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  1    Orpheus by Gluck (1854)


  The artistic function of the Court Theater. Orpheus’s musico-historical condition. Gluck’s conceptof character and its depiction. Characteristics of genius. Gluck’s reforms. The dramatic style. Franz Schubert as Gluck’s successor.


  2    Beethoven’s Fidelio (1854)


  Fidelio’s general merits. The overture. Weber’s Euryanthe and Fidelio. Mrs. Schröder-Devrient as Fidelio’s first representative. The New in art. Defense of the New on the part of the Court. Benvenuto Cellini by H[ector] Berlioz.


  3    Weber’s Euryanthe (1854)


  Beethoven and Weber. Euryanthe as the forerunner to Wagner’s dramatic art. Schubert’s judgment of Euryanthe. The alliance between poet and composer. Wagner’s protest against this. Lack of artistic principles in theater direction. Speculative money. Establishment of principles in the formation of a music theater, especially in relation to Weimar’s Court Theater.


  4    About Beethoven’s Music to Egmont (1854)


  Indications of a new artistic era. Beethoven’s music to Egmont as a groundbreaking work. The development of a musician, then and now. The modern pursuit of music and poetry. Schubert, Beethoven, and Wagner as advocates of this quest. The ancient pages of Goethe’s Egmont. Anachronism of the same. The groundbreaking moment in Beethoven’s music to Goethe’s Egmont.


  5    About Mendelssohn’s Music to Midsummer Night’s Dream (1854)


  Regarding music genre, Mendelssohn takes the initiative from Beethoven’s Egmont music. Contrasting elements in Shakespeare’s Midsummer Night’s Dream. Ingenious arrangement. Manifestation of beauty. Mendelssohn’s music to Midsummer Night’s Dream. His special talent for the musical depiction of the world of the elves. The fairy in Schumann’s Manfred. Weber’s Preciosa. Gervinus’s contempt for the music in Midsummer Night’s Dream.


  6    Scribe and Meyerbeer’s Robert the Devil (1854)


  Premiere works. Formal manifestations of genius. Effect of Scribe and Meyerbeer’s connection to the opera. Historical review of poetry and music in opera of the eighteenth century. Metastasio and Hasse. Rossini. Contrast in Mozart’s opera, the Scribe-Meyerbeer situation, and Wagner’s character development. The “situation” as such, as well as the influence of French Romanticism in the last thirty years. Meyerbeer’s Robert, Huguenots, and Prophet. Contemporary opera composers and Scribe and Meyerbeer influence on them. The historical condition of the latter to Wagner. Wagner’s musico-dramatic advancements. The new principle. Gluck and Piccinni. Rossini. Meyerbeer. Features of three historical styles of opera.


  7    Schubert’s Alfonso and Estrella (1854)


  Immediacy in Schubert’s works and the treatment of librettos, particularly his texts. Narration in Alfonso and Estrella’s libretto. Melody and instrumentation of this opera. Schubert’s lyricism. Deficiency in his dramatic compositional style. Diversity in cognitive abilities. Schubert’s musical destiny as a composer of Lieder.


  8    The Mute from Portici by Auber (1854)


  Remarks on the character of Italian opera. Gluck. French opera. The text to The Mute. The whole character and the disadvantages and advantages of the same. Scribe as poetic librettist. The Mute as predecessor to William Tell.


  9    Bellini’s Montague and Capulet (1854)


  The role of Romeo and a horse-driven parade of debutants. Theartist’s duty in regard to his selection of roles; the famous artist; artists with two ranges; opera management. Mutual concession between management and the artist. Justification for their selection of mediocre works. Bellini as opera composer. Historical condition of Montague and Capulet. Text defamation in Shakespeare’s Romeo and Juliet. Rossini, with regard to his texts. Bellini. The public.


  10    Boieldieu’s White Lady (1854)


  The subject of imitation in Walter Scott’s two novels. The manufacture of theatrical works from novels. This inartistic manner. Functions of drama and novels. Similar matters of importance in all the arts. Material for sculpture and painting. Difference in approaches. Different functions of dramas and novels. The libretto to White Lady. The connection between French librettists and composers. Scribe produces an opera text from the novel. White Lady’s success.


  11    Donizetti’s The Favorite (1854)


  The circumstances and scenery in the opera. Mrs. Stoltz and The Favorite. The subject and its foundation. Donizetti as opera composer. The Favorite as his best work. Lucia and his other operas. German stages. The critics. Their prevalent bias and prejudice against new operas and operas from other nations. The public’s lack of discretion. The division between the judgment of the critic and the artist.


  12    Pauline Viardot-Garcia (1859)


  Pauline Viardot’s characterization. Her high attainments. Influence of the same. As an artist. The Italian and German schools of characterization. Their coalescence in Pauline Viardot. The latter as composer. Her Lieder. Her talent for composition in the service of rendering her stage roles. Singing ailment. General remarks about bad singing, neglected studies, and singers’ screeching. Virtuosity in the service of art. Mrs. Viardot as Norma, especially her performance in the closing scene. As Rosine. Liberties of the virtuoso.


  13    No Entr’acte Music!(1855)


  The question of entr’acte music. Ferdinand Hiller’s position on it. Abolishment of entr’acte music in Berlin. Physical and spiritual interests as factors in art. Illumination of the arguments for and against entr’acte music: drama composed incidentally. Gutzkow’s conception. Illumination of the same. Entr’acte music and art generally in the service of the hurdy-gurdy industry. The boundary between art and industry. The art of conventional entr’acte music, or lack thereof, is a social evil as much for literature as for music. Dramas with bad entr’acte music as artistic and moralistic degradation of the opera’s orchestra by using the same in an unconventional manner. Members in a “good” orchestra are artists (by contemporary example), and as such, should be positioned accordingly. Gutzkowon the musician. Liszt demands from the poets, as well as the musicians, that they advocate grandeur in all of the arts. Art’s high mission. Resumé.


  14    On the Occasion of Mozart’s Centennial Celebration in Vienna (1856)


  The Mozart Festival in Vienna. Mozart’s artistic misery. His immense genius. His effect on virtuosity. Musical merits. General characteristics and functions of festivals. The height of German literature and art. The specific function of music festivals. About the music’s character and its advancement. Subjective views. Suffering of the great composers. Unworthy criticism. Being misunderstood. Glory after death. Justice. Its repercussions on art and culture. A return to the benefit of musical festivals.
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  Foreword


  Franz Liszt’s Historical Position


  Cornelia Szabó-Knotik


  Cultural Memory and Defining the Classical in Music


  Urbanization in conjunction with the formation of a professional life in music certainly belongs to the nineteenth century's most sustainable socio-cultural processes. Closely related to this is the need for an identity, the marks of which were basically founded in and expressed through culture, especially with regard to music as both a practice and a paradigm.


  In order to understand the effects of this development on Franz Liszt and “his time,” and above all to be able to describe Liszt's historical achievement, namely, his considerations as they concerned the emerging canon of masterpieces and their adequate performance with respect to the adaption or preservation of the original form, it is necessary to briefly reflect upon the foundation of these ideas, namely, late eighteenth-century’s Enlightenment thinking and how it was acted out (for example, the French Revolution). One of the consequences of the Enlightenment resulted in a continuous discussion about style, starting with the question of French versus Italian music (for example, the debate over opera buffa) to decisions over what pieces could be deemed adequate for inclusion into the canon. Popular elements were integrated into music to make it understandable to everyone, the goal of which was to give the music an entertaining character. At the same time, each piece of popular music was sublimated to the rank of high art, in that high art always had to include the “popular,” because high art in general, but even more so in music, was claimed to have an important task in the realization of the humanistic ideal.i Additionally, when music aesthetics were split into two different categories with different artistic rankings, the one of higher distinction was regarded as the least palpable. It is for this reason that music was finally thought to be the highest of all existing arts. Regarding the development of music aesthetics, one symptom of that process can be found in the term Tondichter, meaning “musical poet,” which was used by Beethoven himself in order to point out that his compositions were ranked as high as the works of a poet. Just a generation later, Franz Schubert was convinced that within the Lied, music elevated any poem’s message. Another indication is the idea that religious feeling is linked to the reception of music as it was formulated in the works of some German philosophers of ca. 1790 (such as, Fichte, Schelling, Tieck, and the Schlegel brothers), who purported that meditating about a work of art is a proper way to approach God. This means that in German-speaking countries, the music aesthetics of Romanticism were conceived concurrently with a new style of instrumental music, which in retrospect was labeled by Liszt and his contemporaries as “classical” in the sense of an absolute ideal. This concept of music already past as representing timeless value was the result of a debate rooted in French discussions that concerned the exemplary character of the arts of antiquity (the battle of the ancientsvs. the moderns), but in German-speaking countries, this discussion was met with special fervor and much controversy for a good number of decades. This was due to the fact that these countries lacked a stable socio-cultural system comparable to Louis XIV France, and for a politically divided nation, it became even more important to find representative symbols of cultural identity by defining its “classics” of literature or music. Music, especially, did not have an existing model for the “classical” comparative to the ancient model, and therefore in usage, the term had a somewhat blurry ascription. Initially, during the second half of the eighteenth century, the term was applied to a range of different composers and compositions. As its definition became more precise, Wolfgang Amadeus Mozart was among the first composers to be labeled accordingly—an attribution still retained today. This began after an obituary was printed in Prague (quite possibly written by his first biographer Franz Xaver Niemetschek), which described the “classical content” of his works. Some decades later Haydn's works were judged similarly. By the 1830s (a time that also marked an important milestone in Liszt’s education) in Germany, the term “classical” was applied to the same three composers as today—namely, Mozart, Haydn, and Beethoven—and it was also used to connote a specific period of time, the further circulation of which paralleled the aforementioned establishment of bourgeois musical life and the standardization of its repertory.


  A common sign in the construction of an identity attached to these developments was the marking of places through plaques and the erection of monuments. These physical indicators documented awareness of a tradition and worked like reference points of national identity for a population that was increasingly split along lines of ethnic affiliation. Those urban topographies were used for regular ceremonies of worship in ritualized form, for which music was again indispensable.


  As will be shown in the following, this process is also fundamental when one considers Liszt's musical career, his awareness of musical life in general, and his own position within it.


  Liszt 1840-50: Changing Aspects of an Artist


  An appropriate point of reference for Liszt's attitude in this regard is his participation in and his point of view of the Mozart Centenary of 1856. At the same time that his self-defined character was in transition, his career underwent similar changes, which is well documented in some details of his Viennese performances, as well as their reception.


  Firstly, this change of position had an effect on the repertoire that Liszt performed. Increasingly, his repertoire contained pieces of admired “classical” composers in the broadest sense of the word (for example, the music of Beethoven), while the number of transcriptions and paraphrases were reduced. Above all, he began to abstain from improvisatory performances of medleys of musical subjects, which were popular at that time. At the beginning of his career, the enthusiasm Liszt inspired was related to his dizzying technical skills, as well as the fact that he always played a different program. This provided the audience novelty and spectacle, rather than concerts that could potentially establish a bourgeois elite musical life. In general, around 1840 Liszt's virtuoso performances satisfied the appeal for popular band music, such as the music of the Strauss family. At the same time, there were also hints of Liszt’s changing image when he adopted a so-to-speak standing in the emerging high brow concert life. In 1842 newspapers reported that he was planning to participate in the Salzburg Mozart celebrationii held on the occasion of the unveiling of a monument, the funds for which had been raised beginning in 1835. This announcement, however, did not come true. Four years later, in 1846, during his Viennese stay, Liszt conducted an orchestra in addition to many other performances,iii including a Beethoven symphony, and performed a final improvisation of medleys in a “night concert”—starting at 10:00 pm, one of his inventions—as well as a duo of “two themes by Weber, and one by Mozart” with a local dilettante, which was criticized as being inappropriate.iv In fact, the year of 1846 also marks a turning point in public taste. As sensations easily outwear, the star of the day in Vienna seems to have been Jenny Lind. Additionally, the gap between entertainment, sensational virtuosity, and so-to-speak real art in the classical sense seems to have broadened, as can be deduced from a reference to “classicism” extracted from an article on the history of dance music in Vienna. This article published by Philipp Fahrbach in 1847 names several well-known composers as witnesses for the Strauss’s high musical quality, and expressively draws a link to Liszt.v


  Liszt’sredesigning of himself as a performer consisted of an increasingly “classical” repertoire in which the spectacular and free improvisations are displaced by excitement for the exotic, the sounds of (mostly) Hungarian folklore, his refrain from secondary programs within his solorecitals,vi and his abstention from various events in Moritz Saphir's Musikalisch-Deklamatorische Akademien. Furthermore, at that time Liszt took on different roles in the musical life in addition to and instead of that of the virtuosic performer. When he accepted his position in Weimar, he took on conducting responsibilities, his compositional work concerned large-scale pieces from the great genres of music, such as symphonies, and he began a career as a teacher. Accordingly, in 1856 he accepted an invitation to participate at the Mozart Anniversary, not as a pianist, but as a conductor. It was the Viennese municipality that wrote this letter of invitation, and Liszt accepted positively. In his answer to the mayor, he requested two weeks’ time for rehearsals, despite his assumptions that the performers were “lifelong familiar” with Mozart's music. He also refrained from performing a solo piano concerto because he was fully occupied with the festival's direction and had not played in public for 8 years.vii The concert was a big event. Over five hundred singers and instrumentalists performed, and the program lasted more than 3 hours.viii At the premiere, Emperor Franz Joseph and his wife Elisabeth made a rare appearance, and at the end, the mayor of Vienna presented Liszt with the laurel wreath that had once before decorated a bust of Mozart.ix When the concert was repeated the following day, Anna Gottlieb, the first Pamina in Mozart’s Magic Flute, was present among others. This was shortly before her death at eighty-six years old.


  Liszt's commentary on this celebrationx demonstrates a remarkable degree of engagement with history. The fervent advocate for musical progress stands up for the cult of tradition, albeit in moderation, and he offers Mozart as an example for posterity’s appreciation of the genius, emphasizing his exemplary virtuosity, as well as the popularity of his especially melodious music. These phrases reveal something characteristic in his reference to music history in general, namely, that he alludes to it in order to reflect his own situation. This figure of thought is also documented in a short article on Gluck's Orpheus,xi in which the description of the composer's aesthetics oppose those of Piccinni’s, namely, in their choice of terms with regard to those applied in the contemporary ongoing discussion about the symphony (form vs. content between Brahms and Liszt). For the same reason Mozart is called a virtuoso with a social agenda, who he hoped would attain posterity's recognition. Such celebrations, Liszt adds, should not replace, but rather supplement the “fine practice” of erecting monuments, which is again something to which he had already been committed during his fund-raising for and directing of the unveiling of the Beethoven monument in Bonn in 1845. As a consequence of such dedication to practices of cultural memory, a letter to his cousin Eduard, written hardly a week after his departure from Vienna,xii talks about his idea to found an association for the publication of Mozart's “Complete Works,” which would be comparable to the Bach Edition, the establishment of which Liszt had also been involved in 1850, amongst others such as Robert Schumann, Ignaz Moscheles, Louis Spohr, and Otto Jahn (who later wrote a long, standard biography of Wolfgang Amadeus Mozart).


  Some Conclusions: Liszt's Attitude toward Music History


  At a rather early point in his life, Liszt had in fact realized the importance of music history and of points of reference in a musical tradition as they relate to so-called “monuments” or “masterpieces” relevant during his own time. His essay “About Popular Editions of Important Works” from 1836, as well as his Bachelor Letters from the following year prove this with numerous es.xiii As a performer, the way he dealt with traditional music was at first characterized by the same notion—an exemplary example of which is Van Swieten's performance of Handel's Messiah, with clarinet parts written by Mozart—the enlightened audience around 1800 adopted, namely, that important works of the past had to be adapted to more understandable listening practices. There are several examples in Liszt's oeuvre of this. The performing artist's transcriptions and paraphrases also mean something in addition to bearing witness to the Romantic concept of “music about music.” Until his final years, Liszt followed the contemporary common practice of performing and teaching Bach's keyboard pieces in adaptations by Tausig, Saint-Saëns, vonBülow, and himself, while in several cases encouraging pupils to be more playful and less “academic.” And although his oratorio Christus is, in several regards, modeled after the traditional example of Handel's Messiah (e. g., the lack of dramatis personae in the storyline), it clearly documents the historical concept of a stylistic “pantheon,” applying music styles that represent a whole range of historical development from (neo) Gregorian chant (“Pater noster,” “Beatitude”) to Romantic programmatic orchestral style (“Tristisest anima mea”), which were chosen with regard to the respective texts’ message. At the same time, this oratorio also has traces of private devotion—quotes set into the score that cannot be read at the same time as the music is sounding—something which is appropriate for the above-mentioned Romanticnotion of art as a religion. Liszt's ideas about plainchant and the reform of churchmusic reveal that his activities came close to the “back-to-the-roots” movement called Caecilianism, which is related to his desire to redefine and reshape church music in a neo-Palestrinian sense. This is in conjunction with his active interest in the reform of the Solesmes chant, which demonstrates that for him and his contemporaries, history does not represent a value as such. However, it is always seen in an opposing way, in that it is continually viewed in relation to a stated objective, and as such, it is defined by a purpose with effects on life and its practice. In this sense, he is a “historical being” as described in Friedrich Nietzsche's seminal essay.


  In the area of conducting, however, Liszt was not prompted to strive for the adaptation of traditional music; rather, he hoped for a closer interpretation of the original. And this means something new: an approach toward a gradually developing, historically-informed performance practice, the meaning of which did not reach its full significance for at least a half century later. His work to create a better understanding, as well as his involvement in the presentation of a variety of musical monuments, represents his contribution to the repertory's standardization of a canon of masterworks, which applies mainly to the genre of orchestral music, such as the symphonies and overtures of Beethoven, Mozart, and Schubert, but also to Handel's Messiah and Samson, which are signatures of the oratorio tradition.


  Last but not least, there is also a trait of Nietzsche's “antiquarianism”xiv in Liszt, where the historian is inclined to preserve documents in order to bridge the gap to the past and be closer to its monuments. This is revealed in Liszt through his pleasure with and his interest in the pianos of Mozart and Beethoven. He shared this attitude of the historical collector with his aesthetic counterpart Johannes Brahms, whose fascination with music autographs led to a famous and rather spectacular collection, which became the founding stone of the archives of the Viennese Gesellschaft der Musikfreunde.


  Cornelia Szabó-Knotik obtained a PhD in Musicology from the University of Vienna with a doctoral thesis on Franz Liszt published 1982. Her qualification as a university lecturer was achieved in1996 with the submission of a book about Mozart’s music in movies (published 1999). She is associate professor at and currently chair of the Institute of Analysis, Theory and History of Music at the University of Music and Performing Arts Vienna. Interested in the aesthetic content, as well as the social and cultural importance of music, her main subjects are the history of musical life and the many phenomena of reception, including the importance of media in the way musical heritage is confronted.


  


  Notes


  i. When defining the humanistic ideal of the term “classical,” both the heart and the head should be affected.


  ii. Allgemeine Wiener Musik-Zeitung (AWZ) 2/90 (28 July 1842): 368.


  iii. Sonntagsblätter (29 March 1846): 306.


  iv. Der Humorist (30 March 1846): 311.


  v. Allgemeine Wiener Musik-Zeitung (AWZ) 7/35-36 (23 and 25 March 1847): 141f.


  vi. His rejection of entr’acte music (see pages 219-34 of this volume) is fuelled by the same attitude as it relates to the aforementioned emphatic conceptualization of art, which was typical for Romanticism. Additionally, the term “secondary programs,” as it is used here, refers to anything unrelated to the specified solo recital program, i.e., something contrary to the solo recital itself.


  vii. Franz Liszt, Letters of Franz Liszt: From Paris to Rome. Years of Travel as a Virtuoso, ed. La Mara, trans. Constance Bache, vol. 1 (New York: Charles Scribner’s Sons, 1894), 257-58.


  viii. Alan Walker, Franz Liszt: The Weimar Years, 1848-1861, vol. 2 (Ithaca: Cornell University Press, 1987), 398.


  ix. Neue Wiener Musikzeitung 5 (31 January 1856): 29f.


  x. See pages 235-52 of this volume.


  xi. See pages 39-54 of this volume.


  xii. Liszt, Letters of Franz Liszt, 259-62.


  xiii. Franz Liszt, The Collected Writings of Franz Liszt: Essays and Letters of a Traveling Bachelor of Music, ed. Janita R. Hall-Swadley, vol. 2 (Lanham, MD: Scarecrow Press, 2012), 147-56 and 219-64.


  xiv. See Friedrich Nietzsche, On the Use and Abuse of History for Life, trans. Ian Johnston (Arlington, VA: Richer Resources Publications, 2010).
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  Introduction


  We have now arrived at Volume 3, Part 1 of Liszt’s Collected Writings: Dramaturgical Leaves: Essays about Musical Works for the Stage and Queries about the Stage, Its Composers, and Performers. The word “leaves” in the title has raised some brows with regard to its applicability for this present volume. Why not “Dramaturgical Writings” or “Dramaturgical Pages” instead? There is a reasonable explanation for this word choice, however. The German title given to both halves of this volume was Dramaturgische Blätter. In addition to the literal translation of the German title, the word “leaves” (Blätter) carries with it another connotation. Each writing in this volume is concerned with opera, its accompanying genres, or its performers that preceded Wagner’s music dramas, the content of the second half of this third volume. By dividing the writings in such a way, Liszt draws a linear progression of Romantic opera that began with Gluck and then “turned a new leaf” when it came to Richard Wagner.


  Before plunging into the translations, readers are invited to read through a few relative topics presented below. The subjects of these short studies I found interesting, and they were stimulated by themes presented in Liszt’s essays. There are so many other topics that could be discussed here, but there just is not enough room for that in a translator’s/editor’s introduction. Hopefully, readers will find additional areas of interest to research and write about in his writings.


  Liszt as Patron


  There is an old German proverb that states: “Pflanzen Sie die Blumen in den Gärten alle anderen, und Ihr Leben wird ein Blumenstrauß.” This maxim, which translates as “Plant flowers in the gardens of all the others, and your life becomes a bouquet,” stands at the forefront of Liszt’s patronage. Art was the fertile seed that needs only beneficial light to shine its rewards, and Liszt was that light to many composers. He came to the aid of several artists throughout his life—including, but not limited to, Felix Mendelssohn, Hector Berlioz, Frederick Chopin, Robert Schumann, Joseph Joachim, Heinrich Heine, Ferdinand Hiller, Hans von Bülow, and of course, Richard Wagner. He considered it his duty to do whatever was necessary to advance the development of Art and the genius in which it resided, not for the sake of the artist, but for the sake of the “temple” of Art. As Alan Walker wrote: “The artist, for Liszt, was a sacred vessel through which the Beautiful passed.”1 The Beautiful existed in diverse forms, and his aid was just as varied. Below is a brief examination into what it meant to be patronized by Liszt in his quest to seek the Beautiful in Art and the artist.


  The essays in this volumeare solid evidence of Liszt’s patronage for his fellow artists; however, he also supported them by conducting their music during his tenure as Kapellmeister of the Weimar Hoftheater. According to Lina Ramann, editor for the original 1880/83 German edition of Liszt’s Gesammelte Schriften, with the exception of the essay, “No Entracte Music,” most of the writings in this volume were written after Liszt conducted each of the corresponding operas. The performance dates provided by Ramann are not always correct, or in the case of Vincenzo Bellini’s I Capuleti e i Montecchi, there is no evidence in the Weimar theater’s archives that indicates this opera was ever conducted by Liszt. The catalog in the archives is incomplete, however, and the essays in this volume certainly show that Liszt was knowledgeable about the intricacies of each opera and was well prepared to conduct them. Now, onto a quick look at those works he conducted and what this examination might reveal.


  Liszt conducted four of Gluck’s operas between the years 1850-58:2


  [image: Opera Performance Dates Location Iphigenia in Aulis (Wagner’s 16 February, 13 March, Weimar adaptation) 23 August 1850, and 8 May 1856 Orfeo ed Euridice 22 June 1852 (Act 2), and Weimar 16 February 1854, 30 April 1856, 8 May 1856, and 13 March and 26 December 1857 (complete) Armide 16 February 1857 Weimar Alceste 18 February and 2 October Weimar 1858]


  Perhaps the greatest impact made in Liszt’s conducting of Gluck’s operas is related to the reception of Wagner’s music dramas. The city of Weimar was firmly grounded in the classical literary tradition of Johann Wolfgang von Goethe, and Friedrich Schiller prior to Liszt’s tenure there. In the hope of maintaining its reputation as reigning over the center of German art and scholarship, the court at Weimar, a city known at that time as the “Athens on the Ilm,” appointed Liszt as Hofkapellmeister im außerordentlichen Dienst (translated as “Court Conductor of Extraordinary Service,” or simply, “Court Conductor Extraordinaire”) in 1842. His appointment by Grand Duke Carl Alexander was not met with enthusiasm by all of Weimar’s citizens, however. His strongest critics were skeptical about the rush of virtuosos that were moving into the city, and a great amount of anxiety over the potential loss of a legacy, which was strongly grounded in classical literature, lingered in the air for many years after his appointment.3 Liszt, as well as his patron Grand Duke Carl Alexander, had a different vision for Weimar’s artistic future, which can be read in his letter to Countess Marie d’Agoult, dated 23 January 1844:


  
    It is not that “Carthage is to be destroyed,” but rather, “Weimar is to be built.” Under the late Grand Duke Carl August, Weimar was a new Athens. Let us dream today of constructing a new Weimar. Let us frankly and boldly renew the traditions of Carl August—let talent act freely in their sphere. Let us colonize as much as possible.4

  


  According to this excerpt, Liszt had no desire to tear down the traditions that had made Weimar what it was; rather, he wanted to build upon the past and reshape it into something new—a type of “artistic flowering,” as Detlef Altenburg describes in his study, “Franz Liszt and the Legacy of the Classical Era.”5 This blossoming could not be achieved unless the Weimar public, proud of its literary heritage, could be appeased. This is where Gluck’s music played an important role in successfully attaining his objective. Firstly, German audiences were accustomed to Gluck’s harmonies and classical literary depictions, and Liszt used the public’s familiarity with his music and subject matter to easily transition into a new phase of art through innovative programming, original performances, and, as evidenced by this current volume, creative essays. Throughout the writings that follow this introduction, readers will notice that in nearly every essay, Wagner’s name and works are evoked. By doing so, Liszt established a teleological framework for Wagner’s development: Gluck, the greatest composer of pre-Revolutionary France, and Wagner, a virtual unknown composer, are connected through a series of literary essays and innovative performances that culminate in music drama.6


  Two composers whose works Liszt was most comfortable conducting were Beethoven and Mozart. The number of combined works by these composers spans more than half of Liszt’s entire conducting career:7


  [image: Composer Composition Date(s) Place Beethoven Choral Fantasy 11 January 1840 Budapest Andante from Symphony no. 11 January 1840 Budapest 7 in A Major Symphony no. 5 in C Minor 28 February 1842 Berlin Overture to Coriolan 16 February 1843 Berlin Symphony no. 5 in C Minor 7 January 1844 Weimar Symphony no. 6 in F Major 17 January 1844 Gotha Symphony no. 3 in E-flat Major 21 January 1844 Weimar Incidental music to Egmont 21 January 1844 Weimar Symphony no. 7 in A Major 4 February 1844 Weimar]


  [image: Symphony no. 5 in C Minor 12 August 1845 Bonn Finale from Fidelio 12 August 1845 Bonn Symphony no. 5 in C Minor 19 March 1846 Vienna Symphony (unidentified) 5 March 1848 Weimar Fidelio 21 March 1848 Weimar Fidelio 2 June 1849 Weimar March from Ruins of Athens 28 August 1849 Weimar Symphony no. 9 in D Minor 29 August 1849 Weimar Fidelio 16 January 1850 Weimar Symphony no. 9 in D Minor 24 February 1850 Weimar Symphony no. 9 in D Minor 24 August 1850 Weimar Violin Concerto in D Major 19 October 1850 Weimar Fidelio 7 May 1851 Weimar Choral Fantasy 22 June 1852 Ballen- stedt-am- Harz Symphony no. 9 in D Minor 22 June 1852 Ballen- stedt-am- Harz “Ah, perfido” (concert aria) 3 October 1853 Karlsruhe Symphony no. 9 in D Minor 3 October 1853 Karlsruhe Fantasy on motifs from Ruins 5 October 1853 Karlsruhe of Athens (piano and orchestra) Fidelio 19 February 1854 Weimar Fidelio 19 March 1856 Weimar Symphony no. 9 in D Minor 14 June 1856 Magde- burg Fidelio 19 October 1856 Weimar Symphony no. 3 in E-flat Major 12 November Weimar 1856 Overture Consecration of the 31May 1857 Aachen House Violin Concerto in D Major 2 June 1857 Aachen Fidelio 27 September Weimar 1857 Fidelio 30 December Weimar 1857 Overture Consecration of the 18 December Weimar House 1858 Cantata Calm Sea and 18 December Weimar Prosperous Voyage 1858 Weimar Romance in F Major (violin 18 December Weimar and orchestra) 1858 Weimar Piano Concerto no. 5 in E-flat 18 December Weimar Major 1858 Weimar Symphony no. 7 in A Major 18 December Weimar 1858 Symphony no. 9 in D Minor 29 May 1870 Weimar Piano Concerto no. 5 in E-flat 29 May 1870 Weimar Major]


  [image: Cantata no. 2 (arranged by Liszt) 16 February 1870 Budapest Violin Concerto in D Major 16 February 1870 Budapest Symphony no. 9 in D Minor 16 February 1870 Budapest Symphony no. 9 in D Minor 8 September 1873 Weimar Mozart Overture to Die Zauberflöte 11 January 1840 Budapest Die Zauberflöte 1 February 1843 Breslau Don Giovanni 6 January 1849 Weimar Don Giovanni 9 May 1849 Weimar Don Giovanni 12 June 1849 Weimar Don Giovanni 22 April 1851 Weimar Don Giovanni 21 June 1851 Weimar Don Giovanni 26 October 1851 Weimar Don Giovanni 29 December 1851 Weimar Don Giovanni 29 March 1853 Weimar Aria from La clemenza di Tito 5 October 1853 Karlsruhe Don Giovanni 7 January 1854 Weimar Don Giovanni 23 September Weimar 1854 Don Giovanni 11 October 1854 Weimar Overture to Die Zauberflöte 27 and 28 January Vienna 1856 Chorus “O Isis und Osiris” 27 and 28 January Vienna from Die Zauberflöte 1856 Piano Concerto in C Minor, 27 and 28 January Vienna K. 491 1856 Dies irae (Requiem) 27 and 28 January Vienna 1856 Symphony no. 40 in G Minor, 27 and 28 January Vienna K. 550 1856 Aria from Don Giovanni 27 and 28 January Vienna 1856 Finale from Act I, Don Gio- 27 and 28 January Vienna vanni 1856 Don Giovanni 3 February 1856 Weimar Don Giovanni 7 December 1856 Weimar Marriage of Figaro 11 October 1857 Weimar Overture Il re pastore 27 January 1858 Weimar Finale from Act II of Idomeneo 27 January 1858 Weimar Symphony no. 40 in G Minor 27 January 1858 Weimar Requiem 27 January 1858 Weimar Die Zauberflöte 5 December 1858 Weimar]


  What stands out in the above table is the level of difficulty of conducting each individual piece, but when combined with other complicated works, similar programs could wear down even the strongest and most competent conductor. Liszt did so with seeming ease. For instance, one week before conducting the Mozart Centennial Concerts in Vienna on 27 January 1856, Liszt completed rehearsals and conducted a performance of Bellini’s opera La sonnambula in Weimar on 12 January 1856. Within days, he travelled to Austria to begin rehearsals for Mozart’s centennial celebrations, which included the overture and chorus “O Isis und Osiris” from Die Zauberflöte, Piano Concerto in C Minor (K. 491), the Dies irae from his Requiem, Symphony no. 40 in G Minor (K. 550), and an aria and the finale of Act I from Don Giovanni. This entire performance was repeated in full the following day. Within a few days after the celebrations in Vienna were completed, Liszt traveled back to Weimar to rehearse and conduct complete performances of three large operas, including Mozart’s Don Giovanni (3 February), Berlioz’s Benvenuto Cellini (16 February), and Wagner’s Lohengrin (February 24), as well as rehearse for a performance of Beethoven’s reform opera Fidelio on 19 March—all of which was done within one month of the Mozart Centennial Concerts in Vienna. It should also be noted that Liszt conducted more performances of Beethoven’s and Mozart’s music—seventy-six known performances—in more countries than any other European composer/conductor of his time, including Carl Maria von Weber, Richard Wagner, Felix Mendelssohn, Hector Berlioz, and even Hans von Bülow, all of whose conducting of Beethoven’s and Mozart’s works have been previously acknowledged. This also means that he was one of the greatest advocates of their music, although he has rarely (if ever) been recognized for his endeavors in this regard.


  In addition to the performances mentioned in the essays in this volume, Liszt also conducted the following works by these same composers:


  [image: Composer Composition Date Place Weber Overture to Oberon 11 January 1840 Budapest Overture to Oberon 26 January 1840 Pressburg Jubelouvertüre 4 February 1843 Weimar Overture to Oberon 16 February 1843 Berlin Overture to Oberon 22 February 1846 Weimar Euyranthe 19 March 1854 Weimar Mendelssohn Overture to Calm Sea and 29 August 1849 Weimar Prosperous Voyage Elijah 10 May 1850 Weimar Die erste Walpurgisnacht 23 June 1852 Ballen- stedt-am- Herz Finale from Die Loreley 3 October 1853 Karlsruhe Overture to Ruy Blas 2 June 1857 Aachen St. Paul 28 March 1858 Weimar Meyerbeer Robert the Devil 7 May 1851 Weimar Overture to Struensee 5 October 1853 Karlsruhe Aria from Le prophète 5 October 1853 Karlsruhe Robert the Devil 30 April 1854 Weimar Les Huguenots 18 November 1855 Weimar Schubert Alfonso und Estrella 24 June 1854 Weimar Symphony no. 9 in C Major 1 June 1857 Aachen Die Allmacht 29 December 1857 Weimar]


  [image: Widmung 29 December 1857 Weimar Die Allmacht 29 March 1871 Budapest Auber Carlo Broschi 15 June 1853 Weimar Bellini I puritani 10 November 1855 Weimar La sonnambula 12 January 1856 Weimar Donizetti Duet from Marino Faliero 11 January 1840 Budapest Lucia di Lammermoor 25 May 1848 Weimar La favorite 28 September 1850Weimar La favorite 7 May 1851 Weimar Lucia di Lammermoor 5 June 1854 Weimar Lucrezia Borgia 25 October 1854 Weimar Lucrezia Borgia 6 May 1856 Weimar]


  The above tables reveal that Liszt was accustomed to conducting pieces in various genres, such as complete operatic works and set pieces, symphonies, orchestral music, oratorios, choral works, and cantatas. They also show that his support was far-reaching, in that, unlike his contemporary composer/conductors, he conducted these works in many different European cities, which aided in the dissemination of important works throughout several different countries. Finally, his conducting choices reflect not only a predilection for works by new and progressive composers—those who create works “for the future,” as has often been discussed; he also had a firm foundation in the masterpieces of great composers of the past.


  Another type of patronage Liszt offered his fellow composers came in the form of musical compositions. With the exception of Gluck and Boieldieu, every composer mentioned in this volume’s essays received Liszt’s recognition through his piano transcriptions and paraphrases, religious music, or orchestral adaptations of their music. Below is a list of compositions by Liszt that were based on pieces by the composers in this volume. All compositions were composed for piano, unless otherwise specified:


  [image: Composer Composition Beethoven Beethoven Cantata no. 1, S. 67 (Chorus) Beethoven Cantata no. 2, S. 68 (Chorus) Fantasy on Beethoven’s Ruins of Athens (pianoand orchestra), S. 122 Capriccio alla turca sur des motifs de Beethoven, S. 122 Marche turque des Ruines d’Athènes, S. 388a Fantasie über Beethoven’s Ruinen von Athen (first and second versions), S. 388b and S.389 Cadenza to first movement of Beethoven’s Piano Con- certo no. 3, S. 389a Symphonies no. 4, 6, and 7 (first and second versions), S. 463a-d]


  [image: Marche funèbre (from Eroica), S. 463 Symphonies de Beethoven, S. 464 Grand Septuor, op. 20, S. 465 Adelaïde (first and second versions), S. 466a-b Sechs Geistlicher Lieder, S. 467 Sechs Lieder von Goethe, S. 468 An die ferne Geliebte—Liederkreis, S. 469 Weber Polonaise brillante, op. 72 (piano and orchestra), S. 367 Konzertstück in F Minor, op. 79, S. 367a Freischütz-Fantasie, S. 451 Leyer und Schwert, S. 452 Einsam bin ich, nicht alleine (from Preciosa), S. 453 Schlummerlied mit Arabesken, S. 454 Euryanthe fantaisie (lost), S. 29 Polonaise brillante, S. 455 Mendelssohn Hochzeitsmarsch und Elfenreigen aus dem Sommer- nachtstraum, S. 410 Sieben Lieder (from op. 19, 34, and 47), S. 547 Wasserfahrt und der Jäger Abschied, op. 50, S. 548 Meyerbeer Réminiscences de Huguenots-Grande fantaisie drama- tique, S. 412 Réminiscences de Robert le diable—Cavatine, S. 412a Réminiscences de Robert le diable—Valse infernale, S. 413 Illustrations du Prophète, S. 414 Illustrations de L’Africaine, S. 415 Le moine, S. 416 Festmarsch zu Schillers 100-Jähriger Geburtsfeier, S. 549 Fantasie und Fugue über den Choral Ad nos, ad sal- utarem undam (from Le prophète) (four-hand piano), S. 624 Fantasie und Fugue über den Choral Ad nos, ad sal- utarem undam (from Le prophète) (organ and pedal piano), S. 259 Schubert 4 Marches, op. 40, 54, and 121 (orchestra), S. 363 Wanderer-Fantasie (piano and orchestra), S. 366 6 Songs (songs with orchestra), S. 375 Die Allmacht (songs with orchestra), S. 376 Mélodies hongroises, S. 425 Mélodies hongroises (revised), S. 425a Schubert’s Marches, S. 426 Marche militaire, S. 426a Soirées de Vienna, S. 427 12 Lieder, S. 558 Der Gondelfahrer, S. 559]


  [image: Sérénade, S. 559a Schwanengesang, S. 560 Winterreise, S. 561 Geistliche Lieder, S. 562 6 mélodies célèbres, S. 563 Die Forelle, S. 564 Fantaisie sur une valse de F. Schubert: Molto agitato ed appassionato, S. 155 Vier Märsche von F. Schubert (four-hand piano), S. 632 Franz Schubert’s Grosse fantaisie, op. 15 (2 pianos), S. 653 Auber Grande fantaisie sur la Tyrolienne de l’opéra La fian- cée, S. 385 Tarantelle de bravura d’après la tarentelle de La muette de Portici, S. 386 Three Pieces on Themes by Auber, S. 387 Bellini Réminiscences des Puritains, S. 390 I Puritani. Introduction and Polonaise, S. 391 Hexaméron, Morceau de concert (piano and orchestra), S. 392 Fantaisie sur des motifs favoris de l’opéra La son- nambula, S. 393 Réminiscences de Norma,S. 394 Grandes variations de concert (Hexaméron) sur un thème des Puritains (2 pianos), S. 654 Donizetti Réminiscences de Lucia di Lammermoor,S. 397 Marche funèbre et cavatine de Lucia di Lammermoor, S. 398 Nuit d’été à Pausilippe, S. 399 Lucrezia Borgia—Grande fantaisie, S. 399a Réminiscences de Lucrezia Borgia, S. 400 Valse a cappriccio sur deux motifs de Lucrezia et Parisina, S. 401 Marche funèbre de Dom Sébastien, S. 402 “Spirito gentil” de l’opéra La favorite, A. 136 Marche funèbre et cavatine de Lucia di Lammermoor (four-hand piano), S. 628a Mozart Réminiscences de Don Juan, S. 418 Zwei Transkriptionen über Motive aus Figaro und Don Juan, K. 626, S. 550 Adagio from Mozart’s Die Zauberflöte (2 pianos), S. 634a Fantasie über Motive aus Figaro und Don Juan, S. 697 A la Chapelle Sixtine (Miserere d’Allegri et Ave verum corpus de Mozart), S. 461]


  [image: Confutatis und Lachymosa aus dem Requiem, K. 626, von Mozart, S. 550 Réminiscences de Don Juan (2 pianos), S. 656 Evocation à la Chapelle Sixtine (Miserere d’Allegri et Ave verum corpus de Mozart) (for organ and pedal piano), S. 658 A la Chapelle Sixtine (Miserere d’Allegri et Ave verum corpus de Mozart) (for orchestra), S. 360 Overture to Die Zauberflöte (lost), S. 35]


  Liszt became acquainted with many of these composers’ works during his early childhood piano studies and when he traveled around Europe performing their works as a piano virtuoso. He learned much about music during those many years—things that cannot be taught in a classroom setting or private studio—and he later incorporated this knowledge into his musical monuments, including his “patronized” music of other composers and his own compositions, most especially his symphonic poems. A good majority of his early compositional innovations can be heard in his opera paraphrases and piano transcriptions, as the above lists show. The difference between the two types of piano compositions is worth remarking, as their objectives are not the same. The purpose of a paraphrase is metamorphosis, a compositional treatment he perfected in his symphonic poems.8 Each paraphrase concentrates on one to two themes and enhances them with continually more complex ornamentation. These pieces tend to be more virtuosic and showy than transcriptions, and they are often described as “fantasies,” “reminiscences,” or “illustrations.” On the other hand, the objective of a transcription is to provide the listener with a literal interpretation of the original work as accurately as possible, even to the smallest detail.9 There would hardly be a better way to patronize an artist than to immortalize him or her through a free paraphrase or a literal transcription, and later originate an entirely new genre of music (symphonic poem) based on this association.


  Two additional types of patronage Liszt offered past composers include his involvement in the erection of a physical, as opposed to musical, monument and the editing of editions of their works. Nearly half of the composers whose works Liszt writes about in the current volume received support in this manner, the first of whom was Beethoven. Liszt prepared an edition of Beethoven’s “Complete Sonatas for Piano Solo” as part of the first collected edition of Beethoven’s works, published by Ludwig Hölle in Wolfenbüttel. The entire edition was never completed, however. By 1857, only two of the projected thirty-two volumes appeared in print, which indeed included the sonatas edited by Liszt. The same edition was republished by Bosworth of London and Hachette of Paris.10 Liszt remained true to the original text, as evidenced by his 1879 letter to Sigmund Lebert (1822-84), who was collaborating with Hans von Bülow (1830-94) to produce an urtext edition of Beethoven’s sonatas. They used Liszt’s earlier edition of Beethoven’s sonatas as a guide in creating their own edition. An excerpt from the letter reads:


  
    As a matter of course I have not altered a single note of Beethoven’s original version . . . and have only added a tolerable amount of indications for pedal and fingering, for the convenience of pupils and teachers.11

  


  In 1832, a call was made by a Beethoven society for a monument to be erected, and three years later plans were under way to erect a statue of the master. Due to administrative incompetence, much of the early funding was squandered, and in 1839 the society reached out to Liszt—as well as Robert Schumann—for financial aid to complete the project, to which Liszt (and Schumann) agreed. He contributed 10,000 francs toward the direct cost of the statue. The date of 11 August 1845 was chosen to unveil the monument during the Beethoven Festival, a date that marked the seventy-fifth anniversary of the music master’s birth. Four weeks prior to the start of the festivities, Liszt was notified that Bonn did not have a suitable auditorium to hold concerts, so he offered to pay construction costs for a new facility out of his own pocket. He also hired the architect Ernst Friedrich Zwirner (1802-61), who was then involved in the construction of the Cologne Cathedral, to build the concert hall, which could seat three thousand people. Attendance at the festival was so overwhelming in number that the facility could not hold everyone, and reports of disgruntled attendees were rampant. An even more regrettable event occurred during the unveiling of the Beethoven statue on 12 August. Shortly after the oration was given by the music critic H. K. Breidenstein (d. 1876), cannons blasted to mark the unveiling, and the drapes around the statue were drawn—which opened to reveal Beethoven’s back side! Liszt was horrified, understandably; nonetheless, he continued with his conducting activities, which included Beethoven’s Symphony no. 5 in C Minor, the finale to Fidelio, and his own Beethoven Cantata (S. 67), which had been composed specifically for the occasion, and he performed as soloist in Beethoven’s Emperor concerto.12


  Liszt was also involved in editing complete works by Carl Maria von Weber (1786-1826) and Franz Schubert (1797-1828). In 1870, Cotta of Stuttgart published an edition of Weber’s and Schubert’s piano music, which was edited by Liszt. Alan Walker has described this edition as “a model of correct musicological practice.”13 From Rome in 1868 (first excerpt below) and 1870 (second excerpt), Liszt writes to Sigmund Lebert:


  
    My responsibility with regard to Cotta’s edition of Weber and Schubert I hold to be: fully and carefully to retain the original text together with provisory suggestions of my way of rendering it, by means of distinguishing letters, notes and signs.


    In the various readings you probably will find some things not inappropriate; I flatter myself that I have thus given performers greater license, and have increased the effect without damaging or overloading Weber’s style. . . . And as I have now got into the way of revising, I should like at once to prepare the Schubert volume and submit to you, before the end of November, the result of many years of most delightful communion with Weber’s and Schubert’s piano-forte compositions, with fingering, marks for pedal and expression, and various readings. . . . With regard to the deceptive Tempo rubato. . . : a metronomical performance is certainly tiresome and nonsensical; time and rhythm must be adapted to and identified with the melody, the harmony, the accent and the poetry. . . . But how [to] indicate all this? I shudder at the thought of it.14

  


  As the letters above, as well as the music examples, which include Schubert’s Impromptu no. 2, D. 899 (op. 90) below reveal, Liszt retained the original music text (see Figure 1) throughout Cotta’s edition of Schubert’s piano music (see Figure 2). When he deviated from the manuscript, he placed his emendations outside the text with ossias (see Figure 3). He added pedal markings that were not present in the original, but at the bottom of the first page, he indicated that these changes were his own (see Figure 4).


  [image: Figure 1:Autograph manuscript, Impromptu no. 2, op. 90 Franz Schubert, p. 815]


  [image: Figure 2: Liszt/Cotta edition of Schubert’s Impromptu no. 2, mm. 1-1616]


  [image: Figure 3: Liszt’s ossias in his edition of Schubert’s Impromptu no. 2,mm. 64-6717]


  [image: Figure 4: Bottom of first page of Liszt/Cotta edition of Schubert’s Impromptu no. 218]


  Liszt was also involved in raising funds for a Vincenzo Bellini (1801-35) monument in Naples. After the Italian master’s death, one of his closest friends, the archivist and musicologist Francesco Florimo (1800-88), began to organize the erection of the statue in his memory. This endeavor was many years in the making, and it was eventually unveiled in 1886. In order to pay for the project, Florimo commissioned a series of short piano pieces from different composers, which were then sold to generate funds. Liszt was among these composers, and he composed Recueillement, S. 204, to support this undertaking. Peter Tchaikovsky (1840-93), Anton Rubinstein (1829-94), and Heinrich Herz (1803-88) also contributed pieces, including Danse russe, Romance, and Minuetto nello stile antico for four hands, respectively. These pieces were initially published in the collection titled Album pianistico Bellini by the Associazione Musicale Industriale di Napoli in 1878. The publisher ran into financial difficulties before the entire collection was finished, and the Associazione had to relinquish its holdings to the publishing firm Ricordi, which published the complete edition in 1884 under the title Alla memoria di Vincenzo Bellini.19


  From the time he accepted the responsibility of directing music activities for the Mozart Centennial Festival in Vienna in 1856,20 Liszt showed interest in compiling a complete edition of Mozart’s works for publication, as well as founding a Mozart-Verein in Vienna. According to his letter of 9 February 1856 to Eduard Liszt, he conceived of nothing other than the utmost editorial principles to complete the project, similar to the critical work used in the Bach Gesellschaft edition that was currently under way. About the publication of Mozart’s complete works, he wrote:


  
    According to my ideas, the Friends of Music in Austria should constitute and set the matter going, and the Royal State Press should be employed for it, especially as one can foresee that special favors might be obtained from the ministry. Probably the whole Festival Committee of the Mozart Celebration will also consent to this undertaking, in the sense that, by an edition of Mozart’s works, critically explained, equally beautifully printed, and revised by a committee appointed for it, a universally useful, lasting, and living monument to the glorious master will be formed, which will bring honor and even material gain to all Austrian lovers of music and to the city of Vienna itself.21

  


  Liszt suggested that, like the Bach critical edition, the entire project could be completed in twelve years, distributed annually by “the 27th of January,”22 the anniversary of the composer’s birth. He also proposed names of individuals he believed could offer their scholarly expertise, namely: Louis Spohr (1784-1859), Giacomo Meyerbeer (1791-1864), François Fétis-Joseph (1784-1871), Otto Jahn (1813-69), and Alexandre Oulibicheff (1794-1858), and he suggested that Breitkopf & Härtel, Haslinger, Spina, or Glöggl publish the final work.23 Unfortunately, the project never materialized. Twenty years after Liszt’s proposal, Breitkopf & Härtel published the complete edition in forty volumes in 1877, edited by Ludwig von Köchel.24


  There are many composers not listed here who also received Liszt’s patronage—musically, professionally, and in some cases, financially (Wagner and Berlioz, for instance)—and posterity is all the better for it. Although the same support was not reciprocated by those who received the most from him, it did not stop Liszt from advancing art and the genius who created it. His music monuments are testaments of that patronage and as recipients of his message, posterity owes him a debt of gratitude.


  Hermaphroditic Operas: Gender Obscured for the Sake of a National Identity


  In his essay “Bellini’s Montague and Capulet” on page 157 of this volume, Liszt states: “Montague and Capulet could be counted among an array of hermaphroditic works, which owes its existence to a blending of a legacy initiated by Rossini and the new principles of the Romantic schools that are now floating about.” In this essay, he offers a less than complimentary review of Bellini’s opera, as well as a commentary on this popular trend of his time. Today these parts are referred to as pants or breeches roles, where a woman sings a man’s role; its converse, a travesty role, when a man sings the part of a woman; or a role through which historical convention would customarily be designated as a specific gendered role, such as Leonore’s role in Beethoven’s Fidelio. In the latter, a female disguises herself in male clothing, but the audience realizes that the part the song stress plays is really a female dressing as a male, and not an actual male role whose part is sung by a female.


  Liszt’s criticism of the plethora of hermaphroditic works flooding the stages was not an acknowledgment of his dislike of these types of roles. In several of the essays in this volume, for example, he praises works that incorporate this trend, such as Orpheus in Gluck’s Orfeo ed Eurydice, Leonore in Beethoven’s Fidelio, Tancredi in Rossini’s Tancredi, and Cherubino in Mozart’s Marriage of Figaro. Specifically, as the quote in the first paragraph shows, it was what Liszt believed to be Bellini’s misuse of gender for the mere sake of popularity, while disregarding the Romantic principles for its use as initiated by Rossini, with which Liszt took issue. In his essay about Bellini’s Montague, he also conceded that the popularity of the hermaphroditic operas were in some cases limited to national boundaries. His sentiments are similar to those written by Richard Wagner. Wagner attributed this hermaphroditic tendency, which he referred to as “sexless,” in French and Italian opera to the nationalistic proclivity of the Romantics. In his writing “Reminiscences of Auber,” he offered an explanation for what he perceived to be sloppy productions of Auber’s La Muette de Portici: “A national self-disgust . . . had seized French taste and driven it to the sexless operatic muse of Italy, as if to drown all consciousness of self in the shapeless surfeit of an opium eater’s dream.”25 The remainder of this short, and by no means comprehensive, commentary will focus on how gender can play its own “role” in the engendering of a nation through its music. Bellini’s opera Montague and Capulet can serve as a prime example in its obscuring of gender for the sake of a national identity.


  Before progressing further, the terms nation and nationalism should be defined, as the meanings of these words are different, depending on the context of the argument. To this end, the words “nation” and “nationalism” in this current discussion concur with Richard Taruskin’s definition of these terms.26 Here, a nation is defined as a large group of people who are united by a common history, ethnicity, culture, language, and/or religion, and who sometimes, but not always, inhabit a specific territorial boundary that was negotiated based upon a people’s self-description. An example of a nation in the United States, where its people do not live within a particular territory but still are members of a certain self-defined nation is the Cherokee Nation. The Cherokee people share a common history, ethnicity, Iroquoian language, and religion, but these people can still define themselves as members of the Nation while living outside the boundaries of the Cherokee Nation in Oklahoma. They are also bound by the rules negotiated by leaders of the Cherokee Nation, irrespective of the place in which they live, in addition to the laws of the land they inhabit.


  Unlike the term nation, when defining the word nationalism, politics and its cultural ramifications are taken into consideration. Taruskin writes that “political nationalism is most often defined as the belief that political divisions between states should accord with the ways in which populations define themselves as communities.”27 It is the word “should” in this definition that has initiated much disagreement over the years. The term implies that there is some discordance within these populations in defining themselves as a community. It is exactly this dissention that produced the terrible consequences of the early to mid twentieth century, the seeds of which were planted in the mid nineteenth century. Those groups of people that cannot be defined harmoniously with the status quo are separated from other groups and become a minority population. This separation was the beginning of the social, political, religious, and biological genocide of the twentieth century, which was aimed toward populations of people labeled “unnational,” among other things, by the group self-defined as superior.28


  Liszt’s concept of nationalism was much different than the latter definition. A discussion of his nationalism is reserved for a later volume, but for now, it should be mentioned that Serge Gut offered astute observations regarding this very topic. In his article “Nationalism and Supranationalism in Liszt,”29 Gut described Liszt’s nationalism as cosmopolitan and universal, which Taruskin wrote was the opposite of nationalism, since universality, as a musical construct, implies that music appeals equally to all people everywhere, regardless of social, political, or religious affiliation or biological inheritance.30 As we will see in Volume 4 of this English series, Liszt’s symphonic poems were meant to be universal compositions, appealing to everyone irrespective of arbitrary boundaries, self-defined or otherwise.


  Regarding his supranationalism, Liszt was born in Raiding, Hungary, in 1811 in a region that was comprised of mostly Germans. He left for Paris when he was twelve years old, and twelve years after that he began his sojourns through Switzerland and Italy with Countess Marie d’Agoult, which lasted nearly five years. It was not until 1838, after giving a benefit concert in Vienna for the victims of the Danube floods in Hungary that he began to identify himself strongly with Hungary, the country of his birth—albeit in a German region of this country—and Hungary was eager to accept him as its most illustrious son. Yet, at this time, Liszt does not take up residence in his forgotten homeland; instead, he travels from Scotland to Constantinople and Moscow to the Iberian Peninsula. In fact, he did not stay more than a few months in any one place until after 1847, when he settled in Weimar, Germany, with Princess Carolyne and accepted a position as Kapellmeister of the Hoftheater, where he remained for the next thirteen years. Thereafter he left for a new residence in Rome in 1861, the world capital of Catholicism, where he remained for the next seven years and a few months, until he took his leave in January 1869 for Budapest. Yet, he was not to remain in Hungary for long, as he divided the rest of his time equally between Budapest, Rome, and Weimar on an annual basis—an existence that Liszt himself referred to as his vie trifurquée, his “trifurcated” or “three-forked” life. If one considers only his places of residences, and not his own self-identification with Hungary (the country of his birth), no one country of many could rightly claim him as its own national citizen.


  Language is yet another factor to take into consideration when trying to label Liszt as a nationalist of any nation. As mentioned above, he was born in Hungary, but he never spoke a word of its language. His mother tongue was German, which he all but gave up after moving to Paris. Thereafter he began to speak French, his preferred language in speaking and writing throughout the rest of his life.


  This is all to say that the defining characteristics of the traditional meaning of the terms “nation” and “nationalism” do not apply to Liszt. Being born on Hungarian soil in a German region of the country, speaking and writing French throughout his life, irrespective of his living arrangements or accommodations, and nearly ceaseless traveling in his early years as a traveling virtuoso and at the end of his life, namely his vie trifurquée lifestyle, opposes all essential characteristics of nationalism at its most fundamental level. Liszt was foremost a cosmopolitan, and this fact is important to consider in any discussion that includes both Liszt and nationalism as its primary topic. I will return to this subject at least twice over the remaining six volumes—in Volume V, his writings from the Weimar period, and Volume VI, The Gypsies and Their Music in Hungary, “the” book that initiated accusations of anti-Semitism against him.


  Although Liszt cannot be considered nationalistic in the customary sense of the word, gender-specific roles and their reversal in opera can. In general, ancient Greek theater began as a religious festival in honor of the god Dionysus, and the event was reserved for men only. Women did not participate in the plays performed at this festival, and they were supposedly excluded as audience members, as well. From this, one may assume that female roles were therefore performed by male actors at this festival. However, it is also known that there were other celebrations that occurred concurrently in the marketplace and other sites outside of the theater, which did use female and child performers. We can read this in Plato’s Laws, when he addresses the “serious” tragic poets of the Dionysus festival:


  
    We ourselves are poets, who have to the best of our ability created a tragedy that is the most beautiful and the best; at any rate, our whole political regime is constructed as the imitation of the most beautiful and best way of life, which we at least assert to be really the truest tragedy. Now you are poets, and we too are poets of the same things; we are your rivals as artists and performers of the most beautiful drama, which true law alone can by nature bring to perfection—as we hope. So don’t suppose that we will ever easily, at any rate, allow you to come among us, set up your stage in the marketplace, and introduce actors whose beautiful voices speak louder than ours. Don’t suppose we’ll easily let you make public speeches to the children and the women and the whole mob, speaking of the same pursuits that we speak of, but saying things that are in great part the most opposite to what we say.31

  


  From the above excerpt, we can assume that dramas were performed outside of the festival of Dionysus and in the marketplace, and women were not restricted as performers or audience members in public areas. It also reveals that festival thespians had a portable stage that could be transported to different towns and marketplaces outside of Athens, where women could also participate as actresses and audience members.


  During the Middle Ages and Renaissance, women were once again excluded from both public places and presentations of the mass in church services. For instance, due to cultural restraints, the female roles in Shakespeare’s plays were performed by men,32 and only male voices were allowed in church choirs in the Catholic mass throughout Europe. The Vatican church used castrati, men with high voices who were castrated before they reached puberty in order to preserve their more feminine-like voices, instead of using women for the higher vocal parts.33 Despite the lack of female performers in church, modern scholarship also recognizes that performances were conducted in convents, where the nuns performed in morality plays, liturgical dramas, and sang as choir members during daily mass celebrations. Sister and now Saint Hildegard von Bingen (1098-1179), for example, composed a large repertoire of music for her convent in Rupertsberg for exactly this purpose. These performances were not performed for general audiences or the everyday public, and females other than members of the cloister were not privy to the performances.


  In the seventeenth century, the use of castrati, also called musicos, in opera was not as predominant as it would become later. At this time, there was an emphasis on eroticism in opera, and women were at least as important as their male counterparts in public performances. From the mid seventeenth century to nearly the end of the nineteenth century, Papal States (with the exception of Bologna and its surrounding areas) banned women from appearing on stage, and until 1798, most female roles in opera were sung by young castrati.34 Although women began appearing in the roles created for them by the late eighteenth century, the Vatican still employed castrati until 1878, when Pope Leo XIII prohibited the hiring of new castrati by the church, and in 1902, he ruled that no additional castrati would be allowed to sing in church services.35 As early as the late eighteenth century, women began accepting pants roles, and until 1830, both women and castrati were singing these breeches roles in opera, with females gradually accepting more of these parts than castrati. Thereafter, pants roles in general fell out of vogue.36


  It is important to note that the use of castrati in opera was mostly an Italian ideal. In fact, the practice of castration for musical purposes was nearly always carried out in Italy and only rarely in the southern German states. Beginning from around 1680, castrati performed both the female roles, as well as the leading male roles, in serious opera. Additionally, at this time, Italian opera was heard not only in Italy, but also in those areas of Europe under Italian influence, such as regions within German speaking countries, the Iberian Peninsula, after 1710 in London, and after 1730 in St. Petersburg. The country that seemingly did not fall under the spell of the castrati was France, where as early as 1750 it was considered inappropriate for castrati to appear in any opera performed in Paris. During the latter quarter of the eighteenth century, the demand for castrati in any role—male or female—continually declined throughout Europe, including Italy, with the exception of Rome, where castrati were still participating in musical performances in the Vatican church services.37


  In this way, the modification of the body undertaken by the castrati—their physical disengenderment—for musical purposes both consolidated national boundaries, as well as segregated countries and regions within the same nation, based on time-specific, nationalistic goals. Germany’s religious factions can serve as a prime example in this regard. After the Thirty Years’ War ended in 1648, Germany was split into three religious principalities: Lutheran (for example, the cities of Brunswick, Hanover, Oldenburg, Saxony, and Baden), Calvinist (Bentheim, Bremen, and Lippe), and Roman Catholic (Bavaria and areas in south and West Germany along the Rhine). Those areas of Germany, mostly in the north and east, were Lutheran or Calvinist, and they thwarted the use of castrati that was so prevalent in the Roman Catholic mass. France had its own nationalistic goals for opera that were separate from those purported by Italy, the forerunner of serious opera at that time. One only needs to consider the musical battles between the Gluckists and Piccinnists to see how far removed the French and Italians were in terms of musical ideals of performance and aesthetics. The French opposed the use of castrati not just in church services—a country that was predominantly Roman Catholic—but in secular opera performances, even those performed in the Théâtre Italien in Paris.


  Once the ban on women performing was lifted in 1798, women not only took over the roles that had been performed by the castrati; they also began accepting roles specifically written as “pants” or “breeches” roles. This transition was not abrupt, however. For much of the first part of the first quarter of the nineteenth century, castrati and women shared these roles.38 The women in these pants roles assumed the same title as musicos, which had previously been reserved for the castrati, but the expectations placed upon them were far different than those set upon their male counterparts.39 Critics of the practice of casting women in roles traditionally accepted and performed by castrati spoke out against the convention not only because they conceived of the parts as being too old fashioned, in that they were written in the Rossinian vocal style, as has often been purported. Also during this time of transition between opera seria and Romantic opera—namely, between the years 1820-30—a new aesthetic of visual realism is taking priority, and the representation of male heroes, such as Romeo or Tancredi, by female musicos appeared an impersonation or even a parody of manhood.40 Differences in expectations and their repercussions can be readily seen if one was to look at the historical tradition of Bellini’s I Capuleti, an opera which Liszt discusses in this volume.41


  The history of Bellini’s I Capuleti begins with Niccolò Zingarelli’s (1752-1837) Giulietta e Romeo, an opera seria based on a libretto by Giuseppe Foppa (1760-1845), which premiered at La Scala in 1796. This hugely successful opera was considered a masterpiece of dramatic music, and it achieved international acclaim throughout Italy, the German states, Paris, Lisbon, and Great Britain.42 The role of Romeo was performed by Girolamo Crescentini (1762-1846), an Italian soprano castrato, who was famous for his expressive, pathetic, and bel canto style of singing. Women began to accept the same role as early as 1800, and by 1810 this role was dominated by female contraltos and mezzo-sopranos on the stages in Italy, Paris, and Germany. Despite the increased demand for realism, female Romeos were successful in performing the part with no loss of credibility. Since the essential character of Zingarelli’s Romeo focused on simplicity, sensibility, and expressive yearning over heroic deeds and wartime conquests, audiences and critics alike accepted women as Romeo because they did not appear particularly masculine, and thereby, the demand for realism was still met. When Giuditta Pasta (1797-1865), an Italian soprano from Milan, performed as Romeo in the Tomb Scene in 1821 in Paris,43 she wore a costume that consisted of tights and a loose tunic, and her hair was worn long and loose. She was also entirely devoid of masculine accessories, such as a helmet or sword. In this way she presented Romeo as a sensible, even feminized hero and a noble man of feeling, who yearned, implored, and lamented in passivity, rather than battled, conquered, and overcame some enemy.44


  Nicola Vaccai (1790-1848), Italian composer, and his librettist Felice Romani (1788-1865) also adhered to realism in their characterization of Romeo in Giulietta e Romeo, but their approach to achieve the same aesthetic was much different. Here Romeo is not an impassioned lover seeking, above all, his beloved Juliet; instead, he is introduced at the Capulet’s ball as a warrior and criminal even before he appeared on stage. When the audience first saw Romeo, he was disguised as his own pageboy, a part in which no critic disputed a woman’s ability to impersonate.45


  Romani served as librettist for both Bellini’s and Vaccai’s operas, but he reworked his earlier libretto for Bellini. The new opera was not based on Shakespeare’s play Romeo and Juliet, but on Luigi Scevola’s (1770-1819) play Giulietta e Romeo of 1818.46 The character of Romeo in both operas, however, exhibited militaristic posturing. Where they departed stylistically from each other can be heard in the Tomb Scene in the last act. Here Vaccai drew upon Rossinian models, while Bellini chose a modernistic musical approach. In the Tomb Scene, Vaccai included a lengthy harp prelude at the point in the opera when Romeo gazes at Giulietta, and the harp accompaniment continues throughout his Andante “Ah! se tu dormi.” His choice of harp obbligato not only suggested the pathos of Romeo’s situation—his loneliness and nostalgia—but it also borrowed elements, such as formal structure, poetic meter, and rhythm, from “The Willow Song” in Rossini’s Otello, a scene that at that time was considered the epitome of pathetic pathos.47 Contrastingly, in Bellini’s Tomb Scene, there is no cabaletta rhythm or double aria form. Unlike Vaccai, who allowed the rhythm of the word to shape the music, Bellini evokes the scene’s pathos by composing a sobbing figure upon Romeo’s last lines, “You cannot forget me, beloved spirit, in my grief.” Romeo repeats the words “nel mio dolor,” which translates as “in my sorrow,” four times, and each time a full cadence is avoided, which creates a musical and realistic picture of despair.48


  Performances of Romeo in the Tomb Scene were also decisive in establishing a nationalistic identity for the different operas. For example, Girolamo Crescentini, an Italian castrato, was the first Romeo to perform in Zingarelli’s opera in 1796, and it was a role that was written specifically for a castrato. Giuditta Pasta (1797-1865), an Italian soprano, was said to have embodied the “antique luster of Italy” when she inherited the role in 1816 from Crescentini, who was not only her predecessor but also her vocal instructor.49 When she performed the same role in Bellini’s I Capuleti, which was written specifically for a female musico rather than a castrato, in 1833 in Paris and London, she interpolated Vaccai’s earlier version of the last part of Romeo’s Tomb Scene. Because of Vaccai’s more elaborate setting of Romeo’s part in the Tomb Scene, this character was given more musical weight than the same text setting in Bellini’s I Capuleti. Although Pasta was following precedent set by prima donnas Santina Ferlotti (b. ca. 1818) in 1831 in Florence and Maria Malibran (1808-36) in 1832 in Bologna, she solidified an Italian nationalistic agenda by placing musical emphasis on a role originally written for a castrato, which was then transferred to a female musico who studied the role with a famous castrato. Pasta performed the role in Paris, France, a country where since 1810 it was not only inappropriate but illegal for castrati to perform, and at a time when there was much political debate on what style—Italian or French—was best suited for the future of Romantic opera. It is precisely this performance that epitomizes the understanding of gender reversal roles through its impact on nationalistic goals and a country’s self-proclaimed artistic identity.


  This same twist of fate in gender reversal performance and nationalism can be seen in the publication history of each work, which also coincided with a reversal of the order of names in the titles of the different operas. The first publication of the libretto for Zingarelli’s Giulietta e Romeo appeared in Milan in 1796 in Italian by Bianchi.50 The first time the libretto appeared in English was in 1826 by the publisher Murden of New York, and the title given to the work was printed Romeo and Juliet, instead of the direct English translation of the Italian title Juliet and Romeo.51 This publication is believed to be the same libretto used by Maria Malibran when she premiered as Romeo in Zingarelli’s Giulietta e Romeo in New York. In this edition, the original Italian text is not altered; it is juxtaposed to its English translation. The only difference is the reversal of the names in the original title.52 This change in title could be an acknowledgment of its original English text by Shakespeare, the play Romeo and Juliet, from the sixteenth century, of which most early nineteenth-century American audiences would have known.


  When Vaccai’s opera appeared in 1825, the gender reversal in the performance of Romeo was subject to yet another exchange, which later affected the publication of Bellini’s musical score for I Capuleti e i Montecchi. In the autumn of 1832, Maria Maliban performed the role of Romeo in Bellini’s opera at Bologna’s Teatro Comunale.53 This was not the first time she performed the musico role as Romeo. In the years 1827-30, she performed Zingarelli’s version of the opera in Paris, London, and Naples. In these performances, there is no indication that she wandered too far from the original score. This is not true in the case of her performance as the musico Romeo in Bellini’s I Capuleti, however. In her role as Romeo in the Tomb Scene, she replaced the music written by Bellini and sang Vaccai’s version of the same scene. Although she was not the first prima donna to do so—Ferlotti had already performed this substitution a year earlier in Florence54 —Malibran’s performance was so memorable that it became standard for other prima donnas after her to use this same insertion. Two thirds of all productions of Bellini’s operas between the years 1833-57 featured Vaccai’s ending.55 Her interpolation became common practice for other singers thereafter, to such an extent that Ricordi included Vaccai’s scene as an appendix to Bellini’s piano and vocal score, published ca. 1890.56 A note that prefaces the appendix reads: “To be substituted, if desired, as is generally done, for the last scene of Bellini’s opera.”57


  Additional changes to the published score of Bellini’s I Capuleti appeared after the 1850s, once the prevailing sense of nationalism took hold in France. Bellini’s original version of his opera was first published in Milan, Italy, by Ricordi in 1831. As mentioned above, Ricordi included Vaccai’s ending as an appendix in a later edition, but this did not occur until nearly half a century had passed and the tradition of substituting Vaccai’s Tomb Scene was firmly established. A year after Malibran, Ferlotti, and Pasta made their mark on the performance tradition throughout most of Europe, Bellini’s ending was restored in all performances in Italy, and the original Italian publication remained intact and unaltered. In France and Germany, however, it was different. Not including part scores or piano arrangements, the first complete French publication of Bellini’s I Capuleti appeared in 1859 by Michel-Lévy in Paris.58 This edition does not include Vaccai’s Tomb Scene, but the title of the publication gives an indication of the impact made by the prima donnas’ performance alterations. When the French edition first appeared, the names in the title were switched. I Capuleti (last name of Juliet) e i Montecchi (last name of Romeo) becomes Roméo et Juliette.


  This same reversal in names within the title also occurs in the first full German edition, published in Stuttgart by C. Eichele’s Musikalienhandlung in 1835. Where the titles in the French edition could possibly be an alteration to better reflect the origin of I Capuleti ’s libretto—namely, Shakespeare’s Romeo and Juliet—the title of the German edition does not indicate this prospect. The Stuttgart edition was titled Die Montecchi und Capuleti.59 Here the editor retained the last names in Italian translation, but he reversed the order of them. Like the French edition, this reversal of names could reveal the libretto’s connection to Shakespeare’s sixteenth-century drama; however, the timing of the publication also points toward another conclusion. When Malibran and the other prima donnas began substituting Vaccai’s ending in Bellini’s Tomb Scene, more musical weight was given to the role of Romeo than was provided by Bellini’s musical score. The first German publication did not appear until 1835, which is shortly after Malibran and the others made their mark on the performance tradition. Concisely, here we see a reversal of names in the title of a prominent work, a translation of text into the language of its German audience, an alteration to the original score, and a switching of the conventional use of musicos in the Lutheran section of Germany, an area in which its constituents nearly always challenged anything sanctioned by the Catholic Church, to produce a publication that not only reflects the origin of the libretto’s text, but also represents the German nation’s agenda—its nationalism—in regards to language, religion, politics, and societal customs. Simply put, the new German edition was altered to reflect Germany’s own self-identity.


  Readers will readily acknowledge that Liszt dislikes Bellini’s use of “hermaphroditic roles,” as he refers to them in his essay “Bellini’s Montague and Capulet on pages 157-70 of this volume. His disagreement was not conceptionally based, however. In this same essay, for instance, Liszt praises several of Rossini’s operas, which also contain musico roles. Additionally, on page 159 Liszt states:


  
    We have absolutely no desire to curtail their [female singers’] due right to accept certain roles—works that are old, new, or unedited—to which they are entitled. On the contrary, we would like for dramatic artists to exercise their rights and win more splendid opportunities, rather than deprive them of this. . . . It would be absurd to deny performing artists their free choice of roles. Who else could best convince us of their personal merits?

  


  The fact is that Liszt was disenchanted with a tradition that focused on transient whims and fashion as dictated by a public that was less interested in serious musical interpretations than it was in tasteless adaptations of the text, such as Vaccai’s interpolation (Liszt cites this example), which put more money in the pockets of concert promoters and administrators. Readers who have followed his writings in this current English series will acknowledge that this is a common thread throughout all of his writings to date. The public’s musical taste was his utmost concern, and he often found musical performances that distracted listeners and viewers away from the music for the sake of performance alone to be entirely distasteful. Additionally, he believed these types of performances hurt the artist:


  
    A twisted work can envelope even the most unresponsive person in a fleeting perfume that is specified by the taste of the day, and this is exactly the preference that the theater attendants hold against the artist, who is at their mercy.60

  


  As we will see in the next introductory chapter, he also considered the fashionable musical interpretations that occur between acts similarly distasteful.


  Entr’acte Music in the Nineteenth Century: A Historical Perspective


  In his article “No Entr’acte Music,” Liszt takes a firm stance against this genre of music.
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Figure 3: Liszt’s ossias in his edition of Schubert’s Impromptu no. 2,mm. 64-67'
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