverse
         though their own styles were.
      

      
       Nor are these broader applications of the term “Romantic” limited to figures who
         are uncredentialed in more inherently scholarly disciplines, such as history and historiography.
         Beginning in 1917, musicologist Alfred Einstein’s widely used Short History of Western Music famously exploited a dichotomy between Classicism and Romanticism by bestowing semantically
         attractive but historically specious monikers on composers such as Schubert and Mendelssohn
         while also portraying Mozart in a light that, in historical retrospect, is heavily
         romanticized (as the term Romantic was understood in the early 20th century).[1]  A generation later, Paul Henry Lang adopted the opposite strategy, emphasizing “the
         confluence of Classicism and Romanticism” in chapter 15 of his seminal Music in Western Civilization.[2]  The terrain has shifted—sometimes subtly, sometimes significantly—as numerous other
         scholars, such as Marshall Brown, Carl Dahlhaus, John Daverio, Hans Lenneberg, David
         Montgomery, and Leon Plantinga (to name but a few), have attempted to clarify what
         music qualifies as Romantic.[3]  Indeed, extrapolating from these stylistic exponents and scholarly ventures a chronological
         framework for “Romantic music,” one might reasonably argue that in all of music history
         since about 1700, Romantic music has been absent from newly composed music for only
         about one generation of major composers, from the death of Vaughan-Williams (1958)
         to George Rochberg’s turn to tonality in the early 1970s.
      

      
       How, then, is one to determine which ideas and composers, and what music, does or
         does not warrant coverage in a historical dictionary of Romantic music? Traditional
         attempts to define such a scope have been based on criteria that are stylistic, chronological,
         or both. Although some stylistic approaches refine the inquiry by distinguishing between
         romantic and romanticist,[4]  foundational to most is a conceptual dichotomy between Romanticism and Classicism,
         a presupposition that Romanticism in music is an oppositional or (at most) complementary
         force to Classicism. Romanticism, in this view, celebrates the sublime over the beautiful,
         the individual over the collective, the nationalist over the cosmopolitan, the secular
         over the sacred, the daemonic and Dionysian over the quotidian and Apollonian. It
         values subjectivity over objectivity, prizes extremism and radicalism while shunning
         moderation and establishmentarianism, celebrates idealism while looking askance at
         prudence and pragmatism. Composers and works are labeled “Romantic” to the extent
         that they are perceived to cultivate the antecedents in each of the above pairings,
         un-Romantic to the extent that they (supposedly) do not.
      

      
       But such dualities are fundamentally flawed. To begin with, they make little allowance
         for any nuanced and symbiotic coexistence of “Classical” and “Romantic” impulses within
         a given work or a given composer’s life and/or career. More importantly, there is
         no single set of criteria that fit both the Romanticism of the early 19th century
         and that of the early 20th century: the values cultivated late in the century are
         worlds removed from—indeed, often antipodal to—those cultivated in its early years.
         Gustav Mahler and Richard Strauss, like Johannes Brahms, Anton Bruckner, Wagner, Liszt,
         Schumann, and Felix Mendelssohn Bartholdy before them, certainly enjoyed a profound
         and extraordinarily creative retrospective empathy with Beethoven and Schubert—but
         Beethoven almost certainly would not have recognized the Romanticism of Ferrucio Busoni’s
         arrangement (1916) of the Benedictus from the Missa solemnis, and neither he nor Schubert would likely have recognized the Romantic spirit that
         spoke in Mahler’s Ninth Symphony (1911). Similarly, the inherently cosmopolitan spirit
         of both Friedrich Schiller’s “An die Freude” and the final movement of Beethoven’s
         Ninth Symphony could hardly be further from the fierce German nationalism that just
         a generation later inspired the interpretations of Adolf Bernhard Marx and Wagner[5]  as well as other composers who responded to the Ninth in their own works.
      

      
       The Classic/Romantic dichotomy is also false because the Enlightenment, as the intellectual
         and cultural progenitor of Classicism, was itself inherently radical and prefigurative
         of Romanticism.[6]  When the early self-described Romantics rejected the values they perceived as normative
         of late 18th-century culture, what they opposed was not the Enlightenment but a retrenchment
         of sorts, an attempt by the philosophes and their followers to moderate the radical
         revolution of the mind that had been unleashed at the beginning of the 17th century
         by philosophers such as Pierre Bayle (1647–1706), Thomas Hobbes (1588–1679), and Baruch
         Spinoza (1632–1677)—ideas that had quickly spread to the reading public and exerted
         momentous influence in the realms of jurisprudence, theology, and the study of history.
         As members of the clergy, the political elite, and the reading public quickly realized,
         the original Enlightenment facilitated—demanded—changes in society that would profoundly destabilize the existing order: making the
         individual rather than the collective the basis of politics and asserting values of
         atheism, secularism, and religious tolerance; the need for greater equality for women
         under the law and the renunciation of slavery; and an empirical, naturalist approach
         to the sciences and history alike. Those currents—all obvious adumbrations of ideas
         that would figure significantly in Romanticism—met with widespread resistance, and
         that resistance impelled Voltaire, Jean-Jacques Rousseau, Immanuel Kant, and other
         late Enlightenment figures to salvage those principles by formulating the comparatively
         moderate theses against which Romanticism is commonly perceived to have revolted.[7]  The revolutionary impulse of Romanticism is thus more accurately viewed as an affirmation
         of the principles that originally defined the Enlightenment, not a rejection of them.
         If Classicism is Enlightenment’s progeny, then Romanticism is the maturation and fruition
         of Classicism. This dictionary thus declines to acknowledge any meaningful distinction
         between Romantic and Classical music—and with that the concept of Romantic music (the
         subject of this book) threatens to become as all-encompassing as the concept of music
         itself.
      

      
       At the other end of the methodological spectrum is a definition of Romantic music
         that relies on chronology. Although no one would dispute that the 19th century is
         (in the formulation of Jacques Barzun) “the Romantic century,”[8]  few would argue that the era of Romantic music was born on 1 January 1800 and ended
         on 31 December 1899. Some scholars have dated the Romantic movement as beginning with
         the death of Beethoven, others with Beethoven’s embarking on his “new path” around
         1802, and so on. None of these composer-centric approaches is satisfactory, however,
         because they tacitly sweep aside vast amounts of Romantic music in the interest of
         defining the concept in terms of an individual who participated in and contributed
         to music’s Romanticisms rather than creating them.
      

      
       Instead, we adopt a methodological compromise between two opposite methodological
         extremes in defining our subject—discussing all music conventionally labeled “Romantic”
         or only all music and composers active between 1800 and 1900—by centering our volume
         on what is commonly referred to as “the long 19th century”—the period from the outbreak
         of the French Revolution (1789) to the beginning of World War I (1914).[9]  Starting with that framework, we aspire to a primarily synchronic perspective, privileging
         composers, works, and ideas that were considered Romantic at the time of their creation
         and initial dissemination and approaching chronologically circumjacent entries (e.g.,
         J. S. Bach, Wolfgang Amadeus Mozart, Claude Debussy, or impressionism) from a perspective
         centered on values cultivated during the long 19th century. Thus, our entries on Mozart
         and Haydn will bear little resemblance to their counterparts in Bertil van Boer’s
         Historical Dictionary of the Music of the Classical Period[10]  because they focus on 19th-century musicians’ inevitably subjective knowledge and
         assessment of those figures. At the same time, we by no means pretend that our readers’
         needs and perspectives are defined by those that conditioned the way the 19th century
         saw itself. We thus complement our deliberately synchronic approach with other topics
         that have emerged subsequently—some of them factual (recently acquired information
         about individual works or composers’ lives or issues such as copyright and performance
         right), others conceptual, methodological, or theoretical (e.g., editorial method,
         performance practice, or reception history).
      

      
      Romanticism’s Upheavals

      
      Within that broad historical framework, this book treats neither the long 19th century
         nor Romantic music of that century as a more-or-less smooth or even mildly bumpy continuum.
         Instead, we underscore the many and often profoundly disruptive political and social
         events that characterized the long 19th century in the eyes of its inhabitants. The
         century commenced in the 1790s with what historian Jay Winik has called “the great
         upheaval”[11]—the rise and establishment of democracy, industrialism, liberalism, nationalism,
         republicanism, and revolution; the emergence of a savage Holy War between Muslims
         and Christians and a tumultuous societal debate in Europe about whether Jews should
         or should not be “tolerated” as members of European society; the fledgling United
         States’ survival of three separate rebellions and much internal discord and its initial
         growth toward stable nationhood; the beginnings of organized dissent against colonial
         rule in Latin America; and, coterminous with these momentous changes, a vain but also
         consequential transferral of late Enlightenment ideas concerning order and reason
         into the constellation of new forces now identified as Romanticism.
      

      
       At century’s end, the existing order wrought by those developments was again thrown
         into chaos with World War I and, in the worlds of music and the other arts, the firm
         establishment of technologies that made it possible for sound to be transported across
         vast distances, transcending (by means of recorded and broadcast sound) even time
         and space themselves. By the time of Gustav Mahler’s Kindertotenlieder, Ethel Smyth’s “The March of the Women,” or Richard Strauss’s Der Rosenkavalier, it was possible for the experience of music to be an entirely passive act of consumption
         rather than one that required performers and listeners to share a common space and
         experience music actively together—thus obliterating those subtle but powerful listener/performer
         interactions that continue to inform live performances today. That transformation
         of the sociology of musical creation, performance, and consumption created the structures
         of musical listening that have predominated ever since—structures that in principle
         are utterly alien to music’s Romanticisms as they had existed up to then.
      

      
       At the epicenter of that long century bookended by upheaval, we find another widespread
         surge of paroxysmal change in the Revolutions of 1848 in Europe and the lead-up to
         and eruption of the Civil War in the United States, the latter being the bloodiest
         war in human history to that date. The two half-centuries surrounding the mid-century
         upheavals may also be seen as each subdividing into two parts (demarcating the revolutions
         of 1830 and the wars of the 1870s), and the first of these four sections must also
         be further subdivided around 1815, the end of the Napoleonic Wars that had consummated
         the societal upheavals set in motion with the French Revolution. Comparably important,
         albeit in more elusive terms, is a further subdivision at around 1890—the point where
         the forces of modernism acquired critical mass[12]  and the major industrial powers embarked on what was to be the final phase of the
         New Imperialism.
      

      
       These societal caesurae were not just the current events that formed a context for
         music’s Romanticisms. They also affected the resources available for the arts and
         learning, the demographics of domestic and public music making, and the institutions
         of music themselves. In recognition of these circumstances, we proceed from the reasonable
         assumptions that artworks are conditioned by the cultural, intellectual, and political
         worlds that bear them and that composers—themselves also a product of those worlds—address
         themselves to performers and listeners whose responses to and interpretations of music
         are conditioned by those same worlds. Readers will thus find that this dictionary
         includes topic entries for “purely” political topics, such as the Congress of Vienna,
         the Restoration and Bourbon Restoration, or the Franco-Prussian War, as well as frequent
         reference to them.
      

      
      The Generations of Romanticism

      
      But while music reflects and refracts its contexts, it is composed, performed, and
         consumed by humans, not “-isms.” We address this human agency by differentiating among
         four reasonably discrete generations of Romantics, using the above-mentioned major
         societal events as our guideposts in doing so and framing the individual generations
         in terms of how those societal guideposts align with composers’ formative years (upbringing
         and education) and professional careers.
      

      
       The Early Romantic Generation is thus viewed here as the group of composers whose upbringing and education coincided
         with the initiation of the great societal upheaval of the late 18th century and began
         trying to establish their reputations at the turn of the 19th century, as young professionals
         addressing themselves to the musical public as it existed during the Napoleonic Wars.
         The composers of this generation thus matured during the final years of the system
         of aristocratic and institutional patronage that had dominated musical culture since
         time immemorial and witnessed the first flourishing of a new culture of public patronage.
         The potency of church and court as sponsors and consumers of musical production was
         now rivaled or surpassed by the commercial power of an increasingly urbanized and
         literate middle class whose interests were often secular as well as sacred and whose
         sympathies with the political status quo were anything but assured. In pedestrian
         terms, those socioeconomic developments that coincided with the development of these
         composers’ emergent self-identification as professional musicians informed their worldviews.
         They also determined whether they would be able to make a living in their chosen vocation
         or be forced to corral it into the nooks and crannies of a life whose subsistence
         was provided by other means.
      

      
       Such were the defining circumstances of composers born during the last three decades
         of the 18th century—an extraordinary generation that includes not only the oft-cited
         Ludwig van Beethoven, Nicolò Paganini, Gioacchino Rossini, Franz Schubert, and Carl
         Maria von Weber but also less celebrated generational compeers, such as Franz Berwald,
         Johann Nepomuk Hummel, Étienne-Nicolas Méhul, Giacomo Meyerbeer, Georges Onslow, Cipriani
         Potter, Louis Spohr, Maria Szymanowska, Václav Tomášek, and Aleksey Verstovsky, among
         many others.
      

      
       Although many members of that Early Romantic Generation lived well into the new century,
         their perspective on that new and tumultuous time differed substantively from that
         of the Romantic Generation born in the first two decades of the 19th century—an equally or even more extraordinary
         group whose exponents included (to name just a few) Vincenzo Bellini, Hector Berlioz,
         Olé Bull, Fryderyk Chopin, Félicien David, William Henry Fry, Fanny Hensel, Franz
         Liszt, Maria Malibran, Felix Mendelssohn Bartholdy, Jacques Offenbach, Clara Schumann,
         Robert Schumann, Thomas Tellefsen, Sigismond Thalberg, Giuseppe Verdi, and Richard
         Wagner. For those younger composers, the societal tumult of the Napoleonic Wars and
         the radical assumptions of liberalism that had first flourished in the early or middle
         careers of the Early Romantic Generation were simply the way of the world during their
         youth—but Bonaparte’s defeat in 1814 and the establishment of a new, more conservative
         social order that centered on domestic values combined with major developments in
         industry and communication during the first part of the century to make the general
         issues and quotidian realities that defined these musicians’ careers substantially
         different than those that accompanied their rise to maturity.
      

      
       The growth of Romantic nationalism and its attendant cults of Romantic constructions
         of historical figures who suited its needs (J. S. Bach, Miguel de Cervantes, Albrecht
         Dürer, Ossian, and William Shakespeare) further informed their perspectives, and for
         German and Austrian composers especially, the deaths of Weber (1826) and Beethoven
         (1827), along with the de facto retirement of Rossini (1829), created a sudden and
         enormous vacuum where the dominant figures of European cultivated music had been just
         a few years earlier. When the Bach Revival became a public affair after the Berlin
         Singakademie’s three performances of the Baroque master’s St. Matthew Passion in the spring of 1829, leading to a surge in editions and performances of Bach’s music
         in the mid- and late 19th century, many of the Romantic Generation’s composers found
         in the styles, techniques, and musical rhetoric of the early 18th century an array
         of sources of inspiration for infusing the musical languages of modernity with “new”
         (i.e., Baroque) gestures and techniques that, by virtue of Bach’s growing reputation
         as a great German composer whose music had fallen into obscurity because of the increasingly
         outmoded values of the mid-18th century, imbued those idioms with historical authority.
      

      
       Then there were the mid-century revolutions. The significance of these events is
         attested to in part by the fact that virtually every composer who lived past them,
         whether from the Romantic Generation or the Early Romantic Generation, exhibited a
         marked difference in style and technique around mid-century. More telling still are
         the heated, eloquent, and often polemical writings about music’s past, present, and
         future that proliferated in the 1850s and the fact that the nationalist concerns that
         had taken root and begun to grow during the century’s first half became decisive aspects
         of musical life at mid-century.
      

      
       A review of the explicit and implicit importance of national style as an aspect of
         musical style for the Late Romantic Generation attests to this new, emphatically social and political character in the musical discourse
         of the century’s third quarter. In the Italian lands, the composers and others who
         came of age around mid-century achieved the unification of their country under a single
         ruler for the first time since the fifth century—not least of all by making the name
         of the successful Romantic Generation composer Giuseppe Verdi into an acronym for
         the slogan of the unification movement and appropriating his works for their own cause.
         The German lands were deeply riven by polemics. On the one hand, the second half of
         the century witnessed the maturation and flourishing of a conception of “pure” music
         as the superior manifestation of Germanness (as represented in mythologized readings
         of the symphonies of Haydn, Mozart, and Beethoven; many works of the Late Romantic
         Generation’s own Bruckner and Brahms; and the rise to prominence of the Viennese critic
         Eduard Hanslick). Set against this cult—and argued with great eloquence—was a self-consciously
         progressive stance represented by the New German School and personified by Liszt and
         Wagner, who were championed in writings of Franz Brendel, Adolf Bernhard Marx, Richard
         Pohl, and others.
      

      
       The mid-19th century was also the age in which Russia’s Mighty Handful began to develop
         their ideas and coalesce as a group, the age that witnessed Britain’s strongest effort
         yet at emancipation from the hegemony of continental composers, the strongest attempt
         by the young United States to do the same, and a momentous (and at least partially
         successful) effort of the former and continuing colonies in Latin America to do the
         same. Amid it all, developments in transportation and communications had made it possible
         to travel faster and farther than ever before, facilitating a broader intercourse
         among competing ideas around the musical world, and the music-publishing industry’s
         own technologies had made possible the production and sale of more music in more formats,
         at lower cost, than ever before. Church and court remained staunch and important constituents
         of music and its publics—but for the musicians of the Late Romantic Generation more
         than ever before, the second half of the 19th century was a world in which the middle
         classes and the forces of liberalism, more than church, court, and state, were central
         and essential to professional success in leaving a meaningful legacy for posterity.
         The Late Romantic Generation’s best-known members include Mily Balakirev, Georges
         Bizet, Aleksandr Borodin, Johannes Brahms, Max Bruch, Anton Bruckner, Feruccio Busoni,
         Emmanuel Chabrier, César Cui, Antonín Dvořák, Stephen Foster, César Franck, Louis
         Moreau Gottschalk, Charles Gounod, Edvard Grieg, Jules Massenet, Joseph Rheinberger,
         Camille Saint-Saëns, Bedřich Smetana, Modest Mussorgsky, and Pyotor Tchaikovsky, but
         to these must be added any number of other notable composers—among them Alexis de
         Castillon, Peter Cornelius, Brasílio da Cunha, Théodore Dubois, Amy Fay, Carlos Gomes,
         Chiquinha Gonzaga, Alexander Mackenzie, José Angel Montero, John Knowles Paine, Hubert
         Parry, Franz von Suppé, Severin Svendsen, and Charles-Marie Widor.
      

      
       The fourth generation of musical Romanticism comprised that extraordinary group of
         musicians who were born in the 1860s and 1870s—the Modern Romantic Generation, whose best-known representatives include Claude Debussy, Edward Elgar, Enrique Granados,
         Gustav Mahler, Giacomo Puccini, Arnold Schoenberg, Jean Sibelius, Aleksandr Scriabin,
         Ethel Smyth, John Philip Sousa, Richard Strauss, and Hugo Wolf. In Britain, Central
         Europe, North and South America, Scandinavia, and Spain, where the work of nation
         building and/or emancipation from French, German, or Italian musical hegemony was
         still incomplete, this generation’s Romanticism was still preoccupied with the notion
         that music should express the collective people to whose cultural experience its creators
         gave voice in composing and performing it; thus attest numerous compositions by Isaac
         Albéniz, Daniel Alomía Robles, Thomas Bretón, Ricardo Castro, George Whitefield Chadwick,
         Ernesto Elorduy, Leoš Janáček, Charles Villiers Stanford, José Maria Valle Riestra,
         and Carl Nielsen. In France and Germany, too, nationalist impulses figured prominently—in
         Germany as part of the political muscle flexing of the newly unified Prussian state
         under Bismarck, via celebrations of the splendors of a German musical past that now
         included the late Wagner (a messianic figure whose force rivaled Beethoven’s), and
         in Third Republic France via a variety of currents set in motion by the homeland’s
         humiliating defeat in the Franco-Prussian War. Yet even at their most nationalistic,
         the Romanticisms cultivated by the modern Romantics during the 19th century’s closing
         decades were more resolutely modernist than those of the previous generation, more
         aware that a new century was dawning, and more determined to cultivate music as an
         expression of the modern condition.
      

      
       Additionally, in the world of the Modern Romantic Generation, the early Romantics’
         celebration of music’s ability to express the inexpressible and achieve greater potency
         through its subjective nature became a celebration of consummately subjective individualistic
         self-expression, an aesthetic realm in which musical worth was often inversely proportional
         to collective accessibility. Many—in fact, most—of these musicians lived well into
         the 20th century, witnessing not only the revolutions in the sociology of music effected
         by the widespread use of recorded and broadcast musical sound but also one or (in
         a few cases) both world wars and the collapse of functional tonality as the conceptual
         cornerstone of music’s organization. By the time music’s Romanticisms reached their
         twilight, they bore little resemblance to what had been understood as Romantic at
         the beginning or even middle of the long 19th century.
      

      
       Finally, this book attempts to correct one misperception that is fueled and perpetuated
         by many other English-language surveys of Romantic music: the notion that Romanticism
         was a predominantly European force whose leaders were all or mostly French, German,
         Italian, and Russian males. It was not. While it is true that the latter-day canon
         of Romantic music is dominated by French, Germans, and Italians, with a few Russians
         thrown in for good measure, especially in Western Europe and the United States, that
         canon is itself a culturally and politically self-affirming construct whose cult of
         “masters” and “masterworks” either implicitly or explicitly excluded composers, ideas,
         and repertoires that it deemed alien or (in the verbiage of the long 19th century
         itself) “inferior” or “primitive.” We are no longer bound by the cultural and political
         needs of that century—and we recognize that the Romanticisms of music were in fact
         very nearly a global movement. We thus acknowledge and celebrate the music of Beethoven
         and Brahms, Franck and Fauré, Rossini and Verdi, Mussorgsky and Tchaikovsky—but do
         not make it our business to privilege those composers’ music over that of women composers
         or over the equally Romantic and musically rich musical Romanticisms of Britain, Scandinavia,
         Central Europe, or North, Central, and South America. We therefore aim to be inclusive
         in our coverage and not to perpetuate the gendered, cultural, and political biases
         that have excluded or marginalized a great many remarkable composers and works from
         many standard accounts’ portrayals of Romanticism in music. No entry in this book
         is as long or as detailed as it might be or should be, and in that sense all are deficient:
         this, too, is a reflection of the fact (discussed in the preface) that this book is
         intended to be a complement to other resources rather than a competitor to or superseding
         of them.
      

       

      * * *

      
       Whether by projecting an orderly and ever-expanding future course characterized by
         increased complexity, sophistication, and depth or by rewriting or reconstructing
         the past in order to make the needs of the present and a projected future, many—perhaps
         most—of the various phases of Romanticism have gone hand in hand with aspirations
         toward historical transcendence. Such comprehensiveness, expansiveness, and aspirations
         to universality may reflect Romanticism’s roots in the Enlightenment—but they are
         far beyond the scope of this book, even though the final tally of entries included
         here is just over half those initially projected. The same would be true of any book,
         the Web, or any other knowledge base: such is the nature of human experience and knowledge.
         But it does not change the fact that many readers are bound to find that we have omitted
         items we should have included, given short shrift to some and undue length to others,
         and generally erred in any number of other ways. Of those readers, we ask forgiveness
         and patience. We hope that the present attempt to lexiconize the vast and multifaceted
         worlds of music’s Romanticisms will serve as a stepping-stone for more satisfactory
         future contributions. Beyond that—and more affirmatively—we hope that this book will
         prove a resource that helps its readers to learn and understand more about the music,
         the composers, and the ideas that are its starting point and raison d’être and to
         enjoy the worlds offered them by Romantic music more than might otherwise have been
         the case.
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         	ABSOLUTE MUSIC

         
         	
            (Fr., musique pure; Ger., absolute Musik.) Music that is considered to be free of
               (Lat. absolutus) any coherence, logic, or meaning that is not itself inherently and solely musical.
               Since it supposedly is neither inspired nor formed by extramusical ideas or experiences
               and employs no extramusical elements (texts, titles, and so on) in order to convey
               its meaning, absolute music is by definition instrumental; in the polemics of the
               long 19th century, it was usually considered the antithesis of program music.
            

            
            The notion of absolute music is controversial and polemical since in positing a dichotomy
               between “absolute” and “program” music it begs the question of whether music, as a
               physical phenomenon of sound created by vibrations, is in fact capable of expressing
               anything other than sound itself. Moreover, even if one accepts that ordered sounds
               can convey a content that they themselves do not possess or contain (as opposed to
               merely stimulating impressions, perceptions, or thoughts of some extramusical content
               or simply eliciting an emotional response in performers and listeners), the question
               remains whether there can in fact be such a thing as music that is truly autonomous
               rather than born and therefore suggestive of ideas or experiences that are not themselves
               musical. Even if such a music is conceivable and practicable, one must still inquire
               whether it is aesthetically desirable (as proponents of the idea of absolute music
               asserted). Many prominent mid-19th-century intellectuals and musicians asserted that
               music devoid of some explicitly “poetic” content (i.e., absolute music) was inherently
               deficient, an artifact of an approach to musical aesthetics that belonged to an earlier
               stage in music’s evolutionary history.
            

            
            Finally, there has been—and still is—disagreement as to whether the concept of absolute
               music embraces only music that is truly pure and abstract (if such music exists) or
               only music that does not explicitly employ or invoke some extramusical semantic structure. For example, if a composer
               publishes an instrumental work with no verbal, paratextual, or other extramusical semantic elements, then that work naturally qualifies as potentially
               absolute music. Yet if the work’s genesis and the composer’s private materials contain
               programmatic references or other semantic indicators, then one might reasonably object
               that the composer’s decision to suppress the discursive references in the published
               edition is a matter of gesture rather than substance. That decision, however, does
               not alter the fact that the work was conceived and shaped as programmatic or characteristic
               music. In this case—the first movement of Gustav Mahler’s Symphony No. 2 (“Resurrection,” 1894, rev. 1903), which was conceived as an instrumental symphonic poem titled Totenfeier (Funeral Rites, 1888)—the work is “absolute” only in a superficial and essentially
               misleading sense; its nature and content are anything but absolute. Such cases—and
               they are many—are often said to be “between absolute and program music” (after an
               important 1963 essay by Walter Wiora; refer to the bibliography).
            

            
            The idea of music without a content, object, or purpose (in the words of 20th-century
               musicologist Carl Dahlhaus) originated in the writings of early Romantic aestheticians
               such as Johann Wolfgang von Goethe, Johann Gottfried Herder (1744–1803), E. T. A. Hoffmann, Jean Paul Richter, and Ludwig Tieck and is a backlash against what they considered the abuses of hermeneutic readings
               of instrumental music. On the one hand, there were approaches such as Jérôme-Joseph de Momigny’s reading of the first movement of Wolfgang Amadeus Mozart’s String Quartet in D Minor, K. 421/417b, which includes extremely detailed intrinsically musical
               analyses (focusing on the music’s motivic, phrasal, periodic, and harmonic construction)
               but also attempts to “convey the true expression” of the movement (representing, in
               Momigny’s view, nobility and pathos) by setting words to the melody in the Violin
               1 part—the words themselves taken from a French translation of Dido’s farewell to
               Aeneas in Virgil’s Aeneid. At the other extreme is Hoffmann’s lengthy and influential essay on Ludwig van Beethoven’s instrumental music, which eloquently asserts that “music that scorns every aid
               from and mixing with any other art (poetry)” is more expressive, not less, than programmatic
               or characteristic music precisely because “the inner structure of the movements .
               . . everything, leads to a single point,” “the spiritual realm of the infinite” (Allgemeine Musikalische Zeitung 12, no. 40 [4 July 1810]: col. 631–32). Yet Hoffmann then describes the first movement’s
               second subject in unabashedly poetic terms: “The breast that is oppressed and alarmed
               by intimations of things monstrous, destructive, and threatening wheezes for air with
               wrenching gasps, but just then a friendly, luminous ﬁgure appears and brings light
               into the dark night.”
            

            
            Moreover, Hoffmann’s “absolute” elucidation of Beethoven’s Op. 67 directly contradicts
               the view of absolute music as music “without a content, object, or purpose,” for his
               reading makes clear that the aim of instrumental music without programmatic or characteristic
               associations is to become “the most Romantic of all the arts” not by expressing less
               but by expressing more. Finally, somewhere between these two views lies the notion
               (espoused by Goethe and Arthur Schopenhauer in the realms of literature and philosophy
               and by Fanny Hensel and Felix Mendelssohn Bartholdy in the realms of music) that instrumental music without descriptive verbal indicators
               possesses superior expressive power not because of its greater abstraction but because
               verbal language itself is inherently vague and incapable of clear communication: if
               (as is often the case) the same word can mean radically different things to different
               readers or listeners, then music that relies on words for its inspiration or expression
               is inevitably ambiguous, less expressive rather than more so. In this view, the issue
               is not the expressive capacity of music but the expressive deficiency of words.
            

            
            A critical new stage in the debate about absolute music arrived in the wake of the
               Revolutions of 1848. In his Zurich writings, Richard Wagner developed the notion of the Gesamtkunstwerk and the music drama as rejections of all “partial arts” (Teilkünste), the latter embracing all “absolute music” (Oper und Drama [Opera and Drama, 1849] and Das Kunstwerk der Zukunft [The Artwork of the Future, 1850]). Music, Wagner asserted, was inherently meaningful; any attempt to create
               music that did not explicitly embrace its poetic dimension was aesthetically anachronistic,
               a throwback to a stage in the evolution of the art before the last movement of Beethoven’s
               Ninth (“Choral”) Symphony. This ambitious and socially engaged aesthetic agenda was embraced also by Franz Brendel, Franz Liszt, and the New German School (as well as the New German School’s official outgrowth, the Allgemeiner Deutscher Musikverein). But in 1854, the Viennese music critic Eduard Hanslick published his influential treatise Vom Musikalisch-Schönen (On the Musically Beautiful), which was widely translated and went through 11 editions
               by 1910. Hanslick did not dispute that music could express extramusical ideas, subjects,
               or actions, nor did he argue that music must or should be abstract and autonomous
               and hence beautiful solely in musical terms. Rather, he and his followers asserted
               that music that did not explicitly entail some extramusical content was not (as the
               New German School maintained) necessarily aesthetically or expressively deficient,
               while music that relied on words to make its meaning coherent and comprehensible was
               musically deficient because poetry was unable to meet that challenge. The musically
               beautiful, then, could embrace both program music and music that was not explicitly
               programmatic (i.e., “absolute” music) as well as vocal music.
            

            
            The problems attendant to the concepts and aesthetics of absolute music and program
               music continued to multiply over the subsequent course of the long 19th century as
               well as the 20th century. Important factors in the concept's increasingly problematic
               status were the spread of new compositional techniques (one doubts that even the most
               radical advocate of “absolute” music from the 1870s would have approved of dodecaphony,
               even though its techniques correspond closely to those of formalist absolutists),
               the advent of new theories and aesthetics of objectivity and expression, and the development
               of new scholarly understanding of how music—even “absolute” music—is inevitably narrative in nature and implicitly imbued with extramusical meaning by means of musical topics and styles. [JMC]
            

         

         
         	AGUIRRE, JULIÁN (1868–1924)

         
         	
            Argentine composer, critic, and pianist of the Modern Romantic Generation; one of
               the most important figures in Argentine musical nationalism in the long 19th century. His output consists mostly of works for solo piano and a number of songs for voice with piano, many of them employing authentic Argentine folk song and others drawing on melodic, harmonic, rhythmic, and cadential characteristics
               of that repertoire. He composed a sonata and a Soneto del Petrarca for cello and piano and several works for violin and piano, and his symphonic suite De mi país (From My Country, 1910) is an important contribution to the nationalist orchestral
               repertoire. He was also active as a music critic, writing numerous reviews and articles
               for the journal El Hogar (The Home) between 1920 and 1924. He is best known today for his four volumes of Aires Nacionales Argentinos and his Aires criollos, which, though voiced in the genres and styles of Western European piano music, were
               strongly influenced by Argentine folk music.
            

            
            Aguirre was born in Buenos Aires but as a boy moved with his family to Madrid, where
               he studied and excelled in composition, counterpoint, and harmony between 1882 and
               1886 and favorably impressed Isaac Albéniz. There he was deeply influenced by the ideas of Spanish Romantic nationalism. Upon
               his return to Argentina in 1886, he established himself as a pianist and composer,
               following the lead of Alberto Williams in drawing on folk music in his works whose instrumentation and intended performance
               venues belonged to the European tradition. He taught harmony at the Conservatorio
               Nacional de Música and the Conservatorio de Buenos Aires. His importance as an Argentine
               cultural luminary was acknowledged by the erection of a bronze bust of him in the
               Rose Garden of the Parque Tres de Febrero in Buenos Aires in 1934 and the naming of
               the Conservatory in Banfield (in the Buenos Aires Province) after him in 1960. Aaron Copland acknowledged
               Aguirre’s and the Cuban Ignacio Cervantes’s importance as voices in Latin American nationalism in his 1952 essay “Musical Imagination
               in the Americas.” [JMC]
            

         

         
         	ALBÉNIZ, ISAAC (MANUEL FRANCISCO) (1860–1909)

         
         	
            Spanish pianist and composer of the Modern Romantic Generation; his generation’s most
               influential exponent of Spanish nationalism and impressionism in music. He was a child prodigy on piano (giving his first public performance at the Teatro Romea in Barcelona at age four
               or five; sources disagree) and by 1867 was studying informally with Antoine-François
               Marmontel (1816–1898), renowned piano pedagogue of the Paris Conservatory, in Paris. When his father lost his government post after the Glorious Revolution
               of 1868, he and his sister Clementina toured the provinces to raise money; eventually,
               the family settled in Madrid. There he enrolled at the Escuela Nacional de Música
               y Declamación (now the Real Conservatorio Superior de Música) but continued to interrupt
               his studies for tours—in 1869 stowing away on a ship to the New World, where he toured
               Argentina, Brazil, Cuba, Puerto Rico, and the United States.
            

            
            In 1876, Albéniz returned to Europe and began studies at the Leipzig Conservatory
               before relocating to the Brussels Conservatory; many biographers claim that he went
               on to study with Franz Liszt, but this claim is untrue. He later toured Spain and Latin America, and by 1882 he
               had become an administrator in a touring zarzuela company. He settled in Barcelona in 1883 but by late 1885 had relocated again to Madrid,
               where he became an important contributor to the city’s salon culture and further developed his abilities as a composer. His reputation as a pianist-composer
               led to his works being featured in a series of 20 concerts hosted by the Érard firm at the Barcelona Universal Exhibition of 1888. After further successes as a performer
               in Paris and London, he relocated to the latter city, where his comic opera The Magic Opal was a great success. He relocated to Paris in 1894 but continued concertizing in Spain,
               over the next eight years becoming increasingly involved in entrepreneurial ventures
               designed to promote Spanish music as well as Catalán culture. His success abroad produced
               skepticism at home about his national authenticity, however, and in 1902 he moved
               to Paris yet again, convinced that he could better promote the Spanish cause there
               than in a homeland where he was viewed as tainted by foreign influence. His health
               failed increasingly over the next few years and consigned several ambitious projects
               to incompletion, but he was able to complete his magnum opus, the four-volume set
               of impressionist piano pieces published in 1906–1908 under the collective title of
               Iberia.
            

            
            Albéniz is best known today for his piano music—including, in addition to the sometimes
               phenomenally difficult and always colorful music of Iberia, five sonatas, two Suites españolas (1886 and 1889), the Suite antigua (1887), Recuerdos de viaje (Travel Memories, 1887), España, (1890), and Cantos de España (Songs of Spain, 1896) as well as two piano concertos. He also completed three zarzuelas and several other serious and comic operas, one
               symphonic poem and numerous suites and other works for orchestra on Iberian themes, several instrumental chamber compositions, and songs on English, French, Italian, and Spanish texts. [JMC]
            

         

         
         	ALBUMBLATT

         
         	
            (pl. Albumblätter; Ger., “album leaf”; Fr., feuille d’album or page d’album; It., foglio d’album.) Literally, a page (“leaf”) in a guest book or
               autograph book, widely cultivated in domestic social use during the long 19th century; more practically, informal term for a composition written on such pages. Frequently
               during the long 19th century, households purchased prebound, elegant or ornamental
               volumes (usually oblong in format) in which their guests could write brief notes,
               poems, musical compositions, or simply signatures to be kept as mementos. Over time,
               these volumes became records of the home’s history of visitors and sources of recollection.
               Composers typically inscribed a short piece or a few bars of a familiar longer work
               in such albums. Because the volumes rarely contained music staves, composers would
               usually hand rule a staff or staff system, write the musical passage on the page,
               and then pen a short greeting (e.g., “in fond remembrance”) followed by their signature.
               Sometimes they would write a new work—invariably a short one (given the limited space
               on the page). When they did so, it usually was titled Albumblatt if/when it was later published.
            

            
            Over the course of the long 19th century, the term became increasingly common as an
               informal title for pieces that were not actually written in or for albums but retained
               the slight dimensions and simple style of those that were. Ludwig van Beethoven’s Für Elise (WoO 59, 1810) is probably the best-known Albumblatt of the century as a whole. Other examples were penned by Hans von Bülow (1879), Fryderyk Chopin (1843), Antonín Dvořák (1880 and 1888), Niels W. Gade (1882), Edvard Grieg (1888), Stephen Heller (1864), Ferdinand Hiller (1875), Franz Liszt (ca. 1841), Felix Mendelssohn Bartholdy (ca. 1836), Modest Mussorgsky (1880), Camille Saint-Saëns (1921), Franz Schubert (1825), Pyotor Il’yich Tchaikovsky (1874), and Richard Wagner (1853, 1861, and 1875).
            

            
            The term could also be applied to collections of short works bearing these general
               characteristics; such collections sometimes dropped the prefatory “Album” and were
               designated simply Blätter (leaves; sing. Blatt). Such collections were published by Ferrucco Busoni (Drei Albumblätter, 1917–1921), Grieg (Fire/Albumblade, Op. 28, 1878), Max Reger (Lose Blätter [Loose Leaves, Op. 13, 1894] and Bunte Blätter [Colorful Leaves, Op. 36, 1899]), and Robert Schumann (Albumblätter [Op. 124, 1854], Album für die Jugend [Album for the Young, Op. 68, 1848]; nos. 4–8 of Bunte Blätter [Colorful Leaves, Op. 99, 1852]). [JMC]
            

            
            See also CHARACTER (CHARACTERISTIC) PIECE; COMPOSITIONAL PROCESS, CREATIVE PROCESS; HOLOGRAPH.
            

         

         
         	ALKAN, CHARLES-VALENTIN (1813–1888)

         
         	
            French composer and virtuoso pianist of the Romantic Generation. He was born Charles-Valentin Morhange, but, like
               his elder sister and his four younger brothers, he adopted his father’s first name
               as his own surname. He began studies at the Paris Conservatory at the age of six, studying there with renowned pedagogue Joseph Zimmermann (1785–1853)
               and winning high praise from Luigi Cherubini among others. He was promoted (justifiably) as a prodigy, winning prizes in harmony, organ, piano, and solfège at the Conservatory and publishing his op. 1 at the age of 14. He was
               admired by Fryderyk Chopin, with whom he shared the stage in 1838, and Franz Liszt, with whom he participated in the Parisian salon of the Princesse de la Moskova. His circle of close friends included Eugène Delacroix,
               Alexandre Dumas fils, Victor Hugo, Félicité Robert de Lamennais, and George Sand, as well as Chopin.
            

            
            Alkan’s career and music are highly idiosyncratic. Apart from two trips to London
               (1833 and 1835), he spent his entire career in and around Paris, but despite his close
               friendships with prominent public artists and intellectuals in the French capital,
               he was shy and reclusive, dropping from the public stage almost entirely after 1839
               despite the considerable—and increasing—acclaim with which his performances and music
               were met. He gave a total of two public recitals in 1844, another two in 1845, and
               two more in 1853, then disappeared from public performance until 1873. Between 1873
               and 1880, he organized a series of “petits concerts de musique classique” (small concerts
               of classical [in modern parlance, “Baroque”] music) in which he performed little-known
               and generally little-understood music of the 18th century (J. S. Bach, Louis Couperin, Franz Joseph Haydn, Wolfgang Amadeus Mozart, André Grétry, and Jean-Philippe Rameau), and the 19th century (Ludwig van Beethoven’s late sonatas as well as works by Chopin, Felix Mendelssohn Bartholdy, and Camille Saint-Saëns). After the end of this series, he made no further public appearances, nor did he
               compose after about 1873. Later in life, he was an ardent promoter of the pedal piano. His demise—a piece of furniture fell on him and captured him for more than 24 hours,
               when he was found dead—ranks as one of the more remarkable deaths in the history of
               19th-century music, though the popular myth that a bookshelf fell on and killed him
               as he was reaching for a copy of the Talmud is untrue.
            

            
            Most of Alkan’s 75 numbered opera are for piano solo, and many of his works are overtly programmatic or characteristic
               in nature—see PROGRAM (PROGRAMMATIC) MUSIC. The 1844 Chemin de fer (Railroad, Op. 27) is perhaps the most famous of these, and apparently the earliest
               musical depiction of the newly developed railway, although its musical rewards are
               slight compared to rich harmonies and adventurous textures of many of the compositions
               in the 48 Motifs ou esquisses (48 Motives or Sketches, Op. 63, 1861). Among his other more remarkable works are
               the Grand Sonata (“The Four Ages”), Op. 33 (1848), the cycle of 12 character pieces Les mois (The Months, Op. 74, 1838 and ca. 1872), and especially the 12 Études in Minor Keys, Op. 39—the latter a deceptively simple title that belies the expansive scope of
               most of the works as well as the fact that cycle includes a “symphony for piano solo” (Études 4–7), a “concerto for piano alone” (Études 8–10; Etude 8 alone runs to nearly 30 minutes), and an “overture” (Étude 11). Although his music is seldom heard today, his influence is evident in
               the many and substantive parallels between his music and that of Claude Debussy and Gabriel Fauré and from the fact that his Allegro barbaro (No. 12 of the 12 Études in the Major Keys, Op. 35, 1848) was clearly a conceptual model for Bartók’s work of the same title
               (1911). [JMC]
            

         

         
         	ALLGEMEINE MUSIKALISCHE ZEITUNG

         
         	
            (Ger., “General Musical Periodical.”) Leipzig-based music periodical with sporadically
               released musical supplements. It was published in two series, the first running from
               3 October 1798 to 6 December 1848 and the second from 1 January 1863 to 27 December
               1882. Until 1866, the journal was published by Breitkopf & Härtel (Leipzig); thereafter, it was published by J. Rieter-Biedermann (also Leipzig). The
               editorial board was headed first by the journal’s two founders, Friedrich Rochlitz
               (1798–1818) and Gottfried Christoph Härtel (1819–1827), then by a series of other
               influential composers, critics, and theorists: Gottfried Wilhelm Fink (1827–1842),
               C. F. Becker (1842), Moritz Hauptmann (1843–1846), and J. C. Lobe (1846–1848). The
               editors in chief of the neue Folge (new series) were Selmar Bagge (1863–1868), Arrey von Dommer (1868) and Robert Eitner
               (1868), Friedrich Chrysander (1868–1871 and 1875–1882), and Joseph Müller (1871–1875). The journal’s long history
               included a remarkable roster of contributors, such as Hector Berlioz, G. A. Griesinger (author of the first biography of Franz Joseph Haydn, published in serialized form), Eduard Hanslick, E. T. A. Hoffmann (including his influential essay on Ludwig van Beethoven’s instrumental music and the Fifth Symphony in particular), Franz Liszt, G. A. MacFarren, A. B. Marx, and Robert Schumann (the latter’s celebrated review of Fryderyk Chopin’s Variations on “La ci darem la mano,” Op. 2).
            

            
            Despite the vast changes in musical life between 1798 and 1882 and significant shifts
               in editorial direction and outlook, the contents of the LAmZ issues were generally organized into seven sections. Issues typically began with one
               or two lengthy technical articles (often serialized) on issues ranging from aesthetics
               through historical repertoires, music theory, and specific works or groups of works
               to issues such as performance practice and the construction and design of musical instruments. These were typically followed
               by short biographical articles on contemporary and earlier composers, performers,
               theorists, and other musicians, then by a section of reviews (sometimes lengthy) of
               recently published music and writings about music, and then (as opportunity arose)
               descriptions of newly invented musical instruments. Typically, the last prose sections
               of the issues were devoted to reports and reviews of concerts both in the German lands
               and abroad, sometimes as far away as South America; by a section of miscellaneous
               notes; and by advertisements for new and forthcoming books and music as well as musical
               manufacturers, teachers of private lessons, and so on.
            

            
            As the musical world became increasingly polemical during the years leading up to
               1848, the LAmZ, as the most established and influential commercial and critical organ in the German
               lands, was increasingly open to charges of conservatism—all the more so because it
               was published by a firm (Breitkopf & Härtel) whose promotion of composers of the long
               19th century (including Beethoven, Vincenzo Bellini, Gaetano Donizetti, Felix Mendelssohn Bartholdy, Giacomo Meyerbeer, Wolfgang Amadeus Mozart, Franz Schubert, and Clara and Robert Schumann) was well known but had little to do with the progressive currents that would eventually
               be championed by the New German School. These criticisms are less well suited to the journal’s pre-1848 existence than they
               are to its second series, in which it increasingly centered on matters of musical
               philology and of Renaissance and Baroque music while paying little heed to the eruption
               of musical modernism that characterized the late 1870s and early 1880s. Nevertheless, the weekly issues
               of the LAmZ provide a detailed, vivid, and sustained glimpse into the complex and constantly shifting
               musical landscape of its day that was unparalleled at the time and has few peers even
               today.
            

            
            The reasons for the cessation of publication of the first series in December 1848
               remain unclear. In the last issue, the publisher included a note citing the proliferation
               of local music periodicals and journals relating to various specialized disciplines
               and the increasingly fractious nature of musical life at that point, noting that “in
               such a whirlpool there is no more room for a general music periodical,” and to this the editor in chief appended a note making clear that
               the publisher, not he or the other editors, had decided to terminate the journal after
               50 successful years. These reasons are plausible enough, but they raise the question
               of why the press then reinitiated the journal in 1863. [JMC]
            

            
            See also NEUE ZEITSCHRIFT FÜR MUSIK.
            

         

         
         	ALLGEMEINER DEUTSCHER MUSIKVEREIN

         
         	
            (Ger., “General German Musical Union.”) Musical organization founded in 1861, product
               of the less formal Tonkünstler-Versammlung (Conference of Musicians) that had met
               for the first time in Leipzig in 1859 (see NEW GERMAN SCHOOL). Like the Tonkünstler-Versammlung, the Allgemeiner Deutscher Musikverein was by
               charter avowedly progressive in its agenda. Its principal organizers were Franz Brendel and Franz Liszt, although the initial membership of 202 included many musical notables who contributed
               in a variety of capacities. Brendel remained president of the organization until his
               death in 1868. He was succeeded in that post by a number of luminaries of late 19th-century
               and early 20th-century German music, among them Peter Raabe (1920–1937), Carl Riedel
               (1868–1888), Max von Schillings (1909–1920), and Richard Strauss (1901–1909). Over the course of its long history, the society’s demographic and philosophical
               profile evolved in accordance with changing issues and ideas in the musical world.
               During these later years it promoted music by Germans not usually considered progressive
               (among them Johannes Brahms) as well as music by non-Germans (Hector Berlioz, Aleksandr Borodin, César Cui, Antonín Dvořák, Aleksandr Glazunov, Nikolay Rimsky-Korsakov, Camille Saint-Säens, and Pyotor Il’yich Tchaikovsky). The most prominent non-German in the later history was Béla Bartók (HD MCCM). The ADMv was dissolved in 1937 as part of the Nazi reorganization of German cultural
               organization.
            

            
            The Allgemeiner Deutscher Musikverein was chartered in order to support new music
               and young musicians. The most visible efforts to these ends were its annual festivals,
               which offered premieres by such leading contemporary composers as Bartók, Berg, Peter Cornelius, Frederick Delius, Hindemith, Kodály, Krenek, Liszt, Pfitzner, Max Reger, Schoenberg, Jean Sibelius, Richard Strauss, Wagner, and Webern as well as (in the 1890s) older music by, for
               example, J. S. Bach, George Frideric Handel, and Alessandro Scarlatti. The organization also sponsored numerous chapters and
               financially supported important foundations created during its existence (including
               a Beethoven-Stiftung, a Liszt-Stiftung, and a Richard-Wagner-Stiftung). Perhaps most important, through these foundations it offered scholarships
               to rising young composers, among them Reger and Schoenberg. [JMC]
            

         

         
         	ALOMÍA ROBLES, DANIEL (1871–1942)

         
         	
            Peruvian composer and ethnomusicologist of the Modern Romantic Generation, best known
               today for the song “El condor pasa” (later parodied by Simon and Garfunkel) in the
               context of his two-act zarzuela of the same title. In his teens, he studied piano and solfège in Lima and performed as an extra in the capital city’s lively culture
               of operetta, moving on to study medicine at the Lima Facultad de San Fernando from 1892 to 1894,
               but devoted himself to the study of indigenous musics beginning in 1896. He traveled
               widely in Ecuador and Bolivia as well as his native Peru, transcribing the texts and
               music of Andean folk song. In 1920, Victor and Brunswick released 13 albums of his transcriptions of Andean
               folk song with orchestral accompaniment. Alomía Robles resided in New York City from
               1922 to 1933 and from 1939 to his death was director of the Fine Arts section of the
               Peruvian Ministry of Education. In addition to transcribing nearly 700 Andean melodies
               and arranging 319 of these for voice(s) with orchestra, he composed 238 original compositions,
               including short piano compositions and character pieces, vocal and instrumental chamber music, some orchestral works, one four-act opera, and several zarzuelas. His commitment to indigenous musics and success in integrating
               them into the musical idioms of European post-Romanticism made him an important figure
               in Peruvian musical nationalism. [JMC]
            

         

         
         	AMBROS, AUGUST WILHELM (1816–1876)

         
         	
            Austrian music historian, art critic, and composer. Though he received his doctorate
               in law in 1839 from Prague University and would work in the civil service for much
               of his adult life, music figured centrally in his life from early childhood on. As
               an admirer of Robert Schumann, Ambros, together with Eduard Hanslick, participated in the Davidsbund of Prague to counter musical conservatism; Schumann and Jean Paul Richter would continue to be an inspiration for Ambros in his later music journalism writing
               for Schumann’s Neue Zeitschrift für Musik, Bohemia (Prague), and the Wiener Allgemeine Musik-Zeitung, among others, across Germany and Austria.
            

            
            In 1869, Ambros achieved a lifelong goal of becoming a professor of the history of
               music and professor of art at the Prague Conservatory; after his move to Vienna in
               1871, he would continue to lecture at the Vienna Conservatory and the university.
               In Vienna, he worked with the Central Commission for the Study and Preservation of
               Artistic and Historical Monuments and the Austrian Museum as well as other artistic
               institutions.
            

            
            Although Ambros was a composer, his most significant contributions to musical thought
               in the 19th century can be found in his works in aesthetics and music history. His
               first publication, Die Grenzen der Musik und Poesie (The Boundaries of Music and Poetry, 1856), sought a balance between the formalist
               views of Hanslick and those of the New German School in the mid-century debate over program music. Ambros believed that music could embody ideas or extramusical content as long as
               the formal aspects of the music were “appropriately” aligned to convey such ideas;
               formal architecture and poetic content should be combined in the music. Extramusical
               content should not be relied upon to create organization or unification in an otherwise
               unorganized, incoherent work. Programs as well, in any work, were unacceptable due
               to their “inorganic” nature separate from the organic musical workings of a piece.
               Despite all this, Ambros was cordial with Hector Berlioz and Franz Liszt and admired some of their music.
            

            
            Even more important is Ambros’s five-volume Geschichte der Musik (History of Music, 1862–1882), research for which he conducted throughout the 1860s
               with archival materials from Germany, Austria, and especially Italy. Though some criticized
               this tome for a lack of rigorous scientific method and stylistic analysis, it was
               one of the first surveys of music history to employ any sort of scientific basis.
               Ambros traces the origins of music back to Greek antiquity, attempting, as Franz Brendel did in his Geschichte der Musik in Italien, Deutschland und Frankreich (History of Music in Italy, Germany, and France, 1852), to create a narrative of progress
               and continuity from antiquity to the present day. Perhaps showing how deeply influenced
               he was by Hegelian ideas, Ambros also insisted that each musical phenomenon be considered
               as a separate historical event, outside of any overarching narrative. The volume was
               influenced by Hegelian notions of artworks as individual historical phenomena that
               embodied a Zeitgeist (an underlying spirit that connects each epoch of art) and thus were intimately tied
               to culture and cultural history. Ambros was also apparently influenced by his uncle
               Raphael Georg Kiesewetter (1773–1850) in that his view of music and its history included
               not only Western classical music but also non-Western musics from China, Egypt, and
               India. In that sense, Ambros was unique to his generation of music historians and
               a significant influence on later music historians in formulating an understanding
               of Musikwissenschaft that embraced non-Western as well as Western musics.
            

            
            Ambros would die before he could complete the entire series of the Geschichte. The last volume he worked upon was the fourth, which extended only to the mid-17th
               century. Gustav Nottebohm was engaged to edit and complete the series from Ambros’s notes. The last two volumes,
               Geschichte der Musik des 17., 18. und 19. Jahrhunderts (History of Music in the 17th–19th Centuries, 1881 and 1886), were entrusted to Wilhelm
               Langhans and were written for a wider audience. [MMM/JMC]
            

         

         
         	AN DIE FERNE GELIEBTE, OP. 98
         

         
         	
            (Ger., “To the Distant Beloved.”) Iconic song cycle by Ludwig van Beethoven on texts by Alois Jeitteles [Jeiteles] (1794–1858). Jeitteles is an otherwise obscure
               figure who studied philosophy in Prague and medicine in Vienna, becoming a physician
               in Brünn in 1819, working as a publicist for insurgent causes during the Revolutions of 1848, and publishing well-read translations of Spanish renaissance drama and poetry (especially
               Calderón de la Barca). He had published individual lyric poems in the years before Beethoven penned An die ferne Geliebte, but the poems of the cycle itself are not published, suggesting that Beethoven received
               them privately and personally or perhaps commissioned them. Beethoven in 1816 described
               the cycle as a Liederkreis an die Entfernte (Song Cycle to the Distant Woman), but the autograph is titled “An die entfernte Geliebte,”/Sechs Lieder von/Aloys Jeittels [sic]/in Musik gesetzt/von L. v. Beethoven (To the Distant Beloved/Six Songs by/Aloys Jeittels [sic]/Set to Music/by L. v. Beethoven),
               while the first edition (Vienna: S. A. Stainer & Co.) is titled “An die ferne Geliebte”/Ein Liederkreis von Al. Jeitteles [. . .]. The latter two versions highlight that the woman in question is not only distant
               but also beloved, while the final version of the title underscores that the work is
               not a group of six songs but an indivisible cyclical unity (see CYCLIC FORM).
            

            
            Despite Jeitteles’s obscurity, the poems are significant among literary sources of
               the song cycle because they trope the topic of the Wanderlieder cycle by making the distance traversed psychological rather than physical (the travel
               is only within the fantasy of the lyric persona). They also construct the travel as
               a journey that is imagined and then re-created through song rather than in person,
               operating within a narrative frame rather than as a linear plot progression: the first song establishes the distance
               between the lyric persona and his beloved; the central four songs, topically related
               poems centered on love, make up a package of song sent to the beloved; and the final
               song then asks the recipient/beloved to “take these songs that I sang to you, Beloved,
               and sing them to yourself with the lute in the evening,” for “what separates us evaporates
               in the face of song.” Beethoven’s setting of the poems is significant in the history
               of the song cycle not least of all because of the emphasis it places on indivisibility.
               Most obviously, none of the songs but the last has a conclusive final cadence, and
               the music is continuous. The cycle also employs a clear, rounded, and carefully coordinated
               tonal plan, and the last song thematically recalls the first, creating a musical reprise
               that underscores the completion of the textual cycle.
            

            
            Although An die ferne Geliebte is by no means the first song cycle or even necessarily the first such work by a
               major composer, it exerted a significant influence over the mid- and later 19th century,
               being quoted or substantively alluded to in dozens of other compositions—most notably
               Felix Mendelssohn Bartholdy’s symphony-cantata Lobgesang (MW A18/Op. 52, 1841); Robert Schumann’s Fantasy in C Major for Piano (Op. 17, 1839) and Symphony No. 2, Op. 61 (1846); and Johannes Brahms’s Piano Trio in B Major, Op. 8 (1854, rev. 1891). It is best understood as a turning point or
               pivot from earlier concepts of the song cycle, which made little effort to generate
               cyclicity by purely musical means and entrusted those aspects primarily to the poetry,
               to a model in which musical coherence was the predominant concern. [JMC]
            

            
            See also LA BONNE CHANSON, OP. 61; DICHTERLIEBE, OP 48; GESANG (PL. GESÄNGE); KINDERTOTENLIEDER; DES KNABEN WUNDERHORN; DAS LIED VON DER ERDE; SONGS AND DANCES OF DEATH; WINTERREISE.
            

         

         
         	ANNÉES DE PÈLERINAGE

         
         	
            (Fr., “Years of Pilgrimage.”) Title of three cyclical books of programmatic pieces for piano solo by Franz Liszt. The nine pieces of the first book, titled Première année: Suisse (First Year: Switzerland, LW A159, comp. 1848–1855, publ. 1858), were based in part
               on works published in the earlier Album d’un voyageur (Album of a Traveler, LW A40a–c, 1837–1838, publ. 1842) with some thematic material
               also appropriated from the Fantaisie romantique sur deux mélodies suisses (Romantic Fantasy on Two Swiss Melodies, LW A21, 1837). The second book (Deuxième année: Italie [Second Year: Italy]) exists in two versions. The first (LW A55), inspired by Liszt’s
               travels in the Italian lands in 1837–1838, originally comprised seven pieces that
               were published by Schott (Mainz) in 1858; nos. 4–6 of this collection were revisions
               of the first version of the Tre Sonnetti di Petrarca (Three Sonnets by Petrarch, LW N14, 1842–1846). The second version appends to these
               six three more pieces collectively titled Venezia e Napoli (Venice and Naples, LW A197), comp. 1859, publ. 1861.
            

            
            The third book (titled simply Troisième année, LW A283, 1877–1882, publ. 1883) consists of seven pieces that are less conspicuously
               virtuosic than those of the first two books, focusing instead on contemplative and
               religious themes consistent with Liszt’s having taken the Lower Orders in the Roman
               Catholic Church in 1865. The titles of three of its pieces (Nos. 2–4) refer to Liszt’s
               residence during his frequent visits to Rome, the Villa d’Este, while No. 5 (Sunt lacrymae rerum, en mode hongrois, no. 5) was originally titled Thrénodie hongroise (Hungarian Threnody), reflecting its inspiration in the defeat of the Hungarian movement
               for independence from Austria in 1848. No. 6 (Marche funèbre/Funereal March) was written in memory of Emperor Maximilian I of Mexico, executed
               by insurgent Republicans in 1867. Altogether, the final versions of the three volumes
               comprise 23 pieces based on geographical, literary, musical, pictorial, and political
               sources of inspiration, including Lord Byron, Dante Alighieri (1265–1321), Michelangelo
               Buonarotti (1475–1564), Petrarch (Francesco Petraca, 1304–1374), Raphael Sanzio da
               Urbino (1483–1520), Friedrich Schiller, and Étienne Pivert de Senancour (1770–1845). Books 1 and 2 especially are landmarks
               in the literature of program music and pianistic virtuosity, and all three volumes are milestones in the 19th-century fascination with musical
               cyclicity. [JMC]
            

            
            See also FASSUNG LETZTER HAND.
            

         

         
         	ARENSKY, ANTON (STEPANOVICH) (1861–1906)

         
         	
            Russian composer, conductor, and pianist of the Modern Romantic Generation. With the exception of his Piano Trio No. 1 in D Minor and orchestral Variations on a Theme of Tchaikovsky (both 1894), Arensky’s compositional output is not often heard today; Nikolay Rimsky-Korsakov famously predicted this. Nevertheless, Arensky’s oeuvre spans many genres—including
               chamber music, concerto, opera, song, and symphony—and exhibits the stylistic marks of teacher Rimsky-Korsakov, friend Pyotor Il’yich Tchaikovsky, Fryderyk Chopin, and Felix Mendelssohn Bartholdy.
            

            
            With mother and father amateur musicians, Arensky was immersed in a musical environment
               early on. By the time he entered the St. Petersburg Conservatory in 1879, Arensky was an excellent pianist who had begun to compose short pieces.
               There, he studied composition under Rimsky-Korsakov, whose mentorship—pivotal to Arensky’s
               career—included recruiting the younger composer to assist in the preparations for
               Snegurochka (The Snow Maiden, 1881). Arensky also began composing what would become his most successful opera, Son na Volga (A Dream on the Volga, 1891), under Rimsky-Korsakov’s tutelage. In 1882, Arensky
               joined the Moscow Conservatory faculty and taught harmony and counterpoint; among
               his students there were Sergei Rachmaninoff and Aleksandr Scriabin. Arensky moved back to St. Petersburg in 1895 to replace Mily Balakirev as director of the Russian imperial court chapel, and the pension he drew upon leaving
               in 1901 supported him for the last five years of his life, during which he made frequent
               public appearances at the piano and podium. [RK]
            

         

         
         	ART SONG

         
         	
            See SONG.
            

         

         
         	ARTARIA

         
         	
            Influential Austrian firm of publishers in art, cartography, and music, founded as
               a shop in Mainz in 1765 but based in Vienna by 1768. Headed by Giovanni Casimiro Artaria
               (1725–1797) and his nephews Carlo and Francesco, the firm was originally listed in
               Vienna as Cugini Artaria, becoming Artaria & Comp. in 1771. The shop began dealing
               printed music in 1776 and, responsive to the rapidly growing market for the international
               trade in Joseph II’s Vienna, had published its own first edition of music by 1778.
               By 1789, it had set up its own printing shop, and by 1791, it had begun experimenting
               with new printing methods. It quickly became Vienna’s preeminent publisher of maps
               as well as music over the course of the 1790s. The years of the Napoleonic Wars proved
               challenging, and during the Restoration the Artaria house had difficulty competing with newer firms, such as Diabelli (founded in 1818), Haslinger (founded in 1803), and Mechetti (publishing music from
               ca. 1807). Nevertheless, it remained one of the leading Austrian publishers of music
               and maps until 1858, when it ceased publishing music. It was Wolfgang Amadeus Mozart’s principal publisher during his lifetime and one of Ludwig van Beethoven’s most important publishers. Other prominent composers whose music it published included
               Adrien Boieldieu, Carl Czerny, Gaetano Donizetti, Johann Nepomuk Hummel, Franz Liszt, Ignaz Moscheles, Elias Parish-Alvars, Ignaz Pleyel, Gioachino Rossini, Franz Schubert. Simon Sechter, and Sigismond Thalberg. [JMC]
            

            
            See also PRINTING AND PUBLISHING OF MUSIC.
            

         

         
         	ARTWORK OF THE FUTURE

         
         	
            (Ger., Das Kunstwerk der Zukunft.) Title of an extended pamphlet by Richard Wagner, published in 1850 with a dedication to the philosopher of history and religion Ludwig
               Feuerbach (1804–1872). Preceded by Die Kunst und die Revolution (Art and Revolution, 1849) and followed by Das Judenthum in der Musik (Jewry in Music, 1850), Das Kunstwerk der Zukunft is one of the most important of the tracts written and published during Wagner’s willed
               hiatus from composition during his exile following the Revolutions of 1848. Like many other reformist tracts of Western civilization, it sought to revive and
               theorize in modern terms the artistic (specifically theatrical) legacy of a mythologized
               ancient Greece. Together with Wagner’s other postrevolutionary writings, it laid the
               philosophical and theoretical groundwork for the approach to composition that he would
               employ in the Ring of the Nibelung, Tristan und Isolde, and (to a lesser extent) Die Meistersinger von Nürmberg and Parsifal.
            

            
            Das Kunstwerk der Zukunft brilliantly enunciates several themes that not only reflect mid-19th century issues
               in European politics, society, and art but also would inspire countless tropes and
               responses that were crucial to developments in subsequent cultural history. First,
               it asserts that the cultivation of the various arts as intersecting but autonomous
               spheres of endeavor (e.g., as in contemporary opera and oratorio) was unnatural and that the natural state of art was that of an indivisible totality.
               Moreover, it asserts that if art would address this challenge and aspired to totality,
               it would naturally be embraced by “das Volk” (the folk; i.e., the strong and the non-Jewish
               from among the people—as opposed to the public at large, which embraced and in Wagner’s
               view was detrimentally influenced by Jews and other weaklings). It names Johann Wolfgang von Goethe, William Shakespeare, and Ludwig van Beethoven as champions of this renunciation of superficiality and proposes that the history
               of music up to Beethoven’s Late Vienna Period had been a quest driving toward such
               a goal. The incursion of the voice into the formerly “absolute musical language” (“absolute
               Tonsprache”) of the symphony with the entry of the recitative in the Finale of Beethoven’s Ninth (“Choral”) Symphony had been comparable to Christopher Columbus’s laying down anchor on the shores of
               the New World.
            

            
            Finally, drawing on ideas developed in Art and Revolution, The Artwork of the Future asserted that this Volk-led revolution of artistic ideals would bind society and art, making art itself into
               a new religion that would supersede Christianity (and all other religions) in a modern
               revival of the artistic and societal oneness of ancient Greece (as Wagner understood
               it). In conspicuously and deliberately religious verbiage, Wagner asserted that Beethoven’s
               Ninth—a work that at that point still remained only rarely performed and little understood—thus
               represented the “salvation of music out of its most unique elements to become the
               most universalizing of the arts.” The Ninth, Wagner argued, was “the human gospel of the art of the future” and the “key” “forged for us by Beethoven” to “unified drama” (emphasis Wagner’s).
            

            
            Were it not for Wagner’s success in developing further and implementing these ideas
               and those of his other postrevolutionary writings in his subsequent operas, The Artwork of the Future might well have had no more impact than most of the other enthusiastic and often brilliant
               (but now forgotten) artistic, social, and theoretical polemics of the years immediately
               following the Revolutions of 1848. As it turned out—and perhaps inevitably—many who
               tried to take up Wagner’s challenge and make good on these ideas failed miserably.
               The essay’s thesis of an eventual Zukunftsmusik that represented the telos for all of humanity’s artistic strivings became a derisive
               tool for detractors who began mocking the notion of a Zukunftsmusik (or, among skeptics such as Hector Berlioz, “la musique de l’avenir”; both mean music of the future). Those criticisms led Wagner to return to the concept of the artwork of the future
               in another, significantly shorter essay titled Zukunftsmusik in September 1860—discouraging use of the term Zukunftsmusik but reiterating his main theses and continuing to argue for the syncretic artwork
               of the future.
            

            
            Nevertheless, the sweeping reframing of the theoretical and social structures of art
               in society that Wagner developed in this and his other mid-century essays yielded
               a significant change in his own style that produced seven further operas that remain
               indispensable to any appreciation of the history of music and European culture in
               the late 19th and 20th centuries, works without which subsequent compositions by composers
               as diverse as Anton Bruckner, Ernest Chausson, Claude Debussy, Edward Elgar, César Franck, Gustav Mahler, and Richard Strauss, among countless others, would have been virtually unthinkable. [JMC]
            

            
            See also RECEPTION.
            

         

         
         	AUBER, (DANIEL-FRANÇOIS-) ESPRIT (1782–1871)

         
         	
            French composer of the Early Romantic Generation; his generation’s leading composer
               of opéras comiques, best known today for the opéra comique Fra Diavolo (Brother Devil, 1830) and the grand opera La muette de Portici (The Mute Girl of Portici, 1828). His parents intended for him to be an art dealer
               and sent him to London in 1802–1803 to learn that trade, but on returning to France
               he decided to pursue his long-standing interest in music instead. He studied with
               Luigi Cherubini beginning in 1805 and grew rapidly as a composer, but the failure of Le séjour militaire (The Military Station, 1813) at the Opéra-Comique led him to disavow that genre.
               He returned to it in 1819, however, after his father declared bankruptcy, Thereafter,
               he wrote regularly for the French stage until his output began to slow in the mid-1850s.
               The success of works such as La bergère châtelaine (The Lady Shepherdess, 1820), Emma (1821), Le Cheval de bronze (The Bronze Horse, 1835), Le Domino noir (The Black Domino, 1837), Les Diamants de la couronne (The Crown Diamonds, 1841), and Manon Lescaut (1856), together with the sensation created by La muette de Portici, led to his appointment as director of the Paris Conservatory in 1842, a post he held until 1871, and director of the Imperial Chapel in 1857.
               Other important compositions include the extravagant Gustav III (1833), which requires some 300 people on the stage at one point; the five-act biblical
               opera L’enfant prodigue (The Prodigal Son, 1850); and the opéra comique Le premier jour de bonheur (The First Day of Happiness, 1868).
            

            
            Over the course of his career, Auber penned a total of 49 operas, 36 of them in collaboration with Eugène Scribe. He also composed much worthwhile sacred music, including one Messe solennelle (Solemn Mass, 1812), one Stabat mater (n.d.), numerous settings of movements from the Mass Ordinary, and motets. There are also several concert arias and secular cantatas and a sizable corpus of instrumental chamber music. Although the genres with which he is most commonly associated today stereotypically
               have little cultivation of learned counterpoint, Auber was fascinated by the subject
               and published several works on it. [JMC]
            

         

         
         	AUER, LEOPOLD (1845–1930)

         
         	
            Hungarian violinist and teacher of the Late Romantic Generation; of Jewish descent.
               Though he was also a conductor, music editor, and composer, he is most widely recognized
               as one of the most important violinists and pedagogues, particularly within the Russian
               School, of the 19th and 20th centuries. He began violin lessons at six years old;
               two years later, in 1853, he started formal studies at the Budapest Conservatory, moving to Vienna in 1855 to study violin and eventually piano with Jakob Dont (1815–1888). At the encouragement of Dont, Auer enrolled at the Vienna
               Conservatory in 1857–1858; after receiving his diploma, he began a freelance touring
               career to support himself but stayed close enough to Vienna to be able to see traveling
               virtuosi such as Antonio Bazzini (1818–1897), Ferdinand Laub (1832–1875), and Henri Vieuxtemps
               (1820–1881). In 1862, he moved to Hanover to study with Joseph Joachim. Through his connection with Joachim, Auer became acquainted with Johannes Brahms, Ferdinand David, Niels Gade, and Clara Schumann. He toured around Europe after leaving Joachim’s tutelage in 1865, making his debut
               in Leipzig at the Gewandhaus and giving acclaimed performances in other cities in
               Germany, Holland, and Scandinavia and in London, where he met and performed with Anton Rubinstein.
            

            
            In 1868, Auer accepted an offer to take the place of Henryk Wieniawski (1835–1880)
               at the Imperial Conservatory at St. Petersburg, where he would remain until 1917.
               During his tenure at St. Petersburg, he served as soloist to the Imperial Ballet, first violinist for the string quartet of the Russian Music Society and occasionally as conductor of the society’s orchestral
               concerts. Auer became acquainted with Franz Liszt and Pyotr Tchaikovsky in St. Petersburg, the latter of whom wished to dedicate his Violin Concerto to him.
               Auer refused, declaring the concerto unplayable, although he would later go on to
               perform the work, with his own edits added. He was also influential as a teacher,
               both in Russia and in the United States (whence he moved in 1918), working first at
               the Institute of Musical Art in New York City (1926–1928) and then at the Curtis Institute
               of Music in Philadelphia (1928). His pupils included Elman, Heifetz, Milstein, Max
               Rosen, and Zimbalist. Along with an autobiography, My Long Life in Music (1923), Auer wrote several manuals on violin technique and method, including Violin Playing as I Teach It (1921) and Violin Master Works and Their Interpretations (1925). [MMM/JMC]
            

            
            See also PERFORMANCE PRACTICE.
            

         

         
         	AUFFÜHRUNGSPRAXIS

         
         	
            See PERFORMANCE PRACTICE.
            

         

         
         	AUTOGRAPH

         
         	
            A manuscript wholly written by an author or composer who can be named on the basis
               of that manuscript or a portion of any given document in the handwriting of the named
               author or composer. Common types of autographs during the long 19th century are letters, diaries, Albumblätter (see ALBUMBLATT), scores, and sometimes parts or arrangements of musical compositions. Autograph
               sources such as sketches, drafts, and fair-copy scores are typically the most important
               documents of musical compositions’ genesis and provide valuable information for editors,
               performers, and other interpreters. Many other manuscripts and proofs for printed
               editions survive with autograph corrections and changes; these, too, are important
               tools for establishing an authoritative musical text. [JMC]
            

            
            See also COMPOSITIONAL PROCESS, CREATIVE PROCESS; EDITING AND EDITIONS; HOLOGRAPH; URTEXT.
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         	BACH, JOHANN SEBASTIAN (1685–1750)

         
         	
            German Baroque composer, organist, and teacher; along with Albrecht Dürer, Wolfgang Amadeus Mozart, William Shakespeare, and eventually Johann Wolfgang von Goethe, iconic figure for numerous important themes and issues in Romantic music. One of
               more than 60 musicians spread across seven generations in his family, Bach was also
               father to four sons who were respected and influential composers in their own right:
               W. F. Bach (1710–1784), C. P. E. Bach (1714–1788), J. C. F. Bach (1732–1795), and
               J. C. Bach (1735–1782). He traveled only within a limited geographic range during
               his lifetime but voraciously absorbed other national and regional styles by copying,
               arranging, and performing other composers’ works, in turn integrating these styles
               into his own music. He composed in virtually every genre available to the early 18th
               century composer, except for opera—although many of these works exerted little influence until late in the 19th century
               because they existed only in manuscript and remained unknown to 19th-century composers
               for much of the century. He was also admired as a harpsichordist and organist and
               for his technical knowledge of organ construction and repair.
            

            
            Bach published only a handful of works during his lifetime, and what music was known
               during the late 18th century and early 19th century was performed only in limited
               circles. Consequently, the Romantics’ understandings of his life, music, and significance
               changed continually as more of his music was revived and more was learned about his
               life and career. His name was appropriated by diverse causes, and views of his music
               and its significance varied widely according to geography, changing substantially
               over the course of the long 19th century. On the one hand, the fact that his reputation during his lifetime rested in part
               on his skills as an organist and harpsichordist combined with his increasingly sacralized
               status in the 19th century to make him an important symbolic progenitor of the cult
               of virtuosity, lending historical legitimacy to a phenomenon whose aesthetic validity was sometimes
               regarded with suspicion.
            

            
            More commonly, because so little was known of early 18th-century French and Italian
               styles in the early 19th century, the Romantics generally overlooked Bach’s cultivation
               of contemporary Italian and French musical styles. They thus viewed him as a traditionalist
               who regarded his contemporaries’ music with skepticism, instead pursuing the expressive
               potentials of intricate counterpoint and chorale-based composition to their fullest. In this capacity, Bach became the cause célèbre
               of historicism, German nationalism, a revival of organ composition, and the specifically Prussian vision for German
               national unification that centered on Protestantism (what eventually became known
               as the Kleindeutsche Lösung). More generally, Bach’s potency as a symbol for broader cultural causes generated
               greater interest in and appreciation for the styles and techniques of musical composition
               represented in his works than would otherwise likely have been the case. Bach’s music
               thus became an agent for change in the 19th century, enriching the overall palette
               of ideas, styles, and techniques available to Romantic composers by adding appeal
               to the angular, affective melodic lines, complicated fugal techniques, and stile antico polyphony they discovered in his music. [JMC]
            

            
            See also BACH REVIVAL, BACH AWAKENING, BACH RENAISSANCE; CECILIAN MOVEMENT; FORKEL, JOHANN NICOLAUS (1749–1818); RECEPTION.
            

            
         

         
         	BACH REVIVAL, BACH AWAKENING, BACH RENAISSANCE

         
         	
            Term for the resurgence of interest in the study and public performance of the music
               of Johann Sebastian Bach that unfolded over the course of the long 19th century; one of the most important
               currents of historicism and German nationalism. In the second half of the 18th century, Bach’s music was best known in Prussia,
               where C. P. E. Bach; the theorists Johann Friedrich Agricola (1720–1774), J. P. Kirnberger
               (1721–1783), Christoph Nichelmann (1717–1762), and Friedrich Wilhelm Marpurg (1718–1795);
               and the composers and conductors C. F. Fasch (1736–1800) and Carl Friedrich Zelter
               (1758–1832) worked assiduously to stimulate interest in his music and cultivate understanding
               for the increasingly old-fashioned theoretical and contrapuntal premises that underlay
               his music—namely, the two volumes of The Well-Tempered Clavier and the motets that were performed by the Berlin Singakademie. During this time in Austria, the
               same repertoires were promoted by salonnière Fanny von Arnstein (1758–1818) and the Prussian diplomat Gottfried van Swieten (1733–1803).
               A similar situation obtained in England, where Bach figured in John Hawkins’s General History of the Science and Practice of Music (1776) and other figures began to publish individual keyboard works (e.g., John Casper
               Heck’s inclusion of Bach’s Fugue in C Major, BWV 953, without attribution, in his
               The Art of Playing the Harpsichord, 1770). The still-encountered assertion that Bach’s music was completely unknown
               during the decades after his death is a serious exaggeration, but it is true to say
               that his works were familiar primarily to connoisseurs and operated only on the outer
               peripheries of public musical life.
            

            
            That situation began to change during the first decade of the 19th century. On the
               Continent, the first major milestone was the first serious attempt at a complete edition
               of Bach’s harpsichord works beginning in 1800 (Oeuvres complettes de Jean Sebastien Bach [Complete Works of J. S. Bach]) under the editorship of Johann Nicolaus Forkel and the first book-length Bach biography, also by Forkel, in 1802 (Ueber Johann Sebastian Bachs Leben, Kunst und Kunstwerke [On Johann Sebastian Bach’s Life, Art, and Artworks]). Although Forkel’s portrayal
               of Bach contained gaps and significant inaccuracies, it was fundamentally shaped by
               the need to discover or construct a German and Protestant icon who could serve as
               an ideological rallying point for German speakers in search of a sense of national
               unity in the face of the ever-increasing probability of the German lands’ becoming
               a part of the growing First French Empire of Napoléon Bonaparte. It succeeded in promoting public interest in the Baroque composer.
               The year 1802 also saw the publication of new editions of Die Kunst der Fuge (The Art of Fugue, BWV 1050). In 1802–1803, the Sonatas and Partitas for Unaccompanied
               Violin (BWV 1001–06) were published in facsimile, and the first edition of five of
               Bach’s motets (BWV 225–29) was published under the editorship of J. C. Bach and J.
               G. Schicht (1753–1823).
            

            
            A few further editions of the motets and some of the cantatas followed over the course
               of the early 19th century, but during the early years of the Restoration, the principal means of disseminating Bach’s music appears to have been individual
               musicians’ manuscript copies of Bach’s autographs and holograph copies of those manuscripts. As musicians such as the tenor and vocal pedagogue Franz
               Hauser (1794–1870) made or procured these copies and shared them with others in the
               course of their travels and relocations, musicians were exposed to scores whose very
               appearance was strikingly different from any repertoire easily available in print
               or regularly encountered in public performance—but private readings by amateur choirs
               brought Bach’s music to light in sound and experience among musicians and music-loving
               amateurs nevertheless. The nascent Bach Project was thus abetted by freedom to travel
               in the newly peaceful political stability of the Restoration, fueled by growing nationalist
               sentiment, and given momentum by essentially private means.
            

            
            Important new developments began quietly early in 1824, when salonnière Bella Salomon
               (1749–1824) gave her grandson Felix Mendelssohn Bartholdy, then 16, a manuscript copy of Bach’s St. Matthew Passion. Most of the Mendelssohn family was a part of the circle of Berlin initiates into
               Bach’s music led by Zelter, and young Felix Mendelssohn had both received a thorough
               instruction in Bachian counterpoint as part of his composition lessons with Zelter
               and encountered Bach’s motets in connection with his teacher’s direction of the Berlin
               Singakademie as well as readings of the Frankfurt am Main Cäcilienverein in 1827.
               On returning to Berlin in the fall of 1827, he began assembling a small group of musical
               intimates, among them the baritone Eduard Devrient (1801–1877) and the theorist and
               composer Adolf Bernhard Marx, for readings of “rarely heard works,” and by 13 December 1828, Mendelssohn and Devrient
               together, presumably with the support of Zelter, petitioned the directorial board
               of the Singakademie for use of its hall and participation of its membership in a performance
               of the work on 11 March 1829. Rehearsals followed, directed by Mendelssohn at the
               piano, with more singers and instrumentalists showing up for each session, and copyists
               had difficulty producing enough manuscript parts to supply them all. Word of the elaborate
               preparations and the wonder experienced by the ensemble’s participants spread, producing
               a general and increasing sense of anticipation well beyond Berlin itself and generating
               attention in the German lands’ flourishing industry of daily newspapers, abetted not
               least of all by the tireless efforts of Marx in the Berliner allgemeine musikalische Zeitung (Berlin General Music Periodical).
            

            
            The performance for which Devrient and Mendelssohn had requested permission took place
               to a packed hall in the Singakademie on 11 March 1829, with eight soloists, about
               30 instrumentalists, and a chorus of 158 performing Mendelssohn’s edited and cut version
               of the St. Matthew Passion (with Mendelssohn himself conducting with a baton from the piano) before an audience of about 900, with 1,000 more members of the public being turned
               away ticketless at the door. The extraordinary success accorded that first performance
               led to a repeat performance (also with Mendelssohn conducting) on 21 March, the 144th
               anniversary of Bach’s birth, and that performance’s likewise brilliant success led
               to a third performance (this time directed by Zelter since Mendelssohn had in the
               meantime left for his first trip to England) on 17 April (Good Friday).
            

            
            With those three sensational performances, the Bach Revival became a public affair
               and one of the most important driving forces in 19th-century German historicism and
               nationalism, establishing Bach as a composer whose works were indeed viable for public
               performance in Romantic Europe. The 1830s witnessed a flood of new editions of Bach’s
               choral music and performances of Bach’s vocal music—not only Marx’s edition of BWV
               244 but also editions of some of the cantatas, plus editions of The Art of Fugue, a new edition by Carl Czerny of both volumes of The Well-Tempered Clavier (1837), and some of the organ works. An important new chapter opened on 29 February
               1840, when Ferdinand David gave the first public performance of the Chaconne from the Partita in D Minor for Unaccompanied Violin (BWV 1004) and the Preludio
               from the Partita in E Major (BWV 1006), with Mendelssohn improvising an accompaniment
               at the piano for both works. Although the autograph of both pieces had been published
               in facsimile in 1802, neither had been committed to print, and there is no record
               of any prior public performance. Now, however, a new surge of public performances
               of Bach’s concerted instrumental music emerged—not only the Sonatas and Partitas but also the concertos, the orchestral suites, and the accompanied sonatas.
            

            
            The enthusiasm for Bach also spread to England, France, and (to a lesser extent) the
               Italian lands. As noted above, by the early 19th century there was an existing English
               appreciation for Bach as a personification of Protestantism, a situation reflected
               partly in Samuel Wesley’s efforts on behalf of the Lutheran composer but also in other
               developments, such as the composer and theorist Augustus Kollmann’s (1756–1829) emphasis
               on Bachian counterpoint in his writings on music beginning around 1796 and a robust
               cult of performance of Bach’s keyboard works in England already in the first two decades
               of the century. These efforts gained momentum when Mendelssohn arrived in London in
               April 1829—the toast of the city’s musical culture and awash in the sensational successes
               of the performances he had just organized and directed in Berlin. He impressed British
               musicians by performing Bach’s organ works, with pedals, in St. Paul’s Cathedral with
               a degree of understanding and confidence unusual in the Isles at that point. Ignaz Moscheles performed Bach’s D-Minor Keyboard Concerto (BWV 1063) with the Philharmonic Society
               of London in 1836, and the 1837 Birmingham Festival included parts of the St. Matthew Passion, B-Minor Mass, and Magnificat (BWV 243).
            

            
            In predominantly Catholic France, Bach’s Protestantism was, if anything, a peculiar
               and in some ways exotic qualifier to the qualities of his music with which 19th-century French musicians
               identified more readily—namely, its expansive scope and grandeur. The Bach Revival
               caught on more slowly in the Italian lands, but it found an energetic and influential
               advocate in the person of the abbot Fortunato Santini (1778–1861), who translated
               the texts of the motets and the St. John Passion (BWV 243) into Italian, and in the music of Gioachino Rossini, who had been introduced to Bach’s music during his youthful studies with Stanislao
               Mattei (1750–1825) and emulated Bach’s elaborate imitative counterpoint in works such
               as the finale of the Stabat mater (1832, rev. 1841–1842) and the Gloria, Credo, and especially the “Prélude religieux”
               of the Petite messe solennelle (1863, rev. 1867; see SOLEMN MASS).
            

            
            As a result of these developments, by the end of the 1840s Bach was widely regarded
               as a worthy compeer of or superior to George Frideric Handel in many circles. One of the first Bach Societies was founded in England (after the
               model of that country’s Handel Society) primarily through the agency of William Sterndale Bennett in 1849. The English Bach Society’s goals included the promotion of Bach’s music
               through performance and education but not print. That latter, more ambitious goal
               was undertaken by the German lands’ Bach-Gesellschaft, plans for which were begun
               already in the mid-1830s and which was finally formed in 1850 principally through
               the efforts of Moritz Hauptmann (1792–1868; cantor of the Leipzig Thomaskirche), Mozart
               biographer Otto Jahn (1813–1869), organist and musicologist C. F. Becker (1804–1877),
               and Robert Schumann. Collaborating with preeminent music publisher Breitkopf & Härtel, the Bach-Gesellschaft undertook a musical and cultural project of extraordinary
               scope—one that encountered many difficulties as its rapidly growing membership struggled
               to develop an accurate inventory of the Baroque composer’s oeuvre, gain access to
               the vast and complex body of surviving sources, and disseminate Bach’s music in print
               in a fashion that was both faithful to the surviving sources and approachable to mid-19th-century
               musicians (see EDITING AND EDITIONS). The editorial and philological methods of the Gesellschaft reflected the nascent
               state of musical scholarship regarding the critical editing of music, and its editions
               are now largely obsolete (although many currently circulating editions of Bach’s music,
               most notably the Dover Reprints series, are knockoffs of them). Nevertheless, the
               corpus of works it presented in 66 volumes between December 1851 and January 1900
               was the largest and most authoritative such endeavor up to that point, and it made
               Bach’s music available for the first time (and in quantity) to scholars and other
               musicians around the world. Those editions in turn facilitated the production of new,
               significantly more scholarly life-and-works studies, such as Philipp Spitta’s (1841–1894)
               two-volume biography (vol. 1, 1873; vol. 2, 1880; Engl. trans., 1884).
            

            
            These developments did much more than simply introduce Bach’s life, career, and music
               into public life in the mid- and later 19th century; they also made it possible for
               composers to draw on Bach’s music and his compositional techniques in enriching the
               stylistic discourses of Romantic music. The roster of major composers who actively
               drew on Bach’s music in creating new music—whether consciously archaic in style of
               integrating Bachian elements into contemporary idioms—after the mid-19th century is
               enormous, including Charles-Valentin Alkan, Hector Berlioz, Johannes Brahms, Anton Bruckner, Ferruccio Busoni, Paul Dukas, César Franck, Robert Franz, Niels W. Gade, Charles Hallé, Fanny Hensel, Franz Liszt, Mendelssohn, John Knowles Paine, Jules Étienne Pasdeloup, Serge Rachmaninoff, Max Reger, Rossini, Camille Saint-Saëns, Clara and Robert Schumann, Giuseppe Verdi, Richard Wagner, and Charles-Marie Widor, among countless others. [JMC]
            

            
            See also CECILIAN MOVEMENT; RECEPTION.
            

            
         

         
         	BAGATELLE

         
         	
            (Fr., “trifle,” from It. bagattella; Ger., Kleinigkeit.) Term for a short, unimposing
               piece of music, usually for piano solo. Bagatelles may be considered a variety of character piece, but unlike most character pieces, they have no particular stylistic or topical connotations
               (e.g., as marches, mazurkas, and nocturnes do). The term also denotes a game in which the players must put nine balls through
               a series of arches into cups at the end of an oblong table on which pins have been
               placed as obstacles; perhaps in derivation from (or association with) this lighthearted
               parlor game, most bagatelles were published in sets. The term was first used in the
               17th century by composers including François Couperin (1668–1733) and Marin Marais
               (1656–1728) and occurred sporadically during the 18th century, including a set of
               Musikalische Bagatellen published by Breitkopf & Härtel in 1797. Drawing on these meanings, Bagatelle is also the name of a one-act opéra comique by Jacques Offenbach. The term was also occasionally used for unimposing compositions based on other composers’
               works (e.g., Théodore Döhler’s [1814–1856] La Renaissance, subtitled “Bagatelle à la valse sur l’opéra Lucie de Lammermoor [by Gaetano Donizetti], 1843).
            

            
            The best-known bagatelles of the long 19th century are those of Ludwig van Beethoven (opp. 13, 119, and 126), and more famous than these is his Albumblatt bagatelle Für Elise (WoO 59, 1810). Others were composed by César Cui, Antonín Dvořák, Leopold Godowsky, Stephen Heller, Henri Herz, Johann Nepomuk Hummel, Franz Liszt, Anatoly Lyadov, Camille Saint-Saëns, Bedřich Smetana, and Johann Strauss (II), among many others. [JMC]
            

            
         

         
         	BAILLOT, PIERRE (1771–1842)

         
         	
            French violin virtuoso, composer, and pedagogue of the Early Romantic Generation; with Rudolfe Kreutzer and Pierre Rode, one of the most enduringly influential figures in developing and promulgating the
               Franco-Belgian school of violin playing. He founded France’s first professional instrumental
               chamber ensemble and gave a total of 154 solo performances over the course of his
               career between 1814 and 1840. He demonstrated musical talent at a very early age and
               at age 10 was inspired by the playing of G. B. Viotti (1755–1824) to dedicate himself
               to the violin, subsequently taking lessons with the composer and theorist Charles-Simon
               Catel (1773–1830), Luigi Cherubini, and Antoine Reicha. He was appointed to the newly opened Paris Conservatory in 1795, joined Napoléon Bonaparte’s private orchestra in 1802, and toured Russia
               to great acclaim in 1805–1808. During the resurgence of instrumental chamber music that attended the Restoration, he gained great fame as a chamber musician, also touring the Low Countries and England
               in 1815–1816. From 1821 to 1831, he served as concertmaster of the Paris Opéra (arguably
               the single most important public position for an instrumentalist at the time) and
               in 1825 began serving in the same position in the Chapelle Royale.
            

            
            Baillot was also an able composer, with nine violin concertos to his credit plus several other orchestral works with solo violin and several dozen instrumental chamber works (including one violin sonata, three string quartets, and numerous trios, among other works). His greatest influence, however, was as a teacher, in particular
               through his L’art du violon: Nouvelle méthode (The Art of the Violin: A New Method, 1834), his Méthode de violoncelle (Cello Method, 1834; coauthored with Catel, Nicholas Baudiot [1773–1849], and Jean-Henri
               Levasseur [1764–1823]), and his first pedagogical publication, Méthode de violon (Violin Method, 1803; coauthored with Rode and Kreutzer). [JMC]
            

            
         

         
         	BALAKIREV, MILY ALEKSEYEVICH (1837–1910)

         
         	
            Russian composer, conductor, pianist, and teacher of the Late Romantic Generation; influential member of the
               Mighty Handful and one of his generation’s most important exponents of Russian musical nationalism as well as exoticism. His completed works include incidental music to William Shakespeare’s King Lear (1858–1861, rev. 1902–1905), sacred and secular a cappella choral music, 45 songs, two symphonies, four overtures, one symphonic poem, one piano concerto, other orchestral compositions, and a sizable body of virtuosic piano music. Of these works, the two Overtures on Russian Themes (1858 and 1864, rev. 1881 and 1884), the two symphonies (1866, rev. 1897, and 1900–1908),
               the symphonic poem Tamara (1867–1882, publ. 1884), and the orientalist piano fantasy Islamey (1869, publ. 1870; rev. and publ. 1902) are best known today.
            

            
            Balakirev began his studies in music with his mother and by age 10 was formally studying
               piano. He entered the University of Kazan as a mathematic student in 1853 but continued
               to perform on the piano, and a trip to St. Petersburg in 1855 earned him the support
               of Aleksandr Dargomïzhsky, Mikhail Glinka, and influential critic Vladimir Stasov (1824–1906), whose nationalist aspirations
               would remain a powerful influence on his thinking thereafter. His reputation spread
               widely in the reformist climate of the early reign of Tsar Alexander II (fl. 1855–1881),
               and his first published compositions (a collection of 20 songs) appeared in print
               in 1858. During the early 1860s, his growing reputation earned him the allegiance
               first of César Cui, then of other emergent Russian nationalists, including Aleksandr Borodin, Modest Mussorgsky, Nikolay Rimsky-Korsakov, and Pyotor Il’yich Tchaikovsky. His increasingly purist (anti-German) Russian nationalist sentiments made him an
               influential voice in the founding of the Free School of Music founded as a counterbalance
               to the French and German influences reflected in the newly instituted St. Petersburg
               and Moscow Conservatories.
            

            
            Vacations in the Caucasus in 1862, 1863, and 1868 provided occasion for Balakirev
               to study and absorb the folk song of that region. These influences are reflected not least of all in the completion
               of the first version of Islamey in 1869 (premiered by Nikolay Rubinstein in December of that year), and in 1867 he succeeded Anton Rubinstein to become conductor of the Russian Musical Society. In the latter capacity, he assiduously
               promoted the music of other Russian composers, giving the premieres of works by Borodin,
               Mussorgsky, Rimsky-Korsakov, and Tchaikovsky. Many of these compositions had been
               prompted or encouraged to completion by Balakirev. His mentorship is reflected in
               the fact that Tchaikovsky dedicated his concert overtures Fatum and Romeo and Juliet as well as his “Manfred” Symphony (after Lord Byron) to Balakirev. (Stasov had suggested the idea for the latter to Balakirev, who had
               proposed it to Hector Berlioz before prompting Tchaikovsky on the subject.)
            

            
            By the early 1870s, the composers whom Balakirev had mentored increasingly gathered
               public attention and began developing away from him; he felt increasingly isolated
               in the Russian musical life he had helped to reinvigorate. A nervous breakdown in
               1871 forced him to retire from public life in music and composition, instead taking
               a mediocre job with the railroad in order to make ends meet. Increasingly depressed,
               he resigned from his position at the Free School in 1874. These dark years of Balakirev’s
               life witnessed little musical activity, but in the 1880s he began to reenter musical
               life, resuming his work at the Free School in 1881, completing the symphonic poem
               Tamara in 1882, and being appointed director of the Imperial Chapel in 1883. He officially
               retired with a pension in 1895 and once again withdrew into seclusion but this time
               was able to complete a number of important compositional projects—most importantly
               a revised version of Islamey (1902) (see FASSUNG
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