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      Preface

      
      
      Nineteenth-century Poland did not exist as a geographical entity. A major European
         power until the latter half of the seventeenth century, the country had weakened from
         exhaustive internal strife and external warfare. By the 1760s, it was finally too
         debilitated to prevent rapacious neighbors from invading its frontiers.
      

      
       An assemblage of Polish nobles rallied to fight off the invasion, but after four
         years of struggle (1768–1772), they were defeated by the armies of czarist Russia.
         The rulers of Prussia and Austria joined with Russia to occupy large portions of Polish
         territory, forcing the Polish Sejm (parliament), which was surrounded by the Russian
         army, to sanction what came to be called the First Partition of Poland. With its neighbors
         holding almost a third of its lands, the Polish nobility determined to reform their
         government and fight off further encroachment. But its armed forces were no match
         for the Russian juggernaut led by Catherine II and backed by Prussia. The victorious
         neighbors then (1793) proceeded to take another third of Poland’s territory. Once
         again, the Poles fought back, this time under the leadership of Thaddeus Kosciuszko,
         erstwhile hero of the American Revolution. And, once again, they were beaten (1794).
         This defeat enabled the occupying powers to secure the last third of the country,
         effectively wiping it from the map of Europe (October 1795).
      

      
       The nation remained part of the three countries that had conquered it—with all the
         subservience that implied. The area around Poznan was Prussian, Galicia and Kraków
         Austrian, and the major part of Old Poland, including Warsaw, was a Russian domain.
      

      
       The ramifications of the eighteenth-century partitions of Poland created a diplomatic
         issue throughout the nineteenth century for the rest of Europe, the so-called Polish
         question, temporarily resolved after the First World War with the establishment of
         an independent Poland. Ignace Paderewski, popularly thought to be the pianistic successor
         to Franz Liszt, was intensely involved in this effort. Therein lies a most obvious
         connection between musical and political developments.
      

      
       From the nineteenth to the early twentieth century, as governments dealt with the
         Polish question and the consequences of revolution in various parts of Poland, the
         plight of Poland and the Poles filled an expiatory role not only for Western cultural
         elites but also for popular perceptions. Poles came to embody the romantic ideal of
         tragedy because, in spite of heroic individual exploits, they faced insurmountable
         odds in trying to achieve a national state while deemed to have been singled out for
         perpetual subjugation by their autocratic neighbors.
      

      
       To be Polish acquired a distinctive quality evoking melancholic sadness, steadfast
         honor, and quixotic bravery. Amy Fay, a young American born in 1844, in a plantation
         on the banks of the Mississippi, naively expressed these feelings when she wrote to
         her family from Germany, where she had been studying music with Franz Liszt. Upon
         meeting a Polish artist, she had this emotional reaction:
      

      
      
         He is a Pole, and is very proud of his nationality. And, indeed, there is something
            interesting and romantic about being a Pole. The very name conjures up thoughts of
            revolutions, conspiracies, bloody executions, masked balls, and, of course, grace,
            wit and beauty! . . . I don’t know what sort of a mind he has, but I find myself looking
            at him and saying to myself with a certain degree of satisfaction, “He is a Pole.”
            Why I should have this feeling I know not, but I seem to be proud of knowing Poles![1]    
         

         
      

      Whenever a Pole was introduced by the ritual phrase “il est polonais,” the implications
         of the tragic Polish experience were supposed to be comprised and understood in the
         collective imagination.[2]     At a time when French was the universal language, the phrase reverberated with
         implication.
      

      
       The myriad meanings attributed to Poland and the Poles also symbolized matters of
         general European concern, such as the advancement of popular democracy and the solidarity
         of oppressed minorities. Poetic admiration for the Polish cause could be found anywhere,
         from the youthful verses of Alfred Tennyson (England) and François-Xavier Garneau
         (Canada) to the mature enthusiasms of August Platen-Hallermünde (Germany) and Gabriele
         Rossetti (Italy). But because Paris was the epicenter of cultural and intellectual
         life for nineteenth-century Europe, Paris (and, by extension, France) must be the
         focus of any inquiry concerning Polish nationalism as a stimulus for romantic works.
      

      
       Among the composers who used Polish themes, Franz Liszt is an ideal subject, exemplifying
         the centrality of Poland as a source of inspiration while bowing to the demands of
         artistic and political French perspectives.
      

      
       Throughout his life, Liszt came in contact with proponents of Polish purpose. Admittedly,
         there were other determinants, particularly those emanating from his religious affiliation,
         but nonetheless, in the end, Liszt became a prisoner of his objective to produce a
         work that would glorify Poland.
      

      
       Liszt’s connections with Poland, and the Polish influences that enveloped him as
         he pursued his elusive goal, have had small airing. What follows is an attempt to
         unravel the details of these linkages between Liszt, his circle of friends, and their
         setting. The nature of the subject matter, including its musical subtext, romanticism
         and song, lends itself most appropriately to a mosaic pattern of intersecting biographies,
         alternating with historical sketches, rather than a strictly linear narrative.
      

      
       The reader will note that non-Polish sources have been used whenever possible in
         order to preserve the outsider’s perspective held by Liszt. The references at the
         end of each chapter often expand the narrative, and in some instances, repetition
         has been risked for the sake of clarity.
      

      
      Notes

      
      
      
      
         
            1. Letter dated December 18, 1872. Music-Study in Germany (New York: Dover, 1965), 185–86. The work was first published by McClurg, Chicago,
                  in 1880. Amy Fay was sent by her father to study music in Europe, and she refers to
                  meeting Franz Xaver Scharwenka, one of several young musicians associated with Liszt
                  during his late Weimar period.
               

            

         

         
            2. Twentieth-century events hardly altered this perception. In his work on D-Day, the
                  British military historian John Keegan introduces his subject from a personal standpoint.
                  He was a ten-year old in England when Allied forces were preparing for the 1944 invasion
                  of Europe. His father, a veteran of World War I, felt the strongest empathy with the
                  Poles stationed in the vicinity: “They were peerless . . . undaunted by exile, they
                  satisfied every one of his exacting tests of warriordom.” Six Armies in Normandy (New York: Penguin Books, 1994), 8. Keegan comments: “Theirs is a history of constant
                  renaissance, of refusal to accept defeat, of a willingness to fight beside any power
                  that would champion their cause.” Ibid., xx.
               

            

         

      

   
      Chapter 1

      Romanticism and the Musical Background

      
         
         
         
         
      

      
      The history of nineteenth-century literature and the arts is replete with examples
         of works promised and planned but never completed. Lord Acton, the British historian,
         spent half a lifetime preparing a treatise on human liberty that he could not commit
         to paper and would refer to as the greatest history never written. This predicament
         was graphically fictionalized by the American author Henry James in The Madonna of the Future, where a masterwork always in progress according to its painter is posthumously revealed
         as “a canvas that was a mere dead blank, cracked and discolored by time.”
      

      
      Among post-classical composers, an arc of disappointment stretches from one end of
         the romantic era to the other. Ludwig von Beethoven’s vision of a Macbeth opera was stillborn and Giuseppe Verdi’s King Lear was long awaited but never realized. Richard Wagner’s rumored opera on the life of
         Christ remained an expectation. And deep into the twentieth century the drawn-out
         promise of the last romantic composer, Jan Sibelius’s Eighth Symphony, went unfulfilled.
         Multiple reasons account for the failed delivery of these works: lack of time, loss
         of interest or energy, a shift of focus to more consuming projects.
      

      
      Another provoking and ultimately painful case was that of Franz Liszt, a many-sided
         prodigy, who variously showed different profiles to the world. The century’s greatest
         pianist, he was the embodiment of the romantic era, its premier matinee idol and man
         of the world, a multifaceted composer, would-be philosopher and churchman, a determined
         cosmopolitan of more than one country—and of none. His diverse profiles were examined
         during his lifetime and after his death by hosts of acquaintances, annalists, biographers,
         historians—experts of every description—and the inevitable controversialists. But
         one side of Franz Liszt, his “Polish profile,” remains largely unknown.
      

      
      According to Liszt, he devoted much time and effort to an on-going but never completed
         opus, a massively planned oratorio in honor of Poland’s patron, Saint Stanislas. As
         the composer imagined, this was to be the definitive musical work glorifying Poland,
         to take its place high above the smaller, enclosed piano pieces of Frederic Chopin.
         While Liszt’s friendship cum antagonism with Chopin precipitated the work’s gestation, affection for his Polish
         mistress Princess Carolyne zu Sayn-Wittgenstein assiduously nurtured it. Sustaining
         his inspiration was the emotional ferment unleashed by the Polish Revolution of 1830
         that stamped its countenance on the generation of young liberals, including Liszt,
         then living in Paris. And finally, there were the well-remembered adulation with which
         Liszt had been received during his sojourns through Poland and the friendships developed
         over a lifetime with many Poles, among them two of the century’s great violinists,
         Karol Lipinski and Henryk Wieniawski, whose patriotism, white hot to the touch, was
         second nature to their personae.
      

      
      The circumstances surrounding the composition of the Saint   Stanislas Oratorio are, albeit piecemeal, on record: hidden history but hidden in plain sight.
         These accounts are by and large fairly straightforward, appearing in letters, indicated
         in reminiscences about the composer, but alluded to without detail in biographies.[1]     More complicated are the conception, design, and development of the music itself.
         Liszt’s life spanned the age of romanticism from its early uncertainties to the onset
         of its slow death, victim of its own overwroughtness. Although embroiled in the churns
         of this pervasive nineteenth-century movement, Liszt had to search for his independent
         voice as a composer while mapping a career as a performer.
      

      
      The romantic period saw the draining away of monarchy’s inalienable rights, the upheavals
         of the Napoleonic era, the rise of urbanism, industry, and capitalist-bourgeois society.
         The place in the sun accorded artists in an earlier time—somewhat between paid servants
         and pet savants—was vanishing. The new world was busy cutting away structure and restraint,
         particularly adherence to the laws and limitations of form known as (neo) classicism.
         The artist had to redefine his position, and romanticism, inventing itself as it evolved,
         proved generative in this regard.
      

      
      Romanticism as a philosophy of art has multileveled and movable definitions, but it
         generally encouraged artistic license in pursuit of an undefinable ideal. The ideal,
         too remote to be realized, sent the artist on a perpetual quest “to find his authentic
         self.” The dreams and passions deriving from this quest were for the romantic the
         true reality and gave him legitimacy.[2]     His pursuit was transmogrified into an expression of art. An eighteenth-century
         artist hastening to meet a patron’s deadline might have been astounded by such affectation,
         but the romantic ethos was precisely calculated to give the artist an autonomous role
         in society.[3]    
      

      
      Having defined the wellsprings of his creativity, the romantic artist had then to
         transmit its meaning. Painting and writing were the easier media because images and
         words offer direct access to content. The fluid nature of music, however, presented
         a difficult challenge. The musician could, by the intensity of his playing, himself
         become the message, his visible emotions providing clues to the audience. It was a
         true and tried technique for journeyman musicians and such virtuosos as Giuseppe Tartini
         in the eighteenth century and Niccolò Paganini in the early nineteenth. But whereas
         Paganini was satisfied with being a virtuoso and composed music chiefly as an aid
         to his virtuosity, romantic philosophy demanded that music itself, not the musician,
         should bear the message. Orchestral instruments could be forced to impart the composer’s
         vision, but for as long as there had been music, meaning had been conveyed with the
         help of words.
      

      
      Song, the nerve end of music, had been used to this end for just as long to communicate
         significant “programmatic” messages. The textbook example is a fifteenth-century song,
         “L’homme armé,” so popular in its time that it was inserted by dozens of musicians
         into numerous works. But this was for effect, not to elaborate some profound personal
         statement. It remained for the romantics to insist that their high-minded visions
         and inspirations, their anecdotes and Eddas, be revealed to a waiting world. Not Palestrina,
         not Bach, not Mozart, nor any musician before the nineteenth century, no matter how
         ego driven, had devised a philosophy of such self-approbation.
      

      
      Because the romantics believed it essential to convey specific statements through
         their instruments, they needed to produce a wordless rhapsody, an audio painting.
         Many found it expedient to incorporate popular songs directly into their work. The
         familiarity of the songs gave a composition an instant prepackaged meaning used to
         elicit reactions and emotions. Anything familiar could be appropriated and channeled
         through instrumentalization: battle marches (a favorite genre), dance tunes, church
         hymns, street and folk songs, all grist for the mill, all defined as popular song
         (the anthologists had not yet refined the distinctions).
      

      
      Earlier composers, such as the Neapolitan Domenico Scarlatti, living in Madrid, adapted
         local tunes, but his greater contemporary, George Frederic Handel, rarely incorporated
         folk songs. J. S. Bach did so only for humorous effect, “as if folk tunes were too
         primitive and commonplace for serious treatment.”[4]     Mozart’s overflowing originality needed no outside stimulus. By contrast, romantic
         poets were initially identified by their interest in folk expression, and romantic
         composers similarly sought inspiration in folk songs. The transition can be observed
         to some extent in Haydn’s elaboration of Austrian melodic themes while the origins
         of romantic music have been linked to the lieder of Franz Schubert.[5]    
      

      
      None of these efforts bespeak illegitimacy. After all, had not Beethoven, enshrined
         by all romantics, composed the popular Battle Symphony, also known as Wellington’s Victory, a work brimming with borrowed marches?[6]     However, in the hands of the unwary, the use of a lyric pointer was more crutch
         than inspiration. The derivational (though popular) quality of the music and its lack
         of cohesion might proclaim an anemic imagination, an absence of first-class talent—the
         composer as receptor rather than originator. There was also the danger that the score
         would lose its meaning once the words of the incorporated song were forgotten.
      

      
      Even so, the trend would accelerate. Composers immersed themselves in the songs of
         their own countries, extending their self-authentication to become spokesmen for nationalism.[7]     Nationalism, a natural corollary to the romantic construct, offered a near-perfect
         means of anchoring their identity.[8]     The results could be untidy experiments in artificial insemination. But in the
         hands of a Tchaikovsky or a Grieg, the carapace of art was regularly enlarged.[9]    
      

      
       Frederic Chopin was able to avoid these far-flung currents as he delineated the plight
         of his native Poland with the keyboard. In his maturity, Chopin turned the use of
         song—which he admired above all other forms of music—on its head. While others were
         trawling for popular songs, as though they were old wine to be poured into new bottles,
         Chopin was intent on pumping new wine into old bottles, that is, using standard musical
         arrangements as a vehicle for original content.[10]    
      

      
      
      By contrast, Liszt’s friend, Karol Lipinski, the first of the century’s great Polish
         violinists, continually referenced snatches of songs within his compositions, which,
         as masterfully as they may have conveyed his intended meaning, lacked the originality
         of Chopin’s “purer” music. In a sense, the music of Lipinski and Henryk Wieniawski,
         another friend of Liszt, may be viewed as counterpoint to Chopin’s compositional surety.
      

      
      Curiously, Lipinski’s utilization of popular song marked only the first of many differences
         between him and Wieniawski, as contrary a duo as could be imagined. One was a classicist
         born too late, the other a romantic dying too soon. One sought both as virtuoso and
         composer all possible aid to transmit emotion to his audience. The other, whose life
         experiences were drenched with romantic self-destructiveness, needed no such help.
         One’s pride and constrained character gave him (unfairly) a reputation as an inveterate
         feudist; the other’s indulgences brought ill fortune to him and sorrow to his friends.
         And perhaps because of his reliance on song, time has been cruelly dismissive of Lipinski’s
         music, so lustrously honored during his life. Wieniawski’s scores, on the other hand,
         are firmly wedged in the international repertory.
      

      
      Franz Liszt, unable to override Chopin at what he did best, and recognizing that the
         rise of Richard Wagner had preempted his attempts to blend words and music in operatic
         style, walked a third path by adding a religious element to his work. But partly due
         to the particularities of his background, Liszt was in certain instances unable to
         refrain from coalescing his inspiration around popular song. In spite of the problems
         this would bring him, his interest in the subject never waned.
      

      
      During his early days in Paris, Liszt had been witness to song’s remarkable power.
         A year after the French Revolution of 1830 had deposed the last of three Bourbon brother
         kings and set up a still-shaky monarchy under the so-called Bourgeois Banner of Orleans,
         the sentiments of a street song relentlessly reverberated through the French capital,
         giving heart to the rioting and disorder that threatened to topple the new government.
         Written by France’s greatest balladist poet, Pierre-Jean de Béranger, a master of
         militant rhyme, the emotionally charged verses were an extolment of Poland and the
         Polish people.
      

      
      Whether this in any way engendered Liszt’s interest in the use of popular song for
         instrumental works is a moot point. However, it may have given him his first firm
         look at the Polish predicament. In any event, when years later he would try and try
         again to assay a musical picture of Poland, he insisted on adapting an amalgam of
         Polish song and hymn he had earlier composed. His preoccupation with interpolating
         this composition into the Saint Stanislas Oratorio to give it authenticity came at considerable cost, squandering precious time
         that might have been employed in completing the project.
      

      
      Notes

      
      
         
            1. Documents relating to the oratorio are housed in the Goethe-Schiller Archives in Weimar.
                  The work is discussed at length by La Mara, “Franz Liszt und sein unvollendetes Stanislaus-Oratorium,”
                  Österreichische Rundschau, October 15, 1911, 150–57, of which there is one copy at the Liszt Research Center
                  in Budapest. La Mara is the penname of Marie Lipsius (1837–1927), one of Liszt’s many
                  friends at Weimar and later a professor at Leipzig University. In addition to producing
                  a long line of books on music, she edited multiple volumes of Liszt’s letters. Modern
                  critics do not think highly of her work. While Grove’s Dictionary, 5th ed., ed. Eric Blom (New York: St. Martin’s, 1954) gives her a backhanded compliment
                  in granting that her books “are of some slight biographical value,” it goes on to
                  note that “she is not to be taken seriously as an investigator.” Adam Harasowski says
                  that her edition of Liszt’s letters was “inaccurate and full of inexcusable alterations.”
                  The Skein of Legends around Chopin (Glasgow: MacLellan, 1967), 38. Alan Walker says that she omitted some letters and
                  censored others. Franz Liszt: The Virtuoso Years, 1811–1847 (Ithaca, NY: Cornell University Press, 1987), 12. In the article referred to above,
                  La Mara does not discuss the musical content of the Saint Stanislas Oratorio but rather Liszt’s plans as outlined in some of his letters. Various compilations
                  of Liszt’s letters are readily available in many editions. Reliable English translations
                  include: The Letters of Franz Liszt to Marie zu Sayn-Wittgenstein, trans. and ed. Howard E. Hugo (Cambridge, MA: Harvard University Press, 1953); Selected Letters of Franz Liszt, trans. and ed. Adrian Williams (New York: Oxford University Press, 1998); and An Artist’s Journey: Lettres d’un bachelier ès musique, 1835–1841, trans. and ed. Charles Suttoni (Chicago: University of Chicago Press, 1989). (Suttoni
                  has also made an extensive inventory of Liszt’s letters.) Details on the Saint Stanislas Oratorio appear in Peter Raabe, Liszts Leben, Liszts Schaffen, 2 vols. (Berlin: J. G. Gotta’sche Buchhandlung Nachfolger, 1931), a scholarly biography
                  and a comprehensive study of Liszt’s compositions. (Raabe served as director of the
                  Liszt Museum at Weimar and, later, from 1935 until his death in 1945, presided over
                  the Nazi State Music Institute.) The work has been called dry and pedestrian by Paul
                  Bekker, “Liszt and His Critics,” Musical Quarterly 22 (July 1936): 280. Walker discusses the pluses and minuses of Raabe’s contribution
                  to Liszt scholarship in Franz Liszt: The Weimar Years (Ithaca, NY: Cornell University Press, 1993), 15–16. In Franz Liszt: The Final Years, 1861–1886, Walker devotes almost two pages to the Saint Stanislas, (New York: Knopf, 1996),
                  473–74. Another contribution to the literature on the oratorio is that of Gerhard
                  J. Winkler, “Franz Liszt und der Stumme Buber von Ossiach,” Die Brucke (Summer 1986): 13–16. Most importantly, Paul Munson’s research not only provided
                  documentation for Liszt’s several revisions of the oratorio but also led him to discover
                  the manuscript scores for scenes 1 and 4, “The Librettos for Liszt’s Oratorio ‘St
                  Stanislaus,’” Music and Letters (November 1997): 532–50. 
               

            

         

         
            2. The self-referential view of the world through the intensity of one’s own emotions
                  was aptly stated by the romantic painter Eugene Delacroix: “In order to live truly,
                  in my own way, that is to say through my feelings and passions, I am obliged to seek
                  these joys from painting, to wrest them from my art by force.” As quoted in Michael
                  Holroyd, Unreceived Opinions (New York: Holt, Rinehart and Winston, 1974), 234. Delacroix was in the circle of
                  musicians living in Paris that included Paganini, Berlioz, and Chopin. Of the last,
                  he said: “[He] is a man of rare distinction: the truest artist I have ever met.” Letter
                  to J.-B. Pierret, Nohant, June 22, 1842, in: Selected Letters by Eugene Delacroix, 1813–1863, ed. and trans. Jean Stewart (New York: Macmillan, 1971), 244. Delacroix’s painting
                  of Chopin shows a resolute man of character and defined goals, at variance with the
                  sometimes weak image projected in other portraits.
               

            

         

         
            3. Arthur O. Lovejoy, Essays in the History of Ideas (New York: Putnam, 1960), 214, 216, 222. Romanticism moved through different countries
                  in various time periods. In France and Poland, it reached its peak between 1825 and
                  1850. See J. L. Talmon, Romanticism and Revolt (New York: Norton, 1979), 135–39. Also of interest is T. Blanning, The Romantic Revolution: A History (New York: Random House, 2011).
               

            

         

         
            4. Hugo Leichtentritt, Music, History, and Ideas (Cambridge, MA: Harvard University Press, 1944), 202. For an excellent summary of
                  the theory of folk song, see Carl Dahlhaus, Nineteenth-Century Music (Berkeley: University of California Press, 1989), 105–113. Dahlhaus points out that
                  the definition of a folk song is subject to controversy, ranging from ancient pieces
                  originating in the Middle Ages to later ones widely accepted by the populace but also
                  incorporating compositions recasting folk themes. On the latter point, however, Arnold
                  Schoenberg gave a witty comment: “Beethoven’s ‘Theme Russe,’ Mozart’s ‘Turkish March,’
                  Haydn’s ‘Alla Ongarese’ and many other pieces are purely German; Dvorak’s ‘New World
                  Symphony’ is (to those who know) undoubtedly Czech; Aida is not Egyptian, the Queen
                  of Sheba not Jewish, and in Spain, so Spaniards assure me, there is no folk-music
                  resembling Carmen.” As quoted by Sudip Bose, in Book World, Washington Post, July 18, 1999, 9.
               

            

         

         
            5. “With Schubert’s development of character drawing in his accompaniments, and his successful
                  mating of musical mood and action with poetry, he foreshadowed in the small song the
                  future developments of piano music, tone poems, and music drama.” Marion Bauer, “Romanticism,”
                  in The International Cyclopedia of Music and Musicians, 9th ed. (New York: Dodd Mead, 1964), 1824. For more on Schubert as romanticism’s
                  godfather, see Marcel Schneider, Schubert, trans. Elizabeth Poston (New York: Grove, 1959), 151–70.
               

            

         

         
            6. According to Anthony Burgess, “Beethoven may be regarded as the founder of the symphony
                  as intermittent personal statement. . . . Once Beethoven, and the Romantics after
                  him, sought an indissoluble totality of form, they could find it only through the
                  intrusion of the personal or the imposition of a programme.” This Man and Music (New York: McGraw-Hill, 1983), 77–78. The romantics following Beethoven might have
                  paid attention to Beethoven’s sketchbooks: “The hearers should be allowed to discover
                  the situations. People will not require titles to recognize the general intention
                  to be more a matter of feeling than of painting in sounds. . . . All painting in instrumental
                  music, if pushed too far, is a failure.” As quoted by Robert Haven Schauffler, Beethoven: The Man Who Freed Music (New York: Tudor, 1946), 253. Beethoven used an Irish folksong in his Seventh Symphony
                  and, to please his patron, included segments of Russian folk songs in the quartets
                  he wrote for Count Rasoumovsky, the Russian ambassador to Vienna. 
               

            

         

         
            7. Folk songs began to receive serious attention as “authentic voices of the people”
                  toward the beginning of the nineteenth century as major music publishers contributed
                  to their dissemination. For example, Beethoven was commissioned to make arrangements
                  of Irish, Welsh, Scottish, and English folk songs. He took his assignment seriously
                  enough to extend it to songs from other European countries. Two of these were Polish:
                  “Oj upiłem się w karczmie” and “Poszła baba po popiół.” The latter was also used by
                  Chopin for his variations on a Polish air.
               

            

         

         
            8. Nationalist folk fever became so resonant that it passed into literature. Honoré de
                  Balzac and George Sand were among those quoting folk songs in their novels. Jean-Pierre
                  Barricelli, Balzac and Music: Its Place and Meaning in His Life and Work (New York: Garland, 1990), 34–35.
               

            

         

         
            9. The style has remained viable with notable modern works such as Henryk Górecki’s Symphony
                  no. 3 (1976), which employs a fifteenth-century Polish monastic lamentation. For earlier
                  examples, see Karol Mrowiec, “Polska ludowa piesn koscielnaw opracowaniu artystycznym
                  kompozitorów XIX wieku” (PhD diss., Lublin, 1959).
               

            

         

         
            10. He did, however, use themes from songs in his early music composed in Poland, such
                  as a Polish Christmas carol in his first scherzo. Jeremy Siepmann, Chopin: The Reluctant Romantic (Boston: Northeastern University Press, 1995), 173. Tadeusz Jarecki has pointed out
                  that echoes of ancient folk chants can also be heard in the Funeral March, the Polonaise
                  in C Minor, and other works. “The Most Polish of Polish Composers,” in Frederic Chopin, 1810–1849, ed. Stephen P. Mizwa (New York: Macmillan, 1949), 38. On the other hand, though
                  Frederick Niecks gives examples of Polish melodies Chopin may have used, he cautions
                  that “as to the predominating chromaticism of his style, it is not to be found in
                  Polish folk-music. . . . it is rather the national spirit than the form which manifests
                  itself in Chopin’s music.” He buttresses his argument by quoting from the Musikalisches Conversations-Lexicon: “Although it would be impossible to point out in a single bar a vulgar utilisation
                  of a national theme, or a Slavonic aping of it, there yet hovers over the whole the
                  spirit of Polish melody, with its chivalrous, proud, and dreamy accents.” Frederick Chopin as Man and Musician (New York: Cooper, 1973; reprint of 1902 3rd edition; original edition 1888), 2:218–19.
                  (The Conversations-Lexicon was an eleven-volume encyclopedia published between 1870 and 1883, with articles
                  by various musicologists.)
               

            

         

      

   
      Chapter 2

      Youth and the Prodigy

      
         
         
         
         
      

      
      Franz Liszt was born in 1811 to an Austrian mother and a Hungarian father, a factotum
         in the household of the munificent Esterházy family, landowning princes and leading
         patrons of the arts in the Austro-Hungarian Empire.[1]     During off-duty hours, Adam Liszt, Franz’s father, was a hobbyist musician, skilled
         in piano, violin, and guitar. While practicing, he liked to have his son present and
         tried with increasing success to interest the boy in music. Franz soon became particularly
         adept at the piano. The father, perceiving real talent and power in the boy’s playing,
         decided he could be allowed to play in public. After some special tutoring to polish
         his performance, he had him play before Prince Esterházy and his family. The Esterházys
         were so impressed that they established a scholarship fund to ensure Franz received
         a solid musical training.
      

      
      Long after the constellation years of the youthful Mozart, child prodigies retained
         favor in the courts of Europe. Dressed in diminutive formal clothes, they continued
         to entertain kings and aristocrats. With the concurrence of the Esterházys, Adam Liszt
         gave up his occupation to work full time directing his son’s career, convinced the
         boy could, with proper training, become the greatest prodigy of all.
      

      
      Off to Vienna went the family. There Franz studied piano with Karl Czerny, formerly
         a pupil of Beethoven, and composition with Antonio Salieri, the erstwhile rival of
         Mozart. Czerny, as impressed as everyone else by Liszt’s talent, tutored him without
         compensation. Two years later, the boy was ready to meet his public. Soon he was regaling
         the aristocracy, and the doors of the rich and well born swung open to receive that
         year’s “new young Mozart.” Parisians fell over themselves to hear the boy play, and
         London was as easily swayed. He triumphed more conspicuously in Vienna, many Viennese
         believing him to be one of their own. A short time later, he successfully tested his
         vogue in Rome.
      

      
      One reason for Liszt’s popularity was his ability to improvise endlessly on any theme
         given him, an inkling of the embryonic composer within.[2]     At fourteen, this talent blossomed in the form of a short opera, Don Sanche.[3]     The work was performed in Paris with some success (October 17, 1825). Strangely,
         for one whose compositional output would be gargantuan by nineteenth-century standards,
         this would be his only completed opera.[4]     (In keeping with the romantic tradition, the oratorios to which he devoted his
         energies in later years had in them extensive operatic elements.[5]    )
      

      
      While he was still touring under his father’s watchful gaze, it was observed that
         women were incredibly attracted to the young Liszt, who, precocious in this as in
         all else, encouraged and reciprocated their advances. Near his end, the elder Liszt
         warned his son that women could easily become a distractive hindrance to his career:
         “Je crains pour toi les femmes.”[6]     It proved to be a justified warning.[7]     But when his father died in 1827,[8]     the sixteen-year-old Liszt, despite his fame, was already bone-weary of the endless
         carriage rides, hurried stops, and harried performance dates that had to be met. The
         nomadic impermanence and bond-servant-like drudgery of his life had become intolerable.[9]    
      

      
      The romantic movement, having swept literature, was then bursting into the field of
         music. The meaning of romanticism on the artistic plane has been described. On a personal
         level, romanticism, with its mixture of conviction and posturing, emotion and sentimentality
         taking primacy over reason as legitimate cause for action, was made to order for the
         young. Among its less appealing elements were extreme individualism, hedonistic self-indulgence,
         and a powerful desire to heighten emotional experience. The latter was often uneasily
         combined with mystic religiosity and a dangerous flirtation with death. The extreme
         romantic deference to individualism also had political implications. It sustained
         the revolt against authority prefigured by the Great Revolution in France. The striving
         for independence by national minorities was immediately inspirational, more so when
         an aborted struggle enabled an artist to process the experience indefinitely, intensifying
         the painful sense of loss so necessary for romantic tragedy.[10]     Such a mélange of feelings held great appeal for the youthful Liszt.
      

      
      He was, in 1827, living in Montmartre, already basking in the more earthy aspects
         of romanticism while giving piano lessons as a means to foot these indulgences. A
         serious love affair with a pupil, terminated by her father, resulted in a period of
         introspection—reviewing the meaning of his life, the strength of his religious faith,
         and his future. While still on tour under parental supervision, he had suffered a
         melancholic religious crisis, wondering, perhaps not in total seriousness, whether
         he was meant to be a cleric. His father, not unnaturally, had not supported such sentiments.
         But the feeling was to return periodically, sometimes overwhelmingly, and finally
         in late life, he would act upon it.
      

      
      Play and little work at Montmartre were not enough for someone early inculcated with
         industriousness. Having had no formal schooling, he set for himself an unsystematic
         but voracious reading program, scouring books in every field.[11]     And then it was on to Paris, where the winds of political change surged into
         the events of 1830 and forced a halt to his self-absorption.[12]    
      

      
      The toppling of Charles X’s regime and the accession of Louis Philippe came with such
         rapidity that French revolutionary fervor had hardly a chance to evaporate before
         attention shifted to the neighboring Belgians, engaged in throwing off their Dutch
         overlords. Greater still was the attention paid to the drawn out and ultimately futile
         uprising of the Poles against the Russian czar. While notables such as the Marquis
         de Lafayette, Pierre Béranger, and Alexandre Dumas stoked the fires of the Polish
         cause, the public clamor for aid to the rebels was seemingly the subject of every
         circulating paper, every social gathering, every street-corner meeting. The Russian
         ambassador had been driven into hiding even as barricades were drawn up around the
         royal palace and other government buildings.[13]     Fear of mob action on behalf of Poland prompted the government to postpone newspaper
         announcements of the fall of Warsaw, the event signaling the end of the revolt. All
         over France, most especially in Paris, there was tangible grief among the citizenry
         seldom allotted to the troubles of foreigners, a grief perfectly attuned to the “lost
         cause” spirit of romanticism.
      

      
      With songs hailing the fight for liberty pulsating from every chest, Liszt was inspired
         to try his hand at writing the Revolutionary Symphony. The themes would mingle popular melodies (“La Marseillaise”) with religious
         ones, thereby joining two aspects of his future compositions: secular liberalism and
         Catholic orthodoxy.[14]     He returned to it in 1848, another revolutionary year, but though he was planning
         an ambitious five-movement work, the symphony remained unfinished.
      

      
      The response to the Polish Revolution of 1830 by avant-garde circles, the people with
         whom Franz Liszt fraternized, became an integral part of French political history.
         The times and the significance of popular song (chanson populaire) in politics may best be understood through the activities of Liszt’s philosophical
         ally and sometime advocate, Pierre Béranger, who played such a kinetic role in these
         unusual events.
      

      
      Notes

      
      
         
            1. Liszt’s life has been the subject of innumerable books and articles, in German and
                  French for the most part, the earliest appearing during his lifetime. The official
                  biographer of Liszt, Lina Ramann, relied on the selective memory of Princess Carolyne
                  zu Sayn-Wittgenstein, Liszt’s longtime mistress. While glorifying his person, Ramann
                  tended to becloud aspects of his life by downgrading Liszt’s other liaisons. Those
                  using Ramann as their source further obfuscated matters. In 1931, Peter Raabe’s biography
                  marked the beginning of an explosion of scholarship on Liszt, which in turn led to
                  the formation of Liszt societies in various countries dedicated to the propagation
                  of his music. But Liszt’s work as a composer remains controversial. B. H. Haggin,
                  author of the popular American The Listener’s Musical Companion, says that “Liszt, whose compositions, . . . in whatever form and by whatever title,
                  I would neglect—the piano pieces, most of them a characteristic mixture of the pretentious,
                  the pianistically showy, and the pretty-pretty; the appallingly tasteless transcriptions
                  of Schubert’s songs and ‘paraphrases’ of the music of others; and the bombastic orchestral
                  and choral works—including the Faust Symphony, whose first movement’s few impressive
                  details and second movement’s few lovely ones aren’t enough to make one willing to
                  endure the long-winded banality and grandiloquence of the rest.” The Listener’s Musical Companion was first published in 1956, but in its eighth edition, the judgment stands, (New
                  York: Oxford University Press, 1991), 148–49. Much of Liszt’s later output was long
                  unknown to musicologists, giving rise to such waspish disparagements as “here is terra
                  incognita indeed, and heaven knows what monsters may lurk there.” Wallace Brockway
                  and Herbert Weinstock, Men of Music (New York: Simon and Schuster, 1958), 392. However, one of the themes of Sir Humphrey
                  Searle’s work on Liszt is that his music approaches the modern age. Searle had expressed
                  this judgment in a presentation at the seventy-eighth session of the Royal Musical
                  Association: “In his later orchestral works. . . . the style has become stark and
                  austere, there are long passages in single notes and a considerable use of whole-tone
                  chords, and anything resembling a cadence is avoided.” (London, 1952). And Searle
                  later developed it in his book The Music of Liszt (London: Williams and Norgate, 1954). By 1971, Harold C. Schonberg (the New York Times critic) was praising Liszt as a genius whose late work was ahead of its time, “bare
                  and lean,” with suggestions of impressionism and modern dissonance. “Liszt: A Seminal
                  Force of Romanticism,” January 31, 1971, in Facing the Music (New York: Summit, 1981), 154. Latterly, Liszt has been put forward as a composer
                  whose work prefigured expressionism, impressionism, and atonality. Though this view
                  has gained credence, it is still in dispute. See Robert Craft, “Lisztomania,” in Current Convictions (New York: Knopf, 1977), 168–83. Liszt’s bibliography also includes: Ernst Burger,
                  Franz Liszt: A Chronicle of His Life in Pictures and Documents (Princeton, NJ: Princeton University Press, 1989); Christopher Gibbs and Dana Gooley,
                  eds., Franz Liszt and His World (Princeton, NJ: Princeton University Press, 2006); Ronald Taylor, Franz Liszt: The Man and the Musician (London: Grafton, 1987); and Alan Walker, The Virtuoso Years, The Weimar Years, and The Final Years. Liszt scholars will have to genuflect in Walker’s direction for years to come. Walker’s
                  work has been called “scholarly, evangelical” by another Liszt biographer: David Ian
                  Allsobrook, Liszt, My Traveling Circus Life (Carbondale: Southern Illinois University Press, 1991), 1. Certainly Walker has continued
                  to praise Liszt’s accomplishments, which he recently described as having unfolded
                  “simultaneously in six directions.” (As reported by Anthony Tommasini, “The Musical
                  Giant of the 19th Century,” New York Times, August 24, 2011, C1.)
               

            

         

         
            2. Noting that, at the end of his concert, the boy Liszt performed countless variations
                  on a theme, a Polish observer thought “the little Hungarian” must have been an anomaly
                  of nature. Adolf Donath, “Franz Liszt und Polen,” in Liszt Studien (Graz: Akademische Druck-u. Verlagsanstalt, 1977), 54. Donath is quoting from an
                  entry (February 5, 1824) in an unpublished diary.
               

            

         

         
            3. Reportedly with much help from Ferdinando Paer (1771–1839), though Alan Walker maintains
                  that the evidence is inconclusive. The Virtuoso Years, 20. Paer, composer of over forty operas, including one from the same source as Beethoven’s
                  Fidelio, was famed in his lifetime for the rank and high honors he enjoyed under Napoleon
                  and after—as member of the French Academy, director of chamber music for Louis Philippe,
                  recipient of the Legion of Honor, and so forth. For Poles, he is of historical interest
                  for a small but significant service he rendered the young Chopin. When the latter
                  first arrived in Paris without proper papers, Paer pulled strings at the passport
                  office representing Chopin as being exiled from Poland for revolutionary activities
                  but a man of education and notability, worthy of receiving permanent residency in
                  France. His efforts were successful, and Chopin was soon sent his papers. Siepmann,
                  Chopin, 84.
               

            

         

         
            4. During the late 1840s, while based at Weimar, Liszt made numerous abortive attempts
                  at writing operas. None of them were completed. See Sharon Winklhofer, Liszt’s Sonata in B Minor: A Study of Autograph Sources and Documents (Ann Arbor, MI: UMI Research Press, 1980), 17 ff.
               

            

         

         
            5. See Alfred Einstein, Music in the Romantic Era (New York: Norton, 1947), 179–80.
               

            

         

         
            6. As quoted by Sacheverell Sitwell, Liszt (New York: Dover, 1967; original ed. 1934; revised 1955), 27.
               

            

         

         
            7. Paul Johnson, The Birth of the Modern (New York: Harper, 1991), 738–39. Johnson’s lively account of the youthful Liszt
                  is based on Alan Walker, The Virtuoso Years. Liszt’s adventures as a prodigy are chronicled at length in Iwo Załuski and Pamela
                  Załuski, Young Liszt (London: Owen, 1997).
               

            

         

         
            8. Adam Liszt died in Bologna of typhoid fever. Franz Liszt’s mother survived her husband
                  by many years. She died in 1866.
               

            

         

         
            9. Referring to his years as a prodigy, he later wrote: “I submitted with an instinctive
                  sense of revulsion to the thinly disguised degradation of being an artistic servant.”
                  Liszt to George Sand, January 1837, in Suttoni, An Artist’s Journey, 16.
               

            

         

         
            10. Siepmann, Chopin, 233. Alexandre Dumas, the great romancier, put it succinctly: “The glory of a country
                  is made up of its defeats quite as much as of its victories; the glory of our triumphs
                  is enhanced by that of our reverses.” “The Spanish Surprise,” in Famous Short Stories and Episodes by Alexandre Dumas (New York: Walter J. Black, 1927), 578.
               

            

         

         
            11. Suttoni, introduction to An Artist’s Journey, xiv.
               

            

         

         
            12. For Liszt in Paris, see Serge Gut, Franz Liszt (Paris: Editions de Fallois, 1989).
               

            

         

         
            13. See Louis Blanc, The History of Ten Years, 1830–1840, 2 vols. (London: Chapman Hall, 1845; reprint, New York: Kelley, 1969), 1:492.
               

            

         

         
            14. Part of Liszt’s beliefs had been graven by his interest in the Saint-Simonian movement,
                  popular in Parisian fashionable intellectual circles between 1830 and 1832. Liszt
                  had attended meetings and listened to members preaching a new order of society dedicated
                  to universal peace and love, where art would be the equivalent of a church with artists
                  as priests. Ralph P. Locke, Music, Musicians, and the Saint-Simonians (Chicago: University of Chicago Press, 1986), 101–6; “Liszt’s Saint-Simonian Adventure,”
                  Nineteenth-Century Music 4 (1980–1981): 209–27.
               

            

         

      

   
      Chapter 3

      Béranger and the 1830 Revolution

      
         
         
         
         
      

      
      I

      
      Pierre Béranger’s song demanding help for Poland, spiritually akin to “La Marseillaise”
         of the Great Revolution of 1789, energized Paris in 1831 as Russian troops strangled
         the Polish uprising and created a crisis for the recently enthroned Louis Philippe.
         Months earlier, a song by Casimir Delavigne, celebrating Polish freedom, had also
         created an uproar in Paris.
      

      
      Today, both men’s work has faded though Béranger is still glorified in France.[1]     During the nineteenth century, he was similarly accorded extravagant praise throughout
         Europe and America. The greatest of German poets, Johann Wolfgang von Goethe, gave
         his amanuensis an extended panegyric on the songwriter, calling him a great genius
         and benefactor of his nation, whose artistic perfection held the admiration not only
         of France but of all civilized Europe.[2]     An American writer predicted that Béranger’s birthplace would be a pilgrims’
         shrine for a thousand years.[3]     In England, to find a worthy comparison to Béranger, biographers harked back
         to Horace in ancient Rome.[4]    
      

      
      Outside of France, Béranger is barely remembered.[5]     Music encyclopedias do not mention his name.[6]     Perhaps the reason is that the particular domain over which he held sway is an
         ephemeral art whose topicality, once faded, tends to fade its lyricist with it.[7]    
      

      
      As far back as 19 BC, Virgil counseled in the Aeneid: “Do not commit your poems to
         pages alone. Sing them, I pray you.” But as a genre, the chanson is embedded in medieval
         folklore and tradition, with songs written for all occasions: feasts, courtship, weddings,
         harvest, war, death. In a world where ordinary life offered few diversions, folksong
         remained a major source of entertainment and even infiltrated church music.
      

      
      With the revolutionary era, the genre spawned the social or political song. It differed
         from other varieties of the chanson in that it was not usually set to original music.
         New verses, reflecting contemporary events, were combined with established tunes,
         making the “compositions” immediately serviceable, ideally suited to advance a person
         or policy, or conversely to ridicule. Quick press runs of leaflets, badly printed
         on the cheapest paper, could be used to flood a designated area and provide the populace
         with an instant political refrain. It took only one person to pass on the words since
         they fitted a familiar tune.[8]     The chanson thus became an important part of the social landscape, and talented
         writers indulged themselves when testing a political or satiric idea.[9]    
      

      
      Béranger’s authenticity as a songwriter of the people derived from his own background,
         Paris born and poverty bred.[10]     From his youth, he assiduously practiced versification, hoping for an avenue
         to a better life. An innate bent toward satire veered him toward mordant political
         song.
      

      
      Then as now, artists needed patrons, persons of influence or wealth, who could steer
         the artist’s work into the right channels where it would attract attention and, most
         of all, be remunerated. But who could play Béranger’s Maecenas during the Napoleonic
         Consulate? On a high-stakes gamble, the twenty-three-year-old put together the songs
         he considered his best and sent them to Napoleon’s brother, Lucien Bonaparte, reputedly
         a connoisseur of the arts. The gamble paid off. A message was delivered to Béranger’s
         garret summoning the young man to call on Lucien Bonaparte. He had received the summons
         to a career.[11]    
      

      
      The year 1810 marks the first publication of Béranger’s songs and odes. During this
         heyday of Napoleon’s reign, his lyrics evolved from simple satires of everyday life
         and evocations of sensual pleasures to verse inscriptions of the great events around
         him, songs of France’s victories on the battlefield, details of which Béranger avidly
         gathered from frontline reports. Some of these related the exploits of Polish troops
         in the service of Napoleonic France, and one episode in particular, that of Prince
         Joseph Poniatowski’s death at the Battle of Leipzig, caught his imagination.
      

      
      The consensus was that among the bravest, if not most reckless, of Napoleon’s soldiers
         were always the Poles.[12]     Believing in Napoleon’s promise to create a free Polish state, they performed
         spectacular feats of heroism.[13]     The story of Joseph Poniatowski (1763–1813), nephew of Stanislas, the last king
         of Poland, came to represent this legendary Polish valiance.
      

      
      Much of Poniatowski’s life was spent moving in and out of high military posts. By
         1788, he was aide-de-camp to Francis II of Austria, with whom he fought against the
         Turks. Next, in 1792, under King Stanislas, he spearheaded the Polish army’s drive
         against the Russians in Ukraine. After a brief retirement, he was appointed to the
         Polish provisional government as minister of war and governor of Warsaw under Prussia.
         When Napoleon allied himself with the Poles and defeated Prussia in 1807, Poniatowski
         agreed to serve under the French as commander of the First Polish Legion. Celebrated
         for recapturing Kraków from the Austrians, he was appointed minister of war in Napoleon’s
         newly formed Grand Duchy of Warsaw.[14]    
      

      
      Called by Napoleon to participate in the invasion of Russia, he commanded the Fifth
         Corps of the Imperial Army at Smolensk and was by Napoleon’s side at Borodino. In
         recognition of his services to the empire, Napoleon granted him the title of marshal
         of France.[15]    
      

      
      At the battle of Leipzig in 1813 (also known as the Battle of the Nations, with Austria,
         Prussia, and Russia aligned against France), Napoleon’s troops were routed. Poniatowski
         and his Polish contingent covered the retreat, making certain the French could withdraw
         safely, but were pinned down between the enemy and the Elster River bridge. Refusing
         to surrender, Poniatowski continued to fight after the bridge was destroyed. Repeatedly
         wounded, he spurred his horse into the river but died before gaining the other shore.
         This episode captured the imagination of French soldiers and civilians alike, inspiring
         Béranger to write his famous Poniatowski ballad.[16]    
      

      
      Until Napoleon’s first abdication, Béranger celebrated the military prowess of France.
         But with the end of empire, he turned to poems of shame and sorrow chronicling decline.
         So much had he become the best known of national voices that Napoleon, during the
         Hundred Days of his return from Elba, with all else to attend to, offered Béranger
         the post of newspaper censor, a position carrying an ample salary.[17]     Béranger refusal was fortuitous: Napoleon’s final defeat by the coalition of
         European powers came shortly thereafter.
      

      
      Meeting at the Congress of Vienna (1814–1815), the victors restructured Europe. The
         Bourbon monarchy was once again restored in France. Its neighbor, Belgium, was made
         part of the Kingdom of the Netherlands. The Polish question, which had figured so
         prominently in the deliberations, was not resolved satisfactorily for the Poles. Most
         of the Grand Duchy of Warsaw, Napoleon’s creation, was pared into a new kingdom, with
         the czar of Russia as its sovereign.[18]    
      

      
      Came now the return to France of the amiable Louis XVIII, obese in body but agile
         of mind, whose policy was one of conciliation, willing to accommodate those like Béranger
         who had risen to prominence during the Napoleonic regime.[19]     Actually, the king was also fond of song. But not surprisingly, Béranger preferred
         to glorify the past and mock the present, though he was repeatedly warned not to indulge
         in direct criticism of the monarchy. Until 1821, an uneasy truce prevailed between
         his verse and the censors. In that year, a complete collection of Béranger’s songs
         was published in two volumes, subsidized by subscription. With over ten thousand copies
         printed, he was able for the first time to make a living from his pen and avoid the
         need for sinecures.
      

      
      Unfortunately, many of the published songs were satirical shots at government, and
         those officials who had turned increasingly watchful of antiroyalist sentiment had
         a case. The evidence was not merely leaflets circulating locally but a voluminous
         song collection being read in Paris, then throughout France and the rest of Europe.
         The balladeer poet was brought before a magistrate, fined 500 francs, and given a
         jail term at Sainte-Pélagie, where it was said that his cell was an improvement on
         his living quarters up to then.[20]     Most importantly, the government stipulated that he had to submit any future
         manuscripts to its censors before publication.
      

      
      II

      
      In 1824, Louis XVIII died, and his brother Charles succeeded to the throne. The new
         king wanted a true restoration, a return to absolutism, and inaugurated his reign
         by reviving the medieval coronation rite. Béranger could not resist ridiculing the
         ceremony and produced a song entitled “The Coronation of Charles the Simple,” ostensibly
         referring to a ninth-century king of that name. The song, spreading like wildfire,
         had Parisians chortling while Charles’s incensed entourage privately branded Béranger
         an enemy of the state.
      

      
      France’s Chamber of Deputies had long been a hub of defiance to the regime, the large
         liberal element having determined to put an end to the Bourbons and all their works.
         Republicans, led by the storied Marquis de Lafayette, a hero of both the French and
         American revolutions,[21]     encouraged the anti-Bourbon satires of Béranger and his fellow chansonniers.
      

      
      When Béranger was ready to publish a third volume of poems in 1825, government censors scrutinized every word of the manuscript, expurgating much material.
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