Waart, Edo de.

See De Waart, Edo.

Wachmann, Eduard

(b Bucharest, 22 Feb 1836; d Bucharest, 23 Dec 1908). Romanian
composer and conductor of German origin. After early lessons in Bucharest
with his father, the composer and conductor loan Wachmann (1807-63),
he studied in Vienna with Nottebohm and Dachs, and in Paris with Reber,
Marmontel and Carafa. Returning to Bucharest, he taught piano and
harmony at the conservatory, and founded the orchestra of the
Philharmonic Society (1868). In his 35 years as conductor he was
successful in educating a new public for symphonic music. His
compositions include a string quartet, secular and sacred choruses (among
them two liturgies), a folksong collection and many vaudevilles for the
Bucharest theatres, where he often conducted. For his pupils he wrote
handbooks of solfege, theory and figured bass.

WORKS
many MSS in R-Ba

Stage: Paunasul codrilor [The Forest Peacock] (vaudeville, 3), 1857; Despot-Voda
(ov. and incid music, V. Alecsandri), 1860; Spoielile Bucurestilor [The Treasures of

Bucharest] ivaudeville, 5, M. Milloi, 1863; other incid music

WRITINGS

Exercitii elementare si studii melodice pentru intonatie si masuri
[Elementary exercises and melodic studies for intonation and rhythm]
(Bucharest, 1876)

Notiuni generale de muzica [General ideas on music] (Bucharest, 1877)

Basuri cifrate pentru studiul armoniei [Figured bass for the study of
harmony] (Bucharest, 1882)

BIBLIOGRAPHY

M.A. Musicescu and N. Missir: ‘Eduard Wachmann si inceputurile
concertelor simfonice in Bucuresti’ [Wachmann and the foundation of
the symphony concerts in Bucharest], Studii si cercetéri de istoria
artei, iii—iv (1956-7), 217

V. Cosma: Filarmonica ‘George Enescu’ din Bucuresti (1868—1968)
(Bucharest, 1968)

V. Cosma: Muzicieni romani: lexicon (Bucharest, 1970) [incl. a list of
works]

R. Constantinescu: Viata si opera unor muzicieni roméani: loan si Eduard
Wachmann [Life and works of Romanian musicians: loan and Eduard
Wachmann] (Bucharest, 1975)

ROMEO GHIRCOIASIU



Wachsmann, Franz.

See Waxman, Franz.

Wachsmann, Klaus P(hilipp)

(b Berlin, 8 March 1907; d Tisbury, Wilts, 17 July 1984). British
ethnomusicologist of German birth. After reading law for four years at his
father’s urging, he studied musicology at the University of Berlin with Blume
and Schering and comparative musicology with Hornbostel and Sachs
(1930-32). Despite a Lutheran upbringing, he was prohibited as a person
of Jewish background from attending German universities after 1933. He
moved to Switzerland in 1934 and took the doctorate under Fellerer at the
University of Fribourg in 1935 with a ground-breaking dissertation on pre-
Gregorian chant. Forced to leave Germany permanently in 1936, he fled to
London and enrolled at the London School of Oriental and African Studies
for work in linguistics, notably on the Bantu languages. He moved with his
wife to Uganda in 1937 and spent several years supervising missionary
education. He was then appointed curator of the Uganda Museum,
Kampala (1948), a post which enabled him to return to ethnomusicology
and travel throughout Uganda collecting musical instruments and making
recordings. Wachsmann turned the Uganda Museum into the first ‘living’
museum in Africa: he employed professional musicians as museum
attendants who performed daily (a practice which continued after he left
Uganda), hired musicians as research assistants and established the
practice of aiding scholars who visited the museum. After 20 years in
Uganda, he returned to London and was scientific officer in charge of
ethnological collections at the Wellcome Foundation, London (1958-63).
Unable to find an academic post in England, he was invited by Ki Mantle
Hood in 1963 to teach at the department of music and Institute of
Ethnomusicology, UCLA. While he was at UCLA he was a guest lecturer in
African universities (University of Ghana, 1965; Makerere University,
Kampala, 1966). In 1968 he was appointed professor in the school of
music and department of linguistics of Northwestern University, Evanston,
lllinois. He became professor emeritus in 1975, but continued to teach as a
visiting professor and lecturer at the University of Texas, Dallas (1976-7),
the University of Edinburgh (1978), Queen’s University Belfast (1978) and
Cologne University (1978-9). His professional appointments included
president of the Society for Ethnomusicology (1967-9) and president of the
international Folk Music Council (1973). He received many honours,
including the bronze medal and an honorary life membership from the
Royal African Society (1958), serving as Huxley Memorial Lecturer and
medal recipient at the nomination of the Royal Anthropological Institute and
the Grosses Verdienstkreuz der Bundesrepublik Deutschland (1984).

Wachsmann was a pioneer in the study of African music and a leader in
the development of organological methodology. Isolated from the Western
scholarly world while in Africa, he became an idiosyncratic thinker who was
later dubbed ‘humanist’ for his readings and citations of works from many
fields (see his Festschrift, 1977). Focussing primarily on Ugandan
examples, his theories and methodologies, particularly those in Tribal



Crafts of Uganda (1953) and ‘Ethnomusicology in Africa’ (1970), came to
be known for their applicability to the study of any music. He directed the
compilation of A Select Bibliography of Music in Africa (1965) and was
editor of Essays on Music and History in Africa (1971), a collection of
articles dealing with the problem of writing the music history of oral
cultures. His lecture ‘The Changeability of Musical Experience’ (delivered
to the Society for Ethnomusicology, 1981; published 1982) was one of the
first reflexive explorations of ethnomusicology. Of equal importance are his
field recordings: having earned the respect of the Ugandan musicians he
had known, Wachsmann’s 1600 recordings (compiled 1949-52), are
outstanding examples of Ugandan music and comprise one of the most
important collections of African music available. The recordings are housed
in the National Sound Archive in London, with copies at the Uganda
Museum and at UCLA.

WRITINGS

Untersuchungen zum vorgregorianischen Gesang (diss., U. of Fribourg,
1935; Regensburg, 1935)

‘An Approach to African Music’, Uganda Journal, vi (1939), 148

with M. Trowell: Tribal Crafts of Uganda (London, 1953)

‘Musicology in Uganda’, Journal of the Royal Anthropological Institute,
Ixxxiii (1953), 50-57

‘The Transplantation of Folk Music from One Social Environment to
Another’, JIFMC, vi (1954), 41-5

Folk Musicians in Uganda, Uganda Museum Occasional Paper, ii
(Kampala, 1956)

‘Harpsongs from Uganda’, JIFMC, viii (1956), 23-5

‘A Study of Norms in the Tribal Music of Uganda’, EthM Newsletter, no.11
(1957), 9-16

‘A Century of Change in the Folk Music of an African Tribe’, JIFMC, x
(1958), 52-6

‘Recent Trends in Ethnomusicology’, PRMA, Ixxxv (1958-9), 65-80

‘The Sociology of Recording in Africa South of the Sahara’, AfrM, ii/2
(1959), 77-9

‘Problems of Musical Stratigraphy in Africa’, Ethnomusicologie Il [and IV]
[recte V]: Wegimont V 1958 and 1960, 19 only

ed.: An International Catalogue of Published Records of Folk Music
(London, 1960)

trans., with A. Baines: ‘Erich M. von Hornbostel and Curt Sachs,
Classification of Musical Instruments’, GSJ, xiv (1961), 3—29

‘Criteria for Acculturation’, IMSCR VIII New York 1961, 139—49

‘The Primitive Musical Instruments’, Musical Instruments through the Ages,
ed. A. Baines (Harmondsworth, 1961/R, 2/1966/R), 23-54

‘A Rare Nuba Trumpet Collected by the Seligmans’, Man, Ixiii (1963), 856

‘Human Migration and African Harps’, JIFMC, xvi (1964), 84—8

‘Some Speculations Concerning a Drum Chime in Buganda’, Man, Ixv
(1965), 1-8

‘The Earliest Sources of Folk Music from Africa’, IFMC Conference:
Budapest 1964 [SMH, vii (1965)], 181-6

‘Experiments in Ugandan Music’, East Africa Journal, iii/1 (1966-7), 19-26

‘Negritude in Music’, Composer, no.19 (1966), 12-16



‘The Trends of Musicology in Africa’, Institute of Ethnomusicology,
University of California at Los Angeles: Selected Reports, i (1966),
no.1, pp.61-5

‘Extracts from a Memorandum on Music Education in Uganda’, ‘The State
of African Musicology’, African Studies at Makerere 1936—1966
(Kampala, 1967), 82—4, 85-93

‘Pen-Equidistance and Accurate Pitch: a Problem from the Source of the
Nile’, Festschrift fiir Walter Wiora, ed. L. Finscher and C.-H. Mahling
(Kassel, 1967), 583-92

‘Ethnomusicology in African Studies: the Next Twenty Years’, Expanding
Horizons in African Studies: Evanston, IL, 1968, ed. G. Carter and A.
Paden (Evanston, IL, 1969), 13142

‘Music’, Journal of the Folklore Institute, vil2—3 (1969), 164—-91

‘A Drum from Seventeenth-Century Africa’, GSJ, xxiii (1970), 97-103

‘Ethnomusicology in Africa’, The African Experience, ed. J.N. Paden and
E.W. Soja, i (Evanston, IL, 1970), 128-51

ed.: Essays on Music and History in Africa (Evanston, IL, 1971) [incl.
‘Musical Instruments in Kiganda Tradition and their Place in the East
African Scene’, 93-134]

‘Universal Perspectives in Music’, EthM, xv (1971), 381-4

with R. Kay: ‘The Interrelations of Musical Instruments, Musical Forms and
Cultural Systems in Africa’, Technology and Culture, xii (1971), 399—
413

‘Spencer to Hood: a Changing View of Non-European Music’, Proceedings
of the Royal Anthropological Institute of Great Britain and Ireland for
1973, 5-13 [Huxley Memorial Lecture]

‘African Music’, Musica indigena: Rome 1975, 36-50

‘A “Shiplike” String Instrument from West Africa’, Ethnos, x| (1975), 43-56

ed., with D. Christensen and H.-P. Reinecke: Hornbostel opera omnia (The
Hague, 1976-)

‘Acculturation in Action: Four Examples’, Symposium musico-
ethnologicum: Bonn 1980, 336—40

‘La source dsapprouve presque toujours l'itineraire du fleuve, or Tradition
and Innovation’, Musices aptatio (1982), 33—40

‘The Changeability of Musical Experience’, EthM, xxvi (1982), 197-215
[Charles Seeger Distinguished Lecture]

BIBLIOGRAPHY

C. Seeger and B. Wade, eds.: Essays for a Humanist: an Offering to
Klaus Wachsmann (New York, 1977) [incl. list of writings]

S.C. DeVale: “Intrusions”: a Remembrance of Klaus Wachsmann (1907-
1984)’, EthM, xxix (1985), 272—-82

PAULA MORGAN/SUE CAROLE DeVALE

Wachtel, Theodor

(b Hamburg, 10 March 1823; d Frankfurt, 14 Nov 1893). German tenor. He
studied with Julie Grandjean and made his début at Hamburg in 1849. After
singing in Hanover, Schwerin, Dresden and other German cities, he
appeared at the Berlin Hofoper between 1862 and 1879, but could not be
given a permanent engagement because of a broken contract at Kassel.
He made his London début on 7 June 1862 as Edgardo in Lucia di



Lammermoor at Covent Garden, where he also sang Salvator Rosa in
Flotow's Stradella (4 June 1864) and Vasco da Gama in Meyerbeer's
L'Africaine (22 July 1865), both first London performances. He returned to
Covent Garden in 1870 and sang at Her Majesty's Theatre in 1877. His
roles included Arnold in Guillaume Tell, Manrico in Il trovatore, John of
Leyden in Le prophéte, Pollione in Norma, Raoul in Les Huguenots and
Elvino in La sonnambula; but his favourite part, and the one he sang most
often, was Chapelou in Adam's Le postillon de Lonjumeau, which showed
off not only his stentorian top notes (he commanded a powerful chest high
C), but also his ability to crack a whip. His son Theodor (1841-74) was also
a tenor.

ELIZABETH FORBES

Wachter

(Ger.).

See Direct.

Wachter, Georg

(b ?Bamberg; d Nuremberg, 24 July 1547). German printer. By his
marriage on 15 December 1527 to Kunegunde, widow of Hans Hergot, he
became a citizen of Nuremberg and acquired the latter's printing business,
which continued to issue Reformation songs under her name until 1538.
After her death (Nuremberg, 7 Feb 1547), Wachter married Kunegunde
Hermann, who later became the wife of Valentin Neuber.

BIBLIOGRAPHY

R. Wagner: ‘Nachtrage zur Geschichte der Nirnberger Musikdrucker im
16. Jahrhundert’, Mitteilungen des Vereins fiir Geschichte der Stadt
Niirnberg, xxx (1931), 107-52, esp. 124

S. Braungart: Die Verbreitung des reformatorischen Liedes in Niirnberg in
der Zeit von 1525 bis 1570 (diss., U. of Erlangen, 1939)

For further bibliography see Hergot, Hans.

THEODOR WOHNHAAS

Wachter, Johann Michael

(b Rappersdorf, 2 March 1794; d Dresden, 26 May 1853). Austrian
baritone. He sang in various church choirs in Vienna and made his stage
début in 1819 at Graz in the title role of Mozart’s Don Giovanni.
Engagements at Bratislava, Vienna and Berlin followed; then in 1827 he
joined the Dresden Hofoper, where he remained for the rest of his career.
His roles included Mozart’s Figaro, and he sang in three Wagner
premiéeres: Rienzi (1842, as Orsini), Der fliegende Holléander (1843, title



role) and Tannh&user (1845, Biterolf). Berlioz, who heard Der fliegende
Holldnder in Dresden, considered Wachter’s baritone ‘one of the finest |
have ever heard, and he uses it like a consummate singer. It is of that rich
and vibrant timbre that has such a wonderful power of expression, provided
that the artist sings with soul and feeling, which Wachter does to a high
degree’ (Mémoires). His wife, the mezzo Thérése Wachter-Wittman (b
Vienna, 31 August 1802), also sang at Dresden; she created Mary in Der
fliegende Hollénder.

ELIZABETH FORBES/R

Wackenroder, Wilhelm Heinrich

(b Berlin, 13 July 1773; d Berlin, 13 Feb 1798). German writer. He studied
at Erlangen and Goéttingen (art history and Middle High German, as well as
law which his father had prescribed for him), and with his friend Tieck paid
a fruitful visit to the Dresden galleries in 1796. In Berlin they were members
of the circle that included Reichardt and Zelter, whose encouragement and
practical help would have been still more fruitful but for Wackenroder’s
early death.

He studied the piano and composition but it is the visual arts that figure
most prominently in his two books, Herzensergiessungen eines
kunstliebenden Klosterbruders (Berlin, 1797) and Phantasien (iber die
Kunst, fiir Freunde der Kunst (Hamburg, 1799). The latter was edited and
enlarged by Tieck, but the sections on Joseph Berglinger and on church
music and instrumental music contain the essence of the early Romantic
musical aesthetic, which is perhaps best and most succinctly summed up
in a phrase in ‘Die Wunder der Tonkunst’ (from the Phantasien) as ‘that
land of faith ... where all our doubts and our sufferings are lost in a
resounding ocean’. The earlier book contains a lengthy study of Joseph
Berglinger, an imaginary composer whose otherworldliness and naivety in
some respects foreshadow Hoffmann’s Kreisler and other Romantic
portraits of the musician. It is perhaps surprising, in view of Wackenroder’s
conviction that the work of art itself is what matters, that most of the
Herzensergiessungen consists of biographical sketches, largely based on
Vasari, of the great masters of the Italian Renaissance. The later work
contains a number of passages describing the eternal and heavenly realm
of music drawing man upwards and revealing ‘all the motions of our soul,
incorporeal, in golden clouds’. The ideal sounds produced, rather than the
work of the composer and performer or the mediation of the listener, were
what Wackenroder understood by music. In his last essay on the inner
nature of music he was deeply conscious of the conflict between ‘the deep-
based, unchanging holiness’ of music, and ‘the pure, formless being ... and
... the thousand-fold transition of sensations’. The influence of his thinking,
incompletely realized as it was, continued to be felt directly or indirectly far
into the 19th century.

BIBLIOGRAPHY

K. Goedeke and others: Grundriss zur Geschichte der deutschen
Dichtung, vi (Dresden, 2/1898), 46—7



J. Gregor: ‘Die deutsche Romantik aus den Beziehungen von Musik und
Dichtung: W.H. Wackenroder’, SIMG, x (1908-9), 505-32

G. Becking: ‘Zur musikalischen Romantik’, DVLG, ii (1924), 581-615

R. Schafke: Geschichte der Musikésthetik in Umrissen (Berlin, 1934,
3/1982), 322ff

H. Sorgetz: Musiker und Musikanten als Dichtermotiv (Wurzburg, 1939)

E. Hertrich: Joseph Berglinger: eine Studie zu Wackenroders Musiker-
Dichtung (Berlin, 1969)

J. Kielholz: Wilhelm Heinrich Wackenroder: Schriften (iber die Musik
(Berne, 1972)

H. Geulen: ‘Bemerkungen zur musikalischen Motivik in Wackenroders
Leben des Joseph Berlingers und Grillparzers Der arme Spielmann’,
‘Sagen mit Sinne’: Festschrift fiir Marie-Luise Dittrich, ed. H.R. Rucker
and K.O. Seidel (Goppingen, 1976), 329-43

P. Michelsen: ‘Die “Aufbewahrung der Geflihle”: zur Musikauffassung
Wilhelm Heinrich Wackeroders’, Das musikalische Kunstwerk:
Festschrift Carl Dahlhaus, ed. H. Danuser and others (Laaber, 1988),
51-65

S. Vietta and R. Littlejohns, eds.: W.H. Wackenroder: Sémtliche Werke
und Briefe (Heidelberg, 1991)

I.T. Hasselbach: ‘Paradigmatische Musik: Wackenroders Joseph
Berglinger als Vorlaufer von Thomas Manns Doktor Faustus’, The
Romantic Tradition: German Literature and Music in the Nineteenth
Century, ed. G. Chapple, F. Hall and H. Schulte (Lanham, MD, 1992),
95-112

PETER BRANSCOMBE

Wactaw z Szamotul.

See Szamotut, Wactaw z.

Waddington, Geoffrey

(b Leicester, 23 Sept 1904; d Toronto, 3 Jan 1966). Canadian conductor,
violinist and music administrator. He was the pioneer of music broadcasting
in Canada. He began to study the violin at the age of seven in Lethbridge,
Alberta, where his family had settled in 1907. In 1921 he toured Canada as
a soloist, then studied with Healey Willan, Luigi von Kunitz and Leo Smith
at the Toronto Conservatory. From 1922 to 1926 he taught there and was a
member of the Toronto SO. In 1925 he was appointed music director of the
Toronto radio station CKNC, and in 1933 became music director of the
Canadian Radio Broadcasting Commission, forerunner of the CBC.
Through hundreds of broadcasts he had become the most widely known
conductor in Canada, and from 1936 he pursued a freelance career. In
1947 he was appointed music adviser to the CBC and organized the CBC
Opera Company. As CBC director of music from 1952 his principal
responsibility was the CBC SO (formed in 1952, disbanded in 1964), which
became one of the foremost in Canada. The orchestra performed
numerous works by Canadian composers, including many commissions,
and introduced new works by composers from all over the world. In its time
it was the only symphony orchestra in North America supported solely by a



broadcasting organization. Sargent called it ‘one of the four great
orchestras of the Americas’, and Stravinsky chose it to record several of his
important works that had originally been scheduled for New York.

T. BROWN

Wade, Bonnie C(laire)

(b Nashville, TN, 29 March 1941). American ethnomusicologist. She took
the BMus at Boston University (1963) and at UCLA she completed the MA
(1967) and the PhD (1971), the last with a dissertation on khayal. She
taught at Brown University (1971-5) and then joined the faculty of the
University of California, Berkeley, where she established the internationally
respected ethnomusicology programme. She was made professor at
California in 1981 and has served as chairman of the music department
(1983-88), undergraduate dean (from 1992), and chair of the deans (from
1994). She has held offices in a number of professional societies, including
that of vice-president of the AMS (1990-93), board member of the IMS
(1987-97) and president of the Society for Ethnomusicology (1999-2001).

A pioneer in her field, Wade wrote one of the first standard
ethnomusicological textbooks, Music in India (1979), which emphasises the
classical music traditions of Hindustani and Karnatak music. Her early work
focussed on genres, particularly the Japanese tegotomono (a genre of
chamber music) and the North Indian classical vocal genre khayal (1971,
1984), as performed by traditional gharanas (both groups and individuals).
Her later writings, such as Imaging Sound (1998), use a multi-disciplinary
approach, studying historical documentation and miniature paintings from
the Mughal period; she has also written on the influence of Western music
in Japan. A prolific writer and distinguished scholar, teacher and
administrator, she has influenced a generation of younger
ethnomusicologists.

WRITINGS

Khyal: a Study in Hindustanr Classical Vocal Music (diss., UCLA, 1971)

‘Chiz in Khyal: the Traditional Composition in the Improvised Performance’,
EthM, xvii (1973), 443-59

with A.M. Pescatello: ‘The Status of Women in the Performing Arts of
India and Iberia: Cross-Cultural Perspectives from Historical Accounts
and Field Reports’, The Performing Arts: Music and Dance: Chicago
1973, 119-40

‘Fixity and Flexibility: from Musical Structure to Cultural Structure’,
Anthropologica, xviii/1 (1976), 15-26

The Tegotomono: Music for the Japanese Koto (Westport, CT, 1976)

ed., with C. Seeger: Essays for a Humanist: an Offering to Klaus
Wachsmann (New York, 1977) [incl., with A.M. Pescatello: ‘Music
“Patronage” in Indic Culture: the Jajmani Model’, 277-336]

ed., with D. Heartz: IMSCR XlI: Berkeley 1977 [ incl. ‘Music Criticism in
India: an Urban Phenomenon’, 300-2]

‘Prolegomena to Song Text Perspective’, YIFMC, vii (1977), 7388



‘Indian Classical Music in North America: Cultural Give and Take’,
Language and Civilization Change in South Asia, ed. C. Maloney
(1978), 119-40

Music in India: the Classical Tradition (Englewood Cliffs, NJ, 1979/R)

‘Cadence Practice in Hindustani Vocal Music: Khyal in Three Rags’, Music
East and West: Essays in Honor of Walter Kaufmann, ed. T. Noblett
(New York, 1981), 43-61

Performing Arts in India: Essays on Music, Dance, and Drama (Washington
DC, 1983/R)

Khyal: Creativity within North India’s Classical Musical Tradition
(Cambridge, 1984/R)

‘Performance Practice in Indian Classical Music’, Performance Practice:
Ethnomusicological Perspectives, ed. G. Béhague (Westport, CT,
1984), 13-52

‘Music as Symbol of Power and Status: the Courts of Mughal India’,
Exploration in Ethnomusicology: Essays in Honor of David P.
McAllester, ed. C.J. Frisbie (Detroit, 1986)

ed.: World of Music, xxxii/2 (1990) [incl. ‘The Meeting of Musical Cultures in
16th-Century Court of the Mughal Akbar’, 3—25]

ed.: Text, Tone and Tune: Parameter of a Multicultural Perspective (New
Delhi, 1993) [incl. ‘Prolegomenon to Texts, Tones and Tunes: Issues
and Themes from a Meeting of Minds’, 1-14]

‘Keiko Nosaka and the 20-Stringed Koto: Tradition and Modernization in
Japanese Music’, The Musicological Juncture: Essays in Honor of
Rulan Chao Pian, ed. B. Yung and J.S.C. Lam (Cambridge, MA,
1994), 184-98

ed.: World of Music, xxxviii/2 (1996) [incl. ‘Performing the Drone in
Hindustani Classical Music: What Mughal Paintings Show us to Hear’,
41-69]

Imaging Sound: an Ethnomusicological Study of Music, Art, and Culture in
Mughal India (Chicago, 1998)

GEORGE RUCKERT

Wade, John Francis

(b ?England, 1711/12; d ?England, 1786). English plainchant scribe and
publisher. He is best known as the composer and author of Adeste fideles.
He was almost certainly a convert to Roman Catholicism and attended the
Dominican college at Bornem (Belgium) where, presumably, he learnt to
copy plainchant. His extant works, which date from the period 1737-74,
divide into three types: plainchant manuscripts, printed books with hand-
notated plainchant, and printed liturgical books without plainchant. The
manuscripts, which substantially outnumber his other works, serve a wide
range of functions and include antiphonals, graduals, vesperals, offices for
the dead and books of diverse chants. The printed books with plainchant
comprise a gradual, psalter and confraternity handbook; printed liturgical
books without plainchant include two vesperals, one for general use and
another for Holy Week. Internal evidence in the manuscripts suggests that
they were used in practically all of London's foreign embassy chapels; by
extension it can be assumed that Wade volumes circulated among many
Catholic aristocratic families. Wade's influence is considerable in



contemporary and later manuscript and printed sources, from An Essay of
the Church Plain Chant (London, 1782) to Novello's plainchant publications
of the 1850s.
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BENNETT MITCHELL ZON

Wade, Joseph Augustine

(b Dublin, ¢1801; d London, 15 July 1845). Irish composer. He claimed to
have been a student at Trinity College, Dublin, and the Irish College of
Surgeons, but his name is not recorded at these institutions. Having
decided to devote himself to poetry and music, he moved to London in
1821, and for a short time conducted the opera at the King’'s Theatre, then
under the management of Monck Mason. In 1826 his comic opera The Two
Houses of Grenada was successfully produced at Drury Lane with John
Braham as Don Carlos. In the same year, his song ‘Meet me by Moonlight
alone’ was launched by Lucia Vestris and, revealing Wade’s natural
melodic gift, it became immensely popular.

After these initial successes, however, Wade’s tendency to indolence gave
way to dissipation. The Rev. John Richardson recalled him as ‘A wise man
in theory and a fool in practice ... increasing the confusion of his brain by
copious potations of any fluid which at the moment might be before him’.
Yet Wade’s musico-poetic talents were of a high order: he wrote the words
of the great majority of his songs, and of The Two Houses of Grenada. This
work’s two best-known numbers, ‘Love was once a little boy’ and the duet
‘I've wandered in dreams’, demonstrate Wade’s knack of hitting upon the
kind of quasi-folktune that is immediately memorable. Though influenced
by Henry Bishop, Wade’s style betrays the eccentricities of the self-taught
dilettante: in the final movement of the Grand Duet for piano this results,
typically, in oddly attractive rhythmic effects and modulations, which
contrast vividly with the canonic second movement’s funereal and
parodistic ‘Marche grotesque’. The magical atmosphere of the eight-part
canon Spirits we of Fairy Land reveals an authentic touch of Weber, though
Wade’s words are often more Romantic than his music, which, as in Songs
of the Flowers, frequently distils the strong late 18th-century continental
influences which shaped England’s pre-Mendelssohnian musical style.

With William Crotch and George Macfarren, Wade was responsible for the
accompaniments of Chappell’s National English Airs. His later dramatic



works were unsuccessful. He also wrote The Handbook to the Pianoforte
(London, 1844/R) and an unpublished history of music, and contributed
articles to Bentley’s Miscellany and the lllustrated London News.
Increasingly reliant upon opium as well as alcohol, Wade died penniless
and in a state of mental derangement, which the obituary in the Musical
World generously attributed to ‘intense study’.

WORKS

printed works published in London unless otherwise stated

stage
The Two Houses of Grenada (comic op, J.A. Wade), London, Drury Lane, 31 Oct

1826, selections i1826i

The Yeoman’s Daughter (musical play), London, Lyceum, 14 July 1834, collab.

Hawes [1 no. onli] i?1834i

other works

Orats: Jerusalem, London, 1823, collab. J. Stevenson; The Prophecy (after A.
Pope: Messiah), London, CG, 24 March 1824

Inst: Grand Duet, pf (1827); fantasias, waltzes, pf; other works
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Grove1l (R.P. Stewart)

Groveb6 (N. Temperley)

Musical World, xx (1845), 3856, 501

J. Richardson: Recollections, i (London, 1856), 231-8

NIGEL BURTON

Waechter, Eberhard

(b Vienna, 9 July 1929; d Vienna, 29 March 1992). Austrian baritone. After
study at Vienna University and the Music Academy (piano and theory) he
took singing lessons from Elisabeth Rado. His début at the Volksoper in
1953 as Silvio in Pagliacci led to his engagement at the Staatsoper the
following season. His career advanced rapidly: a fine Posa in Don Carlos at
the Staatsoper in 1956 helped to establish him. The same year he enjoyed
considerable success as Count Almaviva in Le nozze di Figaro at Covent
Garden, in 1958 he was heard as Amfortas and Wolfram at Bayreuth, and
engagements followed at the principal houses of Europe and the USA,
where he made his Metropolitan début as Wolfram in 1961. Although he



was not always wise in his choice of parts (in 1964 he was not ready for a
role such as Wotan in Das Rheingold), his warm, expressive voice and fine
bearing brought him success in such varied roles as Escamillo and
Kurwenal, Don Giovanni and Masetto, Ford and Boccanegra, Scarpia,
Danilo, Mandryka and Danton (von Einem’s Dantons Tod). In 1980 he
created Joseph in von Einem’s controversial Jesu Hochzeit in Vienna.
Waechter was also a fine lieder singer, as his recording of Dichterliebe
confirms. He became Intendant of the Vienna Volksoper in 1987 and
artistic co-director of the Vienna Staatsoper in 1991.

PETER BRANSCOMBE/R

Waefelghem, Louis van

(b Bruges, 13 Jan 1840; d Paris, 19 June 1908). Belgian violinist, viola
player, viola d'amore player and music editor. After completing his formal
education in Bruges he entered the Brussels Conservatory in 1857,
studying the violin with Meerts and composition with Fétis. Three years
later he gave successful concerts in Weimar and Dresden and
subsequently accepted the position of leader of the opera orchestra in
Budapest. In 1863 he went to Paris, where he learnt the viola (an
instrument whose tonal qualities had long attracted him) and after winning
a viola competition he joined the opera orchestra in Paris in 1868; he was
later elected viola professor at the Paris Conservatoire. He journeyed to
London in 1871 to play in the opera orchestra at Her Majesty's Theatre and
also participated in the concerts at the Musical Union; there he played the
viola in chamber concerts with Joachim, Auer, Sarasate, Vieuxtemps and
Sivori.

In 1895 van Waefelghem resigned the position he had held for 14 years in
Lamoureux's orchestra, to devote full-time study to the viola d'amore, an
instrument about which Berlioz had written glowingly and which Meyerbeer
had used effectively in Les Huguenots. His research unearthed many solo
and chamber pieces for the instrument. With Louis Diémar (harpsichord),
Jules Delsart (viola da gamba) and Laurent Grillet (vielle), he formed the
Société des Instruments Anciens, which gave highly acclaimed concerts
throughout Europe. His original compositions include a Pastorale and a
Réverie for violin and piano and a Romance and Soir d'automne for viola
d'amore and piano; his arrangements for the viola d'amore of works by
Bach, Ariosti, Scarlatti, Martini, Widor and Saint-Saéns were a substantial
addition to its repertory. His playing on the viola d'amore is reported to
have been superb, and his efforts as performer, music historian and editor
account in part for the revival of the viola d'amore in the early 20th century.
He was made a Chevalier of the Légion d'Honneur and received the Order
of Leopold from the King of Belgium.
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Waelput, Hendrik [Henri, Henry]

(b Ghent, 26 Oct 1845; d Ghent, 8 July 1885). Belgian conductor and
composer. He studied philosophy and literature at the University of Ghent
and music at the Brussels Conservatory with Fétis and Hanssens. In 1867
he won the Prix de Rome with his cantata Het woud. In 1869 he became
assistant director of the music school at Bruges, where he also organized
and conducted popular concerts. A disagreement with the school's
governing body led to his resignation in 1871; he went abroad for five
years, appearing with great success as a conductor in the theatres of The
Hague, Dijon, Boulogne-sur-Mer, Douai, Issoudun, Fécamp and Lille.
Returning to Belgium, he became principal conductor at the Grand Théatre
in Ghent, and at the same time was appointed professor of harmony and
counterpoint at the Antwerp Conservatory. In 1884 he was made director of
the Ghent Opera.

Waelput also won recognition as a composer of operas, cantatas and
symphonic music; the cantata De pacificatie van Gent (1876), written in the
style of Peter Benoit, is generally regarded as his masterpiece.

WORKS

principal MS collection: B-Gc

operas

La ferme du diable iV. Wilder and E. Houdeti, Ghent, 1865

Stella (I. Teirlinck and R. Stijns), Brussels, Alhambra, 14 March 1881
other works
Cants.: Het woud (Versnayen), 1867; Memlingcantate (E. Van Oye), 1871; De

zei;en der wapens iVan Oiei, 1872; De pacificatie van Gent iE. Hieli, 1876

Inst: 5 syms.; 4 ovs., incl. Ouverture Agneessens; Conc., fl, orch; other sym. works;
Str Qnt; Andante cantabile, 4 trbn; Cantabile, 4 va; Canzonetta, str qt; Variations et
scherzo, vn, pf, org; pf pieces, incl. transcrs. of orch works
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Waelrant [Waelrand], Hubert
[Huberto] [Waelrandus, Hubertus]



(b ¢1517; d Antwerp, 19 Nov 1595). Flemish composer, music editor,
singer and teacher. He was an innovator among mid-16th-century Flemish
composers, and his style bridges the period between that of Gombert and
the mature Lassus. His works are characterized by careful attention to the
relationship between text and music, reflecting the current humanistic
outlook, and by chromatic harmony and inventiveness in the use of
dissonances.

1. Life.

2. Waelrant as editor.
3. Works.
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ROBERT LEE WEAVER
Waelrant, Hubert
1. Life.

Waelrant’s name appears with numerous spellings, including Waelrans,
Waelramst, Waelranck, Waralt and Vuaelrant, but in his own publications
he consistently used the forms Waelrant, Waelrand or Waelrandus. His life
and activities were centred on Antwerp, but much confusion arises from the
fact that there were several men with the same name in the city at the time,
including at least two lawyers named Hubertus Waelrant: a father and son
(c1521-74 and ¢1546—-1621). Persoons (1979, p.147) argued the
existence of a third lawyer with this name; Spiessens (1995) maintains that
this is not a separate man but is the elder of the father and son pair. The
composer, some of whose children practised law, may have been related
to the lawyers of this name. He was married at least three times: to Maria
Loochenborch (¢1547), with whom he had ten children, to Anna Ablyt (or
Van Covelen, 28 July 1564) and to Johanna Cleerhaghen on 3 May 1581.
Spiessens posits a fourth wife, Maeyken Corecopers, married to the
composer on 23 July 1551 (1995, p.53). Three of the composer’s sons,
Raymond, Peter and Paul, had careers as organists.

It is unclear where Waelrant received his musical training, although it has
frequently been suggested that he studied in Italy, a suggestion supported
by his close personal association with the Italian patron B.D. Inurea and by
his preference for a progressive style in his madrigals. However, the claim
that he studied with Willaert in Venice seems to have been based on a
misreading, by Fétis and Kiesewetter, of Berardi and de Arteaga.

Early in his career Waelrant was active as a singer and teacher. The
records of Antwerp Cathedral and the St Jacobskerk indicate that in 1544—
5 he received payments as a tenor, and rent contracts show that from 1553
to 1556 he taught music in a school managed by his landlord, Gregorius de
Coninck. Traditionally he has been credited with the extension of the
hexachord to an octave system by the addition of the two syllables ni and
ba (later altered to si and 0), and with the invention of a new seven-syllable
solmization system called bocedization (or voces belgicae). Sweerts, who
claimed to have been his pupil, was the first to link him with the latter; other
reports of the time attributed its invention to other musicians (see Benndorf,
1894; Lange, 1899-1900; and Lowinsky, 1946).



From about 1554 (possibly 1552) until 1558 Waelrant was associated with
the printer jean de Laet (Weaver, 1995, pp.113-17). The dedications to
their volumes indicate that Waelrant served as the publisher and
bookseller, caring for finances, selection of repertory and, most likely,
sales. Laet, as owner and printer, saw to the purchase of paper, layout,
type-setting, operation of the press and proof reading. In two books (1556°
and 1556") Waelrant called himself ‘typographus’, suggesting that he also
took on some aspects of the role of printer. 16 products of this joint venture
are extant. The type is notable for its elegant and simple face, as well as
for its unique sharp sign on a space and for the unusual form of the G clef
(see illustration).

Almost nothing is known of Waelrant after 1558 apart from his publications,
although the Antwerp Cathedral archives show that he served as a
consultant for the tuning of three new bells acquired in 1563. A number of
documents mark his participation in family events, including the weddings
of his daughter Maria, in 1571, and his son Raymond, in 1574. In 15834,
along with Trehou, Pevernage and Verdonck, Waelrant composed music to
poems from Jan Van der Noot’'s Lofsang van Braband (1580, the settings
are lost). In 1585 he served as the editor for Phalése and Bellére’s
Symphonia angelica (RISM 1585'%), a highly successful collection of four-
to six-voice madrigals (a revision of 1590'" went through three more
editions). Five of the 55 madrigals are by Waelrant himself. In the last
years of his life Waelrant fell into debt; according to Sweerts, he died on 19
November 1595 at the age of 78, and was buried in front of the choir in the
Church of our Lady on 22 November.

Certain aspects of Waelrant’s life and work suggest that he entertained
Protestant sympathies. Becker pointed to the vernacular psalms and
stressed that several of his volumes were confiscated by the Catholic
authorities at Mons and Courtrai in 1568. Lowinsky (1946 and 1972)
argued that in view of his preference for New Testament texts dealing with
Christ’s life and teachings (see below), he may have been associated with
the Anabaptists. Many of his texts certainly do seem to be in agreement
with certain Protestant movements, in their emphasis on personal piety and
morality grounded in the teachings of the life of Christ. But the multifarious
theologies in the Netherlands in his time create difficulties in identifying a
particular heresy, such as Anabaptism, Calvinism or some form of
spiritualism, with the composer. Furthermore, a legal document of 1596
states that the Waelrants were Catholics (Persoons, 1979 and Weaver,
1995, pp.338-40).

Waelrant, Hubert
2. Waelrant as editor.

Waelrant and Laet initiated their printing venture with a series of motets
that eventually extended to eight volumes; five anthologies consist of five-
and six-part works (RISM 1554°, 1555° 15557, 1556°, 15567), one is
devoted entirely to Waelrant’s works for five and six voices, and the other
two are anthologies of four-part works (1556, 1556°). Waelrant's own
music did not appear in this series until the fourth and fifth volumes, where
he is represented by one and two motets respectively. Other composers
presented in these anthologies include Crecquillon and Clemens non



Papa; the remaining composers are mostly minor contemporaries from the
Franco-Flemish region. In 1555 Waelrant and Laet published their first
editions of French music: Jean Louys’s five-part settings of 50 psalms, in
three volumes. They followed these with the Jardin musical, a collection of
sacred and secular music to French texts in four volumes, one for three
voices (RISM 1555%%) and three for four (1556'"(1—;'%). These include 14 of
Waelrant’s own works, eight of which are settings of psalm texts by Marot.
The other three composers well represented in these books are Jean
Caulery, Clemens and Crecquillon. The last extant publications by
Waelrant and Laet (1558) are wholly devoted to five-part Italian madrigals,
canzoni francesi and five- and six-voice motets, all by Waelrant himself.

The repertory that Waelrant and Laet published is much smaller than those
of Susato and Phalése. It is distinguished by its choice of progressive
music, by the quality of the type used and by the care that Waelrant took
over text underlay and musica ficta. For example, in his edition of
Crecquillon’s Sancte Maria virgo he altered the original text placement so
that speech and musical accents would be coordinated better.

Waelrant, Hubert
3. Works.

Waelrant’s styles as editor and composer are closely related. His
experience as a singer and teacher made him highly sensitive to the needs
of the performer. An important feature of his editorial technique was his
approach to text underlay. Wherever possible, he divided words into
syllables and aligned them with the correct notes; he employed ligatures to
clarify text setting and avoided the use of numerous shorthand iterum
signs, often preferring to repeat the text in full. He was also explicit in his
use of accidentals, which were applied in his own works to create colourful
chords, many for the purposes of text expression. His plaintive setting of
the scene from the story of Lazarus, Pater Abraham (Liber sextus), for
example, makes extensive use of accidentals to create cross-relationships
and dissonances as well as to realize for the performer the principles of
musica ficta. His application of accidentals in his role as editor of the works
of others was more cautious, revealing his respect of a composer’s
personal style.

Interestingly, Waelrant’s sacred chansons often bear features of the note
nere madrigal in their textures. In his setting of Donne secours, black notes
feature in imitative textures or in homophonic semiminim pairs, with
repeated chordal harmonies that create parlando rhythmic effects. The
French texts with serious moods match the serious Italian compositions in
their style; on the other hand, amusing texts, such as Un jour passé, have
more lively rhythms and more passages in chordal style. In Moys amourex
short four-note rhythmic units, repeated numerous times without harmonic
change, result in a liveliness not present in the madrigals (see Slenk,
1965).

In the nine madrigals of the Primo libro Waelrant combined Netherlandish
polyphonic techniques with typical madrigal devices, such as speech-like
rhythms (in short imitative phrases, in homophony and in textures that mix
the two) and chromatic harmonies (augmented triads, false relationships
and strong dissonances), to emphasize words like ‘pain’ and ‘grief’. In the



second parte of Ferma speranz’e fe pur, for example, cross-relations and
unexpected chords, built on chromatic-shifting bass lines, illustrate the text
‘Grave travagli’ e afflitta gelosia’. To add further interest, Waelrant shifts
between strict and free contrapuntal textures.

Waelrant, Hubert
WORKS

motets

[15] Sacrarum cantionum ... liber sextus, 5, 6vv (Antwerp, ?1558); ed. in Weaver
1971), 5 ed. in Piel

9 motets, 4-8vv (all inc.), D-Rp, I-Bc, S-Sk, SI-Ln, Yu-Lu
chansons spirituelles

Psalm (Marot), in Il primo libro de madrigali et canzoni francezi, 5vv (Antwerp,
1558), ed. in RRMR, Ixxxviii (1991) [also see below]

chansons

Il primo libro de madrigali et [11] canzoni francezi, S5vv (Antwerp, 1558), ed. in
RRMR, Ixxxviii (1991) [incl. sacred and other secular works]

6 chansons, 4, 5vv, GB-WCec, I-Bc, S-Sk

madrigals

Il primo libro de [9] madrigali et canzoni francezi, Svv (Antwerp, 1558), ed. in
RRMR, Ixxxviii (1991) [incl. sacred and other secular works]

1 Dutch madrigal, 5vv, 1561, B-Br (attrib. Waelrant in A. Goovaerts: Liederen en
andere gedichten gemaakt ter gelegenheid van het landjuweel van Antwerpen in
1561 (Antwerp, 1892), ed. in Weaver (1995), 336-8; 3 madrigals, 4, 6vv, /-Bc (inc.)

napolitane

Le [30] canzon napolitane, 4vv iVenice, 1565i iinc.i

34 napolitane, 4vv, GB-WCc (incl. 17 from 1565 edn.), 2 ed. in Weaver
instrumental

2 madrigals, 2 canzonas, 1584'%, 1600 (intabulations); 1 napolitana ed. in MMBel,
x (1966); 1 napolitana ed. in Noske
Waelrant, Hubert
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See Smits van Waesberghe, Jos.

Wagele, Antonia.

See Bernasconi, Antonia.

Wagemans, Peter-Jan

(b The Hague, 7 Sept 1952). Dutch composer. He attended the Hague
Conservatory, where he studied organ with Wim van Beek, composition
with van Vlijmen and music theory with van Dijk, and where he was also
introduced to electronic music. After studying with Klaus Huber in Freiburg,
he taught music theory at the Hague Conservatory (1978-84) and
composition at the Rotterdam Conservatory (since 1982). Since 1990 he
has been promoting 20th-century music in Rotterdam, including concerts at
De Doelen concert hall and the project ‘The Unanswered Question’ in De
Unie Hall, in which the work of young composers is combined with rarely
heard works by older composers.

Partly prompted by the work of Bernd Alois Zimmermann (whose Die
Soldaten greatly impressed him in a performance of 1971), Wagemans
attempts to combine sensitivity, mobility and well thought-out counterpoint
with strong emotional expression. His music has a narrative function, in
which great importance is attached to melody. In Muziek Il (1977, revised
1979), Wagemans distances himself from the serialism of Stockhausen
and Boulez. Using the principles of Messiaen's modes of limited
transposition he developed his own fixed note rows from which he
constructed short successions of notes with different intervals. He uses
primary numbers to determine durations of individual notes and length
ratios of passages or parts. Other influences include German late
Romanticism (Reger, Strauss, Schreker), French Romantic organ music,
Skryabin, jazz, Bach, Stravinsky and Perotinus. Wageman quotes the work
of historical composers extensively and uses stylistic mixture in order to
reflect the pluralism of society. His music is characterized by sudden mood
changes, ranging from unrestrained violence to mysticism and ironic
capriciousness. In 1990 he won the Matthijs Vermeulen Prize from the city
of Amsterdam for Rosebud.

WORKS

(selective list)

Choral: Cantata (Apocrypha: Ecclesiasticus iv.1-3), chorus, 2 cl, 2 bn, 1979;
Muziek Ill ‘Europa na de regen’ (Bible: Revelation, S. Mallarmé, A. Tennyson),
op.19a, solo vv, chorus, ens, 1984; Al de stromen vrolijk handen (after Ps xcviii),
chorus, fl, 1989



Orch: Sym., 1972; Muziek Il, 1977, rev. 1979; Romance, vn, orch, 1981, rev. 1983;
Irato, op.20b, 1983, rev. 1990; Klang, 1986; Rosebud (The Last Forest), orch,
female chorus ad lib, 1988; De draak, het huis, de zon, de boom en de vijver [The
Dragon, the House, the Sun, the Tree and the Pond], brass qt, orch, 1991, rev.
1995; Dreams, 4 pieces, 1991, rev. 1995; Panthalassa (Sym. no.6), wind orch,
1994; De stad en de engel, 1996, rev. 1997
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TON BRAAS

Wagenaar, Bernard

(b Arnhem, 18 July 1894; d York, ME, 19 May 1971). American composer,
conductor and violinist of Dutch origin. He studied for five years at Utrecht
University, where he was a pupil of Gerard Veerman (violin), Lucie
Veerman-Bekker (piano) and Johan Wagenaar (composition). He began
his career teaching and conducting in various Dutch towns from 1914 until
1920, when he moved to the USA (he took American citizenship in 1927).
After a period as a violinist in the New York PO (1921-3) he taught fugue,
orchestration and composition at the Institute of Musical Art (later the
Juilliard School, 1925-68); among his pupils were Druckman, Schuman
and Siegmeister. The first performance of his Symphony no.1 by the New
York PO under Mengelberg (1928) marked the beginning of a public career
during which Wagenaar received many awards and commissions. Of the
latter, the most notable came from the Netherland America Foundation for
the Song of Mourning, ‘a memoriam for orchestra for fallen Dutch patriots’,
which was introduced under Hans Kindler at the Metropolitan Opera House
in 1944. Wagenaar’s compositions, in a style that can be described as
neoclassical in its use of formal structures, modified to suit his artistic



purpose, include tonal and polytonal pieces demonstrating lyrical melodic
grace, finely wrought counterpoint and pungent harmonies. Some use of
jazz idioms is evident in the Triple Concerto. After exploiting the resources
of a large orchestra in the Symphony no.2 he moved towards more
compact, economical means. His works have been praised for fine
technique and craftsmanship, but also criticized for a derivative style and
for a tendency to the episodic which limits the expressive canvas of larger
movements. He was a member of the executive committee of the American
section of the ISCM, an active member of the League of Composers and
other associations devoted to contemporary music, and an officer of the
Order of Oranje-Nassau in the Netherlands.

WORKS

Chbr op: Pieces of Eight (2, E. Eager), New York, 9 May 1944

Vocal: 3 Songs from the Chinese (H. Bethge), S, fl, hp, pf, 1920, rev. 1922; From a
Very Little Sphinx (E. St Vincent Millay), 1v, pf, 1925; El trillo, chorus, 2 gui, perc,
1942; No quiero tus avellanas, A, female chorus, fl, eng hn, 2 gui, perc, 1942; other
songs

Principal publishers: Chappell, C. Fischer, G. Schirmer, Shawnee
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HERBERT ANTCLIFFE/BARBARA A. RENTON

Wagenaar, Diderik

(b Utrecht, 10 May 1946). Dutch composer. He studied music theory with
Jan van Dijk, Hein Kien and Rudolf Koumans, and the piano with Simon
Admiraal at the Royal Conservatory in The Hague. As a composer he is
essentially self-taught. He was appointed as a teacher of theory and 20th-
century music at the Royal Conservatory in 1969.

Wagenaar is, along with Louis Andriessen and Cornelius de Bondt, one of
the central figures of what has become known as the Hague School. His
works represent the typical approach of this group of composers in its most
austere form, with their exploitation of homogenous textures, their clearly
defined, though irregular rhythmic structure, and their dissonant, but
centripetal harmonies. He is especially remarkable for his handling of long,



purely unison passages, which significantly influenced the work of
Andriessen.

Wagenaar is the author of a modest but significant output, which shows a
very constant development. The early works display abrupt shifts between
different textures and still show traces of his interest in jazz music. From
this period, Liederen (1976) is a convincing example of cyclic development
within a mosaic-like framework. His exploration of the ambiguity between
harmonic and rhythmic density reached its apex in Metrum (1984), a
complex, polyrhythmic work for four saxophones and orchestra for which
he was awarded the Kees van Baaren Prize in 1989. In the works that
followed he reconciled a rich, chromatic harmony with a ritualistic,
Stravinskian formal clarity. Solenne (1992), for six percussionists, marked a
new phase, where his musical language, though in essence unchanged,
assumed an expressive tranquillity and a lyrical vein. This development led
to his first full-scale vocal work, Trois poemes en prose (1995), which
earned him the Matthijs Vermeulen Prize in 1996.

WORKS

(selective list)

Kaleidofonen, a sax, pf, 1969; Praxis, 2 pf, ob ad lib, 1973, rev. 1990; Liederen
(Canzonas), 15 brass, db, 2 pf, 1976, rev. 1978; Tam Tam, ens, 1978; Canapé, cl,
vn, vc, pf, 1980; Stadium, 2 pf, 1981; Metrum, 4 sax, orch, 1984, rev. 1986;
Crescent, wind ens, 1985; Limiet, str qt, 1985; Festinalente, tpt, brass band, perc,
1988; Triforium, wind ens, perc, 1988; La volta, pf, 1989; Tessituur, orch, 1990;
Solenne, 6 perc, 1992; Lent, vague, indécis, ens, 1993; Cat Music, 2 vn, 1994; La
caccia, trbn, 1995; 3 poémes en prose (C. Baudelaire), S, orch, 1995; Rookery Hill,
ens, 1998; Galilei, chbr orch, 1999 [after G. Galilei, R. Bellarmino, B. Pascal]

Principal publisher: Donemus

WRITINGS

‘Liederen: an Analysis’, Key Notes, x (1979), 28-32
‘Tam Tam’, Key Notes, xi (1980), 5-6
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FRITS VAN DER WAA

Wagenaar, Johan(nes)

(b Utrecht, 1 Nov 1862; d The Hague, 17 June 1941). Dutch composer and
teacher. He studied at the Toonkunstmuziekschool in Utrecht, taking



composition lessons from Richard Hol. On graduation in 1885, he
immediately began his career as a teacher there, simultaneously studying
the organ with Samuel de Lange. He replaced Hol three years later as
organist of Utrecht Cathedral, earning renown for his Bach performances,
and in 1896 succeeded him as director of the Toonkunstmuziekschool,
retaining both of these posts until 1919. In 1892 he spent a year in Berlin
(studying with Herzogenberg) and Vienna. Wagenaar conducted the
Toonkunst choirs of Utrecht (1904-27), Arnhem, Leiden and The Hague,
also a male voice choir in Utrecht, often in large-scale choral or orchestral
music by composers such as Berlioz and Mahler. In 1916 he received an
honorary doctorate from the University of Utrecht, and in 1919 was
appointed director of the Royal Hague Conservatory, where he remained
until 1937. Among his composition pupils were van Anrooy, Pijper, Bernard
Wagenaar, Voormolen, Enthoven and Orthel.

Around 1900, together with Zweers and Diepenbrock, Wagenaar gradually
re-established the role of the composer in Dutch musical life. He was active
in lay musical clubs, and attempted to popularize music through humour.
His cantata De schipbreuk, full of social and musical caricature, was
performed widely in the Low Countries.

His wit is further displayed in the cantatas De fortuinlijke kist and Jupiter
Amans and two operas, De doge van Venetié and De Cid, which resort to
parody and satire, emphasizing the surface sentimentality and absurdity of
so many Romantic operas. Wagenaar generally composed to suit the
tastes of his own generation, rather than current fashions; as a result, his
late works received little attention. Those pieces which have remained in
the Dutch repertory (such as the overtures Cyrano de Bergerac and De
getemde feeks, and Wiener Dreivierteltakt) are programmatic or theatrical
in origin. The writing shows a remarkable feeling for tone-colour, with
strong overtones of Berlioz and Strauss. A serious, arguably more original
aspect of his talent appears in compositions such as the symphonic poem
Saul en David and the vocal scene Aveux de Phedre.

For his services to music Wagenaar was decorated six times by the Dutch
Queen and twice by King Albert of Belgium: a striking contrast with his
youth when, as one of six illegitimate children of a prominent aristocrat, he
had known poverty and social discrimination (Roest, 1988).

WORKS

(selective list)

Ops: De doge van Venetié (quasi-serious, 3, M.P. Lindo), op.20, Utrecht,
Stadsschouwburg, 13 Apr 1901; De Cid (burleske, 4, Lindo), op.27, Utrecht,
Stadsschouwburg, 14 Apr 1916




Vocal: De schipbreuk [The Shipwreck] (cant., De Schoolmeester [G. van de Linde]),
op.8a, 1889; Ode aan de vriendschap (De Schoolmeester), op.16b, SATB, pf/orch,
1898; Priére au printemps (S. Prudhomme), op.18, SSAA, pf, 1898; Fantasie over
een oud-Nederlandsch lied (J. van Dokkum), op.19, TTBB, orch, 1899; De
fortuinlijke kist [The Treasure Chest] (cant., D. Wagenaar), op.29, 1916; Chanson,
op.30, SSATB, 1917; Canticum (P. Damasté), op.33, SATB, 1923; Jupiter Amans
(cant., De Schoolmeester), op.35, 1924-5; Aveux de Phédre (J. Racine), op.41, S,
orch, 1935; other choral works and arrs.

MSS in NL-DHim
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JOS WOUTERS/HARRISON RYKER

Wagenmann, Abraham

(b Ohringen, ¢1570; d Nuremberg, 19 March 1632). German printer. He
was a printer at Ohringen, but became a citizen of Nuremberg on his
marriage to Ursula Adelhart in 1593. He printed or published over 150
items, of which almost a third are music. His publications include works by
German and Italian composers, notably Vecchi; he was a particularly
staunch promoter of the music of Austrian exiles. His work is discussed in
T. Wohnhaas: ‘Nurnberger Gesangbuchdrucker und -verleger im 17.
Jahrhundert’, Festschrift Bruno Stéablein, ed. M. Ruhnke (Kassel, 1967),
301-15.

THEODOR WOHNHAAS

Wagenseil, Georg Christoph

(b Vienna, 29 Jan 1715; d Vienna, 1 March 1777). Austrian composer,
keyboard player and teacher. He can be considered one of the pivotal
figures in the development of the Classical style in Vienna with a
compositional career that spanned a period from Fux, his teacher, to
Haydn and W.A. Mozart, for whom he served as a precursor.

1. Life.

2. Works.
WORKS
BIBLIOGRAPHY

JOHN KUCABA/BERTIL H. VAN BOER



Wagenseil, Georg Christoph
1. Life.

Wagenseil's father and maternal grandfather were functionaries at the
Viennese imperial court. In his teens he began to compose keyboard
pieces and to receive keyboard instruction with the organist of the
Michaelerkirche in Vienna, Adam Weger. His accomplishments brought
him to the attention of the court Kapellmeister, Johann Joseph Fux, who
recommended him for a court scholarship in 1735; for the next three years
he received intensive instruction in keyboard playing, counterpoint and
composition from his sponsor and from Matteo Palotta. As a result of an
enthusiastic endorsement from Fux, Wagenseil was appointed composer to
the court on 6 February 1739, a post he held until his death. He also
served as organist from 1741 to 1750 in the private chapel of Empress
Elisabeth Christine (widow of Charles VI), and in 1749 became
Hofklaviermeister to the imperial archduchesses. To the latter he dedicated
four sets of divertimentos, which were engraved and issued as opp.1—4 by
Bernardi of Vienna (1753—-63).

Wagenseil travelled to Venice in 1745 to supervise the production of his
first opera, Ariodante, and in 1759-60 he was in Milan for a performance of
Demetrio. In the mid-1750s uncommonly generous publication privileges
granted by Parisian printers brought about a flood of instrumental
compositions, particularly symphonies (see illustration), which raised him to
international prominence, and which were undoubtedly responsible for
Burney’s high opinion of him. Among those acquainted with his music was
the young Mozart, who played one of Wagenseil's concertos before Maria
Theresa in 1762 and several keyboard pieces at the English court in 1764.
Haydn was likewise familiar both with numerous instrumental works, as
entries in the so-called Quartbuch show, and with Wagenseil's operas,
which found their way to Eisenstadt.

Wagenseil was also renowned as a keyboard virtuoso, and elicited the
highest praise from contemporaries such as C.F.D. Schubart (who
remarked that Wagenseil ‘played with extraordinary expressive power and
was capable of improvising a fugue with great thoroughness’). But from
about 1765 steadily worsening lameness and an attack of gout which
affected his left hand curtailed his activities at court and eventually confined
him to his quarters where, according to Burney, who visited him on several
occasions, he continued to compose and to teach.

Among Wagenseil’s pupils were Leopold Hofmann, J.A. Stépan, F.X.
Dusek, Johann Gallus-Mederitsch, G.A. Matielli, P. le Roy, the brothers
Franz and Anton Teyber, and J.B. Schenk. The last, who began instruction
in 1774, provided in his autobiography a detailed account of his mentor’s
teaching methods which, not surprisingly, were based on Fux (a legacy
Schenk was then to transmit to Beethoven later in the century) but which
were also remarkable for their time in drawing on Handel and Bach.

Wagenseil, Georg Christoph
2. Works.

Wagenseil's earliest creative efforts (up to about 1745) appear to focus on
sacred music, particularly masses, both a cappella and concerted. Some of



those in the latter style were brilliantly scored for four trumpets, timpani,
cornetto, two trombones, bassoon, strings and organ. The choral writing
displays a formidable contrapuntal skill (canons, strettos, fugatos and
double, triple and quadruple fugues abound), and the predominantly lyric
and contemplative solo and ensemble sections deftly fuse voices and
concerting instruments.

Beginning with his first opera in 1745, Wagenseil expended considerable
efforts on stage works over the next five years. Many of these were
composed for festivities celebrating the nameday or birthday of various
members of the imperial family. His operas are remarkable for their stylistic
development that transcends the traditional norms of opera seria. He soon
introduced diminutive arias in folk or galant style, expressive accompanied
recitatives and finely wrought choruses to disrupt the traditional sequence
of secco recitatives and da capo arias. But the most significant progressive
feature is the welding of aria, ensemble, recitative and chorus into large
unified tableaux, exemplified in its most mature form by the central scene
between Orpheus and Eurydice which Wagenseil wrote in 1750 for the
pasticcio Euridice and which pointed the way to Gluck’s operatic reform of
1762.

In the solo keyboard music a clear stylistic development is discernible from
the early dance suites which open with an overture or arpeggiated prelude,
through miniature sonatas (also called divertimentos) employing
successions of tiny repeated melodic fragments, to the late works which
have acquired fluency, breadth and definition of structural details.
Wagenseil seldom deviated from full recapitulations, although he frequently
begins these in the subdominant key. Though he experimented with two-,
four- and five-movement cycles, he preferred a three-movement sequence,
either fast—-minuet—fast or fast—slow—minuet, similar to the early keyboard
compositions of Haydn. The sonatas juxtapose improvisatory, dance, folk
and cantabile elements which are distributed over the keyboard in colourful
and imaginative fashion. Though the prevalent tone is one of delicacy and
charm, he was capable of depth of expression and, on occasion, striking
departures from the usual facile harmonic conventions. The numerous
string trios, offered for sale over several decades by publishers in London,
Paris and Leipzig and singled out for praise by Hiller (Wéchentliche
Nachrichten, 3 October 1768), also range from conservative works written
for ecclesiastical use to pieces in galant style.

Most of the keyboard concertos are chamber works intended for the
dilettante, reflecting his position as court keyboard instructor. The
harpsichord is the preferred solo instrument, although the sources often
designate the organ, or less frequently the piano (and even the harp), as
also appropriate. Thin accompaniments comprising two violins and bass
and ever-present minuet finales point to the influence of the divertimento.
The music bristles with a variety of ornaments, as well as with triplets, short
trills and patterns of very short note-values; the repetition of phrases in the
minor (a hallmark of the composer’s style) is especially in evidence, and
Wagenseil introduced fresh keyboard figurations and patterns which served
as pedagogical models for the coming decades. The finales, with their
innocuous melodic substance and limited rhythmic vocabulary, are the
least effective units in the cycle, and a number of the initial movements are



marred by a certain predictability in the disposition of material between solo
and tutti, weaknesses which are offset by impressive sustained cantilenas
or highly ornamented coloratura writing in the slow movements. Among
concertos for other solo instruments, the one for cello in A major (dated
1752) is worthy of mention for its extraordinary sweep and expressive
power, and the concerto for alto trombone remains one of the most
significant early concertos for this instrument.

Wagenseil's symphonies offer more diversity, and are of greater
consequence in his total output. They draw on a wide variety of influences:
opera sinfonia, trio sonata, divertimento, solo concerto, concerto grosso,
opera buffa and suite. Here, as in the majority of his other instrumental
works, Wagenseil favoured a three-movement scheme, although there are
examples in four movements. The opening movements reflect a continuous
stylistic development from the triadic unisons, common to the Italian
sinfonia of the 1740s, to a series of sequential galant motifs, to a final form
in which segmenting and development of thematic ideas within an overall
sonata form appears to dominate. The grand Baroque gestures of his
earlier slow movements later became ingratiating and delicate utterances,
and Wagenseil began to depart from the customary dance finales in 3/8 or
3/4 by infusing them with greater rhythmic, melodic and textural interest, or
by substituting rondo designs or extended movements in duple metre. That
his symphonies were popular on an international scale can be seen by the
uncommonly wide distribution of their sources.

Wagenseil's numerous contributions to most of the forms then current and
the international dissemination and success of these works assure him a
central position in the development of the Classical style.

Wagenseil, Georg Christoph
WORKS

printed works published in Paris unless otherwise stated

dramatic

unless otherwise stated, first performed in Vienna and MSS in A-Wn

Ariodante (dramma per musica, 3, A. Salvi, after L. Ariosto), Venice, S Giovanni
Grisostomo, aut. 1745, facs. in 10B, Ixxiii (1981)

Demetrio (dramma per musica, 3, Metastasio), Florence, Pergola, 26 Dec 1746, I-
Nc

Il Siroe (dramma per musica, 3, Metastasio), Burg, 4 Oct 1748

Antigono (dramma per musica, 3, Metastasio), Vienna, Schonbrunn, 14 May 1750

Le cacciatrici amanti (festa teatrale, 2, G. Durazzo), Laxenburg, 25 June 1755

Contribs. to: Andromeda, 1750; Euridice, 1750, facs. in 0B, Ixxv, 1983); Armida
placata, 1750; Catone and Merope, cited in MGG 1 (H. Scholz-Michelitsch)

vocal



MSS in A-Wn unless otherwise stated

Orats: Gioas, re di Giuda (Metastasio), 1755; La redenzione (Metastasio), 1755; Il
roveto di Mosé (Abbate Pizi), 4 March 1756

Other sacred: ¢90 liturgical works, 1737-55, incl. 9 Marian ants, c20 offs, hymns,
grads, segs, ints, canticles, A-KR, Wgm,Wn, CH-EN, D-Bsb, MUs, H-P; 14 songs

Other vocal: 3 duets; ¢30 arias, 1 in L’écho ou journal de musique (Liege, 1764),
CH-Bu, EN, D-DO,RH, I-MAav

orchestral
thematic catalogue in Scholz-Michelitsch, 1972

Syms.: 6 trio en symphonie, op.2 (1756); 6 simphonies a 4 parties obligées, op.3
(¢1760); Sinfonia & pit stromenti (¢1765); 64 others, A-Gmi, GO, KR, SF, Wgm,Wh,
B-Bc, CH-Bu, CZ-Pnm, D-KA, RH,ROu, Rtt, SWI, GB-Lbl, H-Bn, I-BGc, US-Wec, 2
ed. in DTO, xxxi, Jg.xv/2 (1908/R); 15 ed. in The Symphony 1720-1840, ser. B, iii
1981); 15 others in anthologies (¢1755—¢1762); 3 cited in catalogues

Other concs.: 4 for fl, D-KA, Rtt; 2 for 2 vn, A-GO,B-Bc; 1 for vn, A-Sn, Wgm:; 2 for
vc, 1752, 1763, Wst, ed. in Diletto musicale, Ixi (Vienna, 1960), cxxi (Vienna, 1963);
1 for bn, for alto trbn, CZ-KRa, ed. P. Angerer (Zumikon, 1990)

chamber

Thematic catalogues in Michelitsch, 1966, and Scholz-Michelitsch, 1972 and 1980.

Str: sestetto, gnt, 4 qts, A-Wn; 6 sonates en trio, 2 vn, b, op.1 (n.d.); 6 Sonatas, 2
vn, vc/hpd (London, 1760); 33 other trios, Wgm,Wn, Wst, CH-BEb, CZ-Bm, KRa, I-
GI,S-HA, L, Uu, US-BE; 15 other trios cited in catalogues

Wind: 7 divertimentos, A-Wgm, D-SWI; Partita a 8, A-Wgm; 2 fl sonatas, DK-Kk, F-
Pn




Other kbd: 97 Versetten aus verschiedenen Tonen ... samt einer Fuge, A-Whn;
Praeambula 8 tonorum (8 verset cycles), Wn; 14 preludes, GO, D-Bsb; 1 prelude
and fugue, Bsb; 1 prelude, 1 fugue, in Musaeum pantaleonianum ¢1750, H-Bn; 18
single pieces, A-Wgm, B-Bc, CH-E, D-Bsb, DIb,DS, SWI, S-L; 15 arrs. of concs., 2
pf, DIb; 6 orch works arr. pf, A-Wh, KR, and in contemporary anthologies

theoretical works

Rudimenta panduristae oder Geig-Fundamenta, worinnen die klirzeste
Unterweisung fiir einen Scholaren ... dargethan wird (Augsburg, 1751)
Wagenseil, Georg Christoph
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Wagenseil, Johann Christoph

(b Nuremberg, 26 Nov 1633; d Altdorf, 9 Oct 1708). German scholar. His
work on the Meistersinger is of interest to musicians. Because of his
comprehensive knowledge he was described as ‘Polyhistor celeberrimus’
(by Will) in the 18th century; he gained much of his knowledge during
extensive travels in nearly all European countries as a ‘Hofmeister, i.e. a
travelling companion of young patricians. He accordingly became a
member of several learned societies and a doctor of laws of the University
of Orleans (in 1665). He was professor of public and canon law, history and
oriental languages at the Civic University of Nuremberg at Altdorf, of which
he was twice rector and law dean. For a time he also had charge of the
university library. His list of works, large even for a polymath, runs to 88
titles, including the appendix to his Latin history of Nuremberg, De civitate
noribergensi commentatio (Altdorf, 1697/R1975); the appendix (pp.433-5)
bears the German title Buch von der Meister-Singer holdseligen Kunst
Anfang, Fortiibung, Nutzbarkeiten, und Lehrsétzen and contains an
engraved portrait of Wagenseil by J. Sandrart (dated 1680). It deals with
the origin of the Meistersinger, their Tabulaturen and their customs, and
includes examples of music by Muglin, Frauenlob, Marner and
Regenbogen. Wagenseil's reliability and scholarly accuracy were doubted
even by his contemporaries. Nevertheless, his treatise on the Meistersinger
of Nuremberg, the first of its kind, is a very important account of the subject
and provided the basis for texts by Jean Paul and E.T.A. Hoffmann, as well
as the text, and the musical substance too, of Wagner’s opera.
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Waghalter, Ignatz

(b Warsaw, 15 March 1881; d New York, 7 April 1949). Polish-German
conductor and composer. Having completed his apprenticeship at the
Berlin Komische Oper (1907-11) and the Stadttheater in Essen (1911-12),
he rose to prominence in Berlin as a conductor at the Deutsche Oper
(1912-23) and opera composer. His three major operas, all composed in a
richly melodic vein, received their premiéres at the Deutsche Oper:
Mandragola (1914), inspired by the Renaissance comedy by Machiavelli;
Jugend (1917), adapted from the realist tragic drama by Max Halbe; and
Santaniel (1923), based on a Polish fantasy tale. In 1925 Waghalter
succeeded Josef Stransky as principal conductor of the New York State
SO. Despite his favourable critical reception, Waghalter returned to
Germany where he was active as a guest conductor and composer. He fled
from Germany in 1934, first to Czechoslovakia and then to Austria, where
he composed his last opera, Ahasaverus und Esther (1937). Emigrating to
the USA in 1938, Waghalter established an orchestra of black musicians,
but the enterprise found little support in the prevailing social climate. He
died in obscurity at the age of 68. But the centenary of his birth was
commemorated by the Deutsche Oper, which also, in 1989, offered a
public performance of Jugend. Other works by Waghalter include a String
Quartet in D op.3; a Sonata for Violin and Piano op.5; a Violin Concerto in
A op.15; and several operettas (including Der spéter Gast, Wem gehort
Helena, Barbel), lieder and pieces for the piano. He left behind an
autobiography, Aus dem Ghetto in die Freiheit (Marienbad, 1936).
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Wagner
(1) (Wilhelm) Richard Wagner
(b Leipzig, 22 May 1813; d Venice, 13 Feb 1883). Composer. One of the

key figures in the history of opera, Wagner was largely responsible for
altering its orientation in the 19th century. His programme of artistic reform,



though not executed to the last detail, accelerated the trend towards
organically conceived, through-composed structures, as well as influencing
the development of the orchestra, of a new breed of singer, and of various
aspects of theatrical practice.
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1. The formative years: 1813-32.

It is both fitting and psychologically congruous that a question mark should
hover over the identity of the father and mother of the composer whose
works resonate so eloquently with themes of parental anxiety. Richard
Wagner's ‘official’ father was the police actuary Carl Friedrich Wagner, but
the boy’s adoptive father, the actor-painter Ludwig Geyer, who took
responsibility for the child on Carl Friedrich’s death in November 1813, may
possibly have been the real father. Wagner himself was never sure, though
any concern he may have had about Geyer’'s supposed Jewish origins
would have been misplaced: Geyer was of incontrovertibly Protestant
stock. Recent research has further established that Wagner’s mother
Johanna was not the illegitimate daughter of Prince Constantin of Saxe-
Weimar-Eisenach, as previously believed, but his mistress (Gregor-Dellin,
1985).

Wagner’s formal education began on 2 December 1822 at the Kreuzschule
in Dresden, where his mother and stepfather had moved to enable Geyer
to undertake engagements for the Hoftheater. On returning to Leipzig with
his mother and sisters he entered the Nicolaischule on 21 January 1828,
but school studies were less enthusiastically pursued than theatrical and
musical interests, which resulted in a ‘vast tragic drama’ called Leubald and
conscientious perusal of Logier's composition treatise. Harmony lessons
(initially in secret) with a local musician, Christian Gottlieb Muller (1828—
31), were followed by enrolment at Leipzig University (23 February 1831) to
study music, and a short but intensive period of study with the Kantor of the
Thomaskirche, Christian Theodor Weinlig (about six months from October
1831).



In his autobiographical writings Wagner later played down the significance
of his musical education in order to cultivate the notion of the untutored
genius. But its fruits were evident in a series of keyboard and orchestral
works written by spring 1832 and particularly in the Beethovenian
Symphony in C major which followed shortly after. A genuine passion for
Beethoven, while confirmed by such works and the piano transcription of
the Ninth Symphony made in 1830-31, was exaggerated in another typical
piece of mythification: Wagner’s account of a supposedly momentous
portrayal of Leonore by the soprano Wilhelmine Schréder-Devrient in
Leipzig in 1829 is undermined by the unavailability of any evidence that the
singer gave such a performance. Yet the fable (probably a semi-conscious
conflation of two separate events) attests to the young composer’'s
ambition to be proclaimed the rightful heir to the symphonic tradition
embodied in Beethoven.

Wagner’s first attempt at an operatic project was a pastoral opera modelled
on Goethe’s Die Laune des Verliebten (? early 1830); the work was
aborted with only a scene for three female voices and a tenor aria written.
His second project, Die Hochzeit, was conceived in October—November
1832, while he was visiting the estate of Count Pachta at Pravonin, near
Prague. Based on a story from J.G.G. Busching’s Ritterzeit und
Ritterwesen, Die Hochzeit was a grisly tale of dark passions, treachery and
murder. The libretto, according to Wagner’s autobiography, Mein Leben,
was destroyed by him as a demonstration of confidence in the judgment of
his sister Rosalie. Such music as was completed, between December 1832
and February 1833 — an introduction, chorus and septet — survives.

Wagner: (1) Richard Wagner
2. Early career: 1833-42.

Wagner's first professional appointment, secured by his brother Albert, was
as chorus master at the theatre in Wirzburg. There he encountered
repertory works by Marschner, Weber, Paer, Cherubini, Rossini and Auber,
of which composers the first two influenced him most strongly in his
musical setting of Die Feen (1833—4), a working by Wagner himself (he
was to write all his own librettos) of Gozzi’s La donna serpente. Returning
to Leipzig at the beginning of 1834, he came into contact with the
charismatic radical Heinrich Laube (a family friend) and other members of
the progressive literary and political movement Junges Deutschland. The
writers associated with this uncoordinated grouping, including Karl
Gutzkow, Ludolf Wienbarg, Heinrich Heine and Ludwig Boérne, rejected not
only the Classicism of Goethe and Mozart but also what they regarded as
the reactionary, socially irrelevant and sentimentally conceived
Romanticism of Weber and E.T.A. Hoffmann. They turned instead for
inspiration to Italy and to the French Utopian socialists, especially the
Saint-Simonists, spurning Catholic mysticism and morality in favour of
hedonism and sensuality. It was under these influences that Wagner wrote
his essays Die deutsche Oper (1834) and Bellini(1837), celebrating the
italianate capacity for bel canto expressiveness, and his next opera Das
Liebesverbot (1835-6), relocating Shakespeare’s Measure for Measure in
a sun-soaked, pleasure-filled Mediterranean setting; the chief musical
models adopted were, appropriately, Bellini and Auber.



It was carnal rather than aesthetic considerations, according to Wagner,
that persuaded him to accept a post as musical director of the travelling
theatre company run by Heinrich Bethmann: he had fallen instantly in love
with one of the leading ladies, Christine Wilhelmine (‘Minna’) Planer.
However, during his term with Bethmann’s company (1834—6) he also
gained valuable conducting experience and saw Das Liebesverbot onto the
boards (29 March 1836) for what was to be the only performance in his
lifetime.

Minna continued to pursue her theatrical career with engagements at the
Kdnigstadtisches Theater in Berlin and then in Kénigsberg. Negotiations for
Wagner to secure the musical directorship of the opera in the latter town
were protracted until 1 April 1837, but in the meantime he had sketched a
prose scenario for a grand opera, Die hohe Braut, which he sent to Scribe
in Paris in the hope that a libretto by him might inspire an Opéra
commission. It was Wagner who eventually produced a libretto for Die
hohe Braut (in Dresden in 1842); it was offered first to Karl Reissiger and
then to Ferdinand Hiller, but was finally set by Jan Bedfich Kittl. An already
tempestuous relationship with Minna was sealed by their marriage on 24
November 1836. Within months she had abandoned him in favour of a
merchant called Dietrich; the rift had been healed only in part when
Wagner took up a new post as musical director of the theatre in Riga, a
Latvian town (part of the Russian Empire) colonized by Germans. He made
the journey alone, arriving on 21 August 1837, but subsequently shared his
cramped apartment not only with Minna, but also with her sister Amalie
(who had taken up an appointment as singer at the theatre) and a wolf cub.
Conditions at the small theatre were similarly constricted and the
management unimaginative, though Wagner’s enterprise and initiative did
result in a series of subscription concerts.

In the summer of 1838 he turned his attention to a comic opera based on a
tale from The Thousand and One Nights, calling it Mé&nnerlist grésser als
Frauenlist, oder Die gliickliche Béarenfamilie. He completed the libretto and
began to set it in the manner of a Singspiel, but abandoned it in order to
concentrate on a major project that had been simmering since he had read,
the previous year, Bulwer-Lytton’s novel about the Roman demagogue
Rienzi. The poem and some of the music of the five-act grand opera
Rienzihad been written by August 1838. The Riga appointment turned out
to be as precarious for Wagner as his marriage, and after a contractual
wrangle he determined to try his luck in the home of grand opera, Paris.

The departure from Riga had to be clandestine; Wagner and his wife were
heavily in debt and their passports had been impounded. Under cover of
night, Wagner, Minna and their Newfoundland dog, Robber, clambered
through a ditch marking the border, under the noses of armed Cossack
guards. Then, reaching the Prussian port of Pillau (now Baltiysk), they were
smuggled on board a small merchant vessel, the Thetis, bound for London.
The dangerous, stormy crossing and the crew’s shouts echoing round the
granite walls of a Norwegian fjord were later represented by Wagner as the
creative inspiration for Der fliegende Holldnder. If any ideas for text or
music were jotted down at the time of the sea crossing (July—August 1839),
the evidence has not survived. Crossing the Channel from Gravesend to
Boulogne, Wagner was received there by Meyerbeer, who listened to



Wagner’s reading of the libretto of Rienzi and promised to provide letters of
introduction to Duponchel and Habeneck, respectively the director and
conductor of the Paris Opéra.

Wagner spent a dismal, penurious two and a half years (September 1839
to April 1842) in Paris, a victim of the sharp social divisions of Louis-
Philippe’s July Monarchy which reserved wealth and privilege for a
bourgeois élite. He was forced to earn his keep by making hack
arrangements of operatic selections and by musical journalism in which he
lambasted the mediocrities perpetrated by the Opéra. In March 1840 the
Théatre de la Renaissance accepted Das Liebesverbot, but the theatre
was forced into bankruptcy two months later. There is no evidence to
support Wagner’s suggestion (made subsequently in Mein Leben) that
Meyerbeer, through whose agency the work had been accepted, was
aware of the imminent bankruptcy. Nor, apparently, did Wagner believe so
at the time: on 20 September 1840 he wrote to Apel, ‘Meyerbeer has
remained untiringly loyal to my interests’. It is psychologically more
plausible that Wagner’'s shameless obsequiousness before an influential
patron was later transmuted by frustration and jealousy into the venomous
bitterness seen, for example, in Das Judentum in der Musik.

In May 1840 Wagner sent Eugéne Scribe a copy of his sketch of Der
fliegende Hollénder, and the following month he mentioned it to Meyerbeer,
in the hope that he might use his influence to have the work put on at the
Opéra. Meyerbeer introduced him to the new director of the Opéra, Léon
Pillet, who bought the story for 500 francs, supposedly to have it made into
an opera by one of the composers under contract to him. In fact, the two
librettists given the sketch, Paul Foucher and Bénédict-Henry Révoil, did
not, as generally stated, base their work Le vaisseau fantéme primarily on
it but on a variety of sources including Captain Marryat's The Phantom
Ship and Sir Walter Scott’s The Pirate. Wagner meanwhile proceeded to
elaborate his scenario into a work of his own and initially he worked on the
Hollénder in tandem with Rienzi, which was completed in November 1840.

It was at this time that Wagner was threatened with imprisonment for debt,
but the available evidence strongly suggests that the threat was never
executed. Partly through Meyerbeer’s influence, Rienzi was accepted by
the Dresden Hoftheater. Preparations were under way by April 1842, when
Wagner, deeply disillusioned with Paris, began to make his way back to the
fatherland.

Wagner: (1) Richard Wagner
3. Kapellmeister in Dresden: 1843-9.

The premiere of Rienzi on 20 October 1842 was an immense success,
catching, as the work did, the rebellious spirit of the times. The darker,
introspective quality of the Holldnder, which followed at the Hoftheater on 2
January 1843, proved less appealing. Nevertheless, he was an obvious
candidate for the post of Kapellmeister at the King of Saxony’s court in
Dresden, which had become vacant at that time. The prospect of financial
security finally outweighed any doubts he had about accepting a liveried
post in the royal service. Technically, Wagner’s status as second
Kapellmeister was commensurate with that of the first Kapellmeister,



Reissiger, but by the 1840s the latter was content to rest on his laurels
while younger colleagues undertook the more onerous duties.

Those duties included conducting operatic, instrumental and orchestral
performances and composing pieces for special court occasions. Among
the latter works are numbered Das Liebesmahl der Apostel (1843), a
biblical scene for male voices and orchestra; Der Tag erscheint (1843), a
chorus for the unveiling of a monument to the king; Gruss seiner Treuen an
Friedrich August den Geliebten (1844), another choral tribute to the king;
and An Webers Grabe (1844), a chorus for the ceremony attending the
reburial of Weber’'s remains in his home town (the campaign to effect which
Wagner had vigorously supported).

Wagner had begun work on his next major project, Tannhé&user, in the
summer of 1842, when a detailed prose draft was worked out at Aussig
(now Usti nad Labem) in the Bohemian mountains. It was not versified until
the spring of the following year, and the composition occupied Wagner
between July 1843 and April 1845. The first performance took place at the
Hoftheater on 19 October 1845. Wagner then spent three months
analysing the conditions under which court music was produced at
Dresden. His proposals, including a series of winter orchestral concerts,
were eminently reasonable, but after a year’s delay Wagner was informed
that they had been rejected.

Wagner’s library in Dresden embraced a broad range of literature, both
ancient and modern, from Calderdn to Xenophon and from Gibbon to
Moliére. It also contained versions of Gottfried von Strassburg’s Tristan,
editions of the Parzival and Lohengrin epics, and a number of volumes on
the medieval cobbler-poet Hans Sachs. The subjects of Lohengrin and
each of the music dramas to follow the Ring were thus germinating in his
mind during these years; a first prose draft was actually made for Die
Meistersinger at Marienbad in 1845.

An event of major importance for Wagner was his organization in 1846 of a
performance of Beethoven’s Ninth Symphony (still at that time considered
an unapproachable work) for the traditional Palm Sunday concert in the old
opera house. Against considerable opposition from the administration he
secured a notable financial and artistic success. The existence of sketches
dating from 1846—7 for at least two symphonies bears witness to the
inspirational effect the preparations for the Ninth had on Wagner himself.

During these years too he was working on the composition of Lohengrin, as
well as studying Aeschylus (Oresteia), Aristophanes and other Greek
authors in translation. In February 1847 he conducted his own arrangement
of Gluck’s Iphigénie en Aulide. His meagre salary (1500 talers per annum)
was not enough to cover essential outgoings, but Minna managed the
household efficiently and enjoyed the status of Kapellmeister’s wife. They
remained involuntarily childless (probably as a result of an earlier
miscarriage) but in general the marriage was at its most stable at this
period.

The insurrectionary outbreaks in Paris in February 1848 and in Vienna the
following month were greeted with zealous approbation by the ranks of
middle-class German liberals, indignant at the indifference of their princely



rulers to social deprivation among the working classes, and motivated by
fear of their own proletarianization. In Dresden barricades were erected
and the king presented with demands for democratic reform. Wagner’s plan
for the organization of a German national theatre, which proposed that the
director of such an institution be elected, that a drama school be set up, the
court orchestra expanded and its administration put under self-
management, was a reflection of such democratic principles, and
consequently rejected. It is mistaken to see such a proposal — or, indeed,
Wagner’s involvement in the revolution generally — simply as opportunist.
He naturally wished to see the role of the opera house enhanced in a
reconstructed society, but such a desire sprang from the conviction that art
was the highest and potentially most fruitful form of human endeavour.

He threw in his lot with the insurrectionists when in June 1848 he delivered
a speech to the Vaterlandsverein, the leading republican grouping, on the
subject of the relation of republican aspirations to the monarchy. The evils
of money and speculation were denounced as barriers to the emancipation
of the human race, and the downfall of the aristocracy was predicted. The
notion that the Saxon king should remain at the head of the new republic,
as ‘the first and truest republican of all’, was not an idiosyncratic one, but in
tune with the limited demands of the bourgeois liberals for constitutional
government.

Wagner remained for the time being at his post, and began to set down a
prose résumé of what was to become the Ring. The manuscript, dated 4
October 1848, was headed Die Nibelungensage (Mythus), though it was
subsequently renamed Der Nibelungen-Mythus: als Entwurf zu einem
Drama. A prose draft of Siegfrieds Tod (later to become Goétterdémmerung)
was made the same month, followed (not preceded, as previously
supposed) by the essay Die Wibelungen: Weltgeschichte aus der Sage
(winter 1848-9). Other projects of the period included Friedrich I (in five
acts, possibly intended as a musical drama), Jesus von Nazareth (probably
also intended as a five-act opera, though only a prose draft was
completed), Achilleus (sketches for a work in three acts) and Wieland der
Schmied (a heroic opera in three acts; prose draft). Wieland and, in
particular, Jesus von Nazareth espouse the ideas of Pierre-Joseph
Proudhon and Ludwig Feuerbach: ownership of property as the root of evil,
supremacy of love over the law, and a new religion of humanity.

Wagner’s assistant conductor, August Rockel, was no less of a firebrand,
and the weekly republican journal he edited, the Volksbléatter, contained
various inflammatory tirades by Wagner and others. Through Rockel,
Wagner came to know Mikhail Bakunin, the Russian anarchist, who in turn
was acquainted personally with Marx and Engels. The fact that no works of
Marx were contained in Wagner’s library at Dresden provides no proof that
Wagner was unfamiliar with his ideas: radical theories would have
circulated freely in a major city such as Dresden.

Wagner’s active role in the Dresden insurrection obliged him to flee for his
life when the Prussian troops began to gain control in May 1849. He was
sheltered by Liszt at Weimar before making his way on a false passport to
Switzerland. A warrant had been issued for his arrest.

Wagner: (1) Richard Wagner



4. Zurich essays.

Even after the savage crushing of the 1848-9 uprisings, Wagner continued
to believe that both social and artistic reform were imminent. In the first
years of his exile in Zurich — he was not to enter Germany again until 1860
— he formulated a set of aesthetic theories intended to establish opera in a
radically recast form as at once the instrument and the product of a
reconstructed society. In the first of this series of Zurich essays, Die Kunst
und die Revolution (1849), written under the influence of Proudhon and
Feuerbach, Wagner outlined the debasement of art since the era of the
glorious, all-embracing Greek drama. Only when art was liberated from the
sphere of capitalist speculation and profit-making would it be able to
express the spirit of emancipated humanity. The vehicle envisaged to effect
this transformation process, namely the ‘art-work of the future’, was
elaborated, along with the concept of the reunification of the arts into a
comprehensive Gesamtkunstwerk (‘total work of art’) on the ancient Greek
model, in two further essays, Das Kunstwerk der Zukunft (1849) and Oper
und Drama (1850-51).

In the former, Wagner argued that the elements of dance, music and
poetry, harmonized so perfectly in Greek drama, were deprived of their
expressive potential when divorced from each other. In the ‘art-work of the
future’ they would be reunited both with each other (in the ‘actor of the
future’, at once dancer, musician and poet) and with the arts of
architecture, sculpture and painting. Allowance was even made for the
occasional use of the spoken word. Theatres would need to be redesigned
by aesthetic criteria rather than those of social hierarchy. Landscape
painters would be required to execute the sets. Above all, the new work of
art was to be created, in response to a communal need, by a fellowship of
artists, representative of das Volk (‘the people’).

The philosophical basis of Das Kunstwerk der Zukunft is multi-faceted. The
volkisch ideology, which urged a return to a remote primordial world where
peasants of true Germanic blood lived as a true community, had evolved
with the rise of national consciousness in the 18th century. Notions such as
that of the Volk’s creative endeavours arising spontaneously out of sheer
necessity — a process of historical inevitability — owe much to Feuerbach
and to such revolutionary thinkers as Marx. Nor was the concept of the
Gesamtkunstwerk new: writers such as Lessing, Novalis, Tieck, Schelling
and Hoffmann had previously advocated, either in theory or in practice,
some sort of reunification of the arts, while the idea of the regeneration of
art in accordance with classical ideals can be identified with Winckelmann,
Wieland, Lessing, Goethe and Schiller.

Oper und Drama is an immense discourse on the aesthetics of drama-
through-music (see Music drama). A new form of verse-setting
(Versmelodie) is outlined, in which the melody will grow organically out of
the verse. It will use Stabreim (an old German verse form using alliteration)
and a system of presentiments and reminiscences, functioning as
melodische Momente (‘melodic impulses’); see Leitmotif. Only rarely will
one voice serve as harmonic support for another; choruses and other
ensembles will be eliminated. Wagner’s claim that the new ideas and
techniques had ‘already matured’ within him before the theory was



formulated is something of an exaggeration, as is suggested by his
willingness to adapt the theoretical principles in the light of practical
experience. Their formulation did, however, enable him to grapple with the
central issue: how to reconcile his own fundamentally literary and dramatic
inspirations with the Classical symphonic tradition.

Two other important essays of the period should be mentioned. Das
Judentum in der Musik argues that the superficial, meretricious values of
contemporary art are embodied, above all, in Jewish musicians. The
rootlessness of Jews in Germany and their historical role as usurers and
entrepreneurs has condemned them, in Wagner’s view, to cultural sterility.
The uncompromisingly anti-Semitic tone of the essay was, in part,
provoked by repeated allegations that Wagner was indebted artistically, as
well as financially, to Meyerbeer. The preoccupations and prejudices of
Das Judentum also place it in an anti-Jewish tradition, often of otherwise
impeccably liberal and humanitarian credentials, going back via Luther to
the Middle Ages. Even the idea that Jews should, as part of the process of
assimilation, undergo a programme of re-education was not novel, though
the refinement (stated elsewhere) that that education programme should
largely consist of the Wagnerian music drama was original.

In 1851 Wagner wrote an extensive preface to accompany the projected
publication of the librettos of the Holldnder, Tannhduser and Lohengrin.
This autobiographical essay, called Eine Mitteilung an meine Freunde, is of
interest for the insights it offers into Wagner’s own view of his life and
works to that date.

Wagner: (1) Richard Wagner
5. Composer in exile: 1849-63.

In Zurich, Wagner made the acquaintance of a number of cultured
individuals, some of whom provided pecuniary as well as intellectual
sustenance. A pair of female admirers, Julie Ritter, a widow from Dresden,
and Jessie Laussot (née Taylor), an Englishwoman married to a Bordeaux
wine merchant, jointly offered him an annual allowance of 3000 francs
(equivalent to 800 talers, or approximately half his Dresden salary) for an
indefinite period. Such benefactors showed the kind of disinterested
generosity and confidence in his artistic endeavours that he found lacking
in his wife, Minna, whose constant reproaches he found increasingly hard
to bear. A love affair between Wagner and Jessie (who, according to him,
was also unhappily married) briefly blossomed. When, on the intervention
of Jessie’s mother and death threats from her husband, it ended, one
source of financial support dried up. But an unexpected legacy then
enabled Julie Ritter to confer the full amount herself, which she continued
to do from 1851 to 1859.

Lohengrin received its world premiére at Weimar under Liszt, with the
composer necessarily absent. A drastic water cure at nearby Albisbrunn
failed to relieve the dual complaints of erysipelas (a skin disease) and
severe constipation, and further depression resulted from the failure of the
revolution to materialize in France, or elsewhere in Europe. Several of
Wagner’s letters of the period speak of a loveless, cheerless existence;
more than once he contemplated suicide.



By February 1853 he was able to recite the completed text of the Ring to
an invited audience at the Hotel Baur au Lac in Zurich; 50 copies of the
poem were printed at his own expense. Financial assistance from Otto
Wesendonck, a retired silk merchant to whom Wagner had been
introduced early in 1852, allowed him to present and conduct three
concerts of excerpts from his works (May 1853) and to make a trip to Italy.
Wagner’s account (in Mein Leben) of the dream-inspired onrush of
inspiration for Das Rheingold while he lay half-asleep in a hotel room in La
Spezia has been dismissed as a further example of mythification
(Deathridge and Dahlhaus, H1984), though Darcy (N1993) has argued that
the documentary evidence neither supports nor contradicts Wagner's
account. The story bears witness, in any case, to the perceived importance
of the new artistic phase being entered, and it was indeed in the
succeeding months that the music of the Ring began to take shape.

In September 1854 Wagner reckoned his debts at 10,000 francs — by this
time he was supporting not only Minna and her illegitimate daughter
Natalie, but also Minna’s parents. Wesendonck agreed to settle most of
these in exchange for the receipts from future performances of Wagner’s
works. Appeals for clemency made on his behalf to the new King of
Saxony, Johann, were rejected, no doubt on the advice of the Dresden
police, whose agents still had him under surveillance. Several of his
acquaintances were regarded as dangerous political refugees, not least
Georg Herwegh. Ironically it was Herwegh who in September or October
1854 introduced him to the quietist, renunciatory philosophy that was to so
influence his future outlook on life: that of Arthur Schopenhauer.

Schopenhauer’s influence was twofold: his philosophy (which had many
parallels with Buddhist thinking), advocating the denial of the will and
consequent release from the cycle of suffering, was profoundly to affect the
ideological orientation — and even the locution — of each of Wagner’s
remaining dramatic works. Schopenhauer’s aesthetics, which elevated
music above the other arts, made a similarly forceful impact. But Wagner’s
abandonment of the concept of the egalitarian co-existence of the arts
should be seen not so much as a wholesale volte face from Oper und
Drama principles as a shift of emphasis from the realization of those
principles in Rheingold and Walkdire.

An invitation from the Philharmonic Society to conduct a series of eight
concerts in London resulted in a four-month stay in England in 1855. A
hostile press campaign, the uncongenial weather and the philistinism of the
English combined to make the visit an unhappy one. On returning to Zurich
he completed his severely disrupted work on Walkdiire (1856) and made a
short prose sketch for an opera on a Buddhist subject: Die Sieger. The
latter project was never completed, but its themes — passion and chastity,
renunciation and redemption — were later subsumed into Parsifal.

Otto Wesendonck put at Wagner’s disposal a small house adjacent to the
villa he was having built in the Enge suburb of Zurich. Wagner and Minna
moved in at the end of April 1857 and Wesendonck and his wife Mathilde
to their own home in August. A love affair developed between Wagner and
Mathilde, though their love — celebrated and idealized in Tristan und Isolde
— was probably never consummated. To begin work on Tristan (20 August



1857) Wagner abandoned Siegfried, returning to sustained work on it only
in 1869. An eruption of marital strife necessitated Wagner's move out of the
‘Asyl’ (as, following Mathilde’s suggestion, he had called the little house). In
the company of Karl Ritter he travelled to Venice; the second act of Tristan
was completed there (in draft) on 1 July 1858 and the third act in Lucerne
on 16 July 1859.

Preparing another offensive against Paris, Wagner conducted, at the
beginning of 1860 in the Théatre Italien, three concerts of excerpts from his
works. Through the intervention of Princess Pauline Metternich
Tannhduser was eventually staged at the Opéra on 13 March 1861; a
politically inspired demonstration, combined with Wagner's refusal to
supply the customary second-act ballet, caused a débacle and the
production was withdrawn after three severely disrupted performances. A
partial amnesty (Saxony remained barred until the following March) allowed
Wagner to return to Germany on 12 August 1860.

In February 1862 he took lodgings in Biebrich, near Mainz, and set to work
on the composition of Die Meistersinger von Niirnberg, for which he had
made two further prose drafts (elaborating that of 1845) the previous
November. Surrounded as he now was by female admirers, he yet
baulked, on compassionate grounds, at putting a decisive end to his
irreparably broken marriage. Instead, he installed Minna, with a not
ungenerous allowance, in Dresden; they last met in November 1862 and
Minna died in January 1866.

Renting the upper floor of a house in Penzing, near Vienna, in May 1863,
he furnished it in luxurious style, heedless of the consequences. His
generosity to friends was equally unstinting and by March the following
year he was obliged to leave Vienna under threat of arrest for debt.

Wagner: (1) Richard Wagner
6. Munich and Bayreuth: 1864-77.

A plea for pecuniary assistance published by Wagner along with the Ring
poems in 1863 was answered in spectacular fashion when a new monarch
ascended the throne of Bavaria in March 1864. The 18-year-old Ludwig |
discharged Wagner’s immediate debts, awarded him an annual stipend of
4000 gulden (comparable to that of a ministerial councillor) and continued
his support for many years, making possible the first Bayreuth festivals of
1876 and 1882.

A plea to Mathilde Maier to join him in the Villa Pellet, his new home
overlooking Lake Starnberg, was less successful. But by now Wagner was
on intimate terms with Cosima von Bulow, Liszt’'s daughter unsuitably
married to the conductor Hans von Bulow, and their union was
consummated some time between the arrival at Starnberg of Cosima (with
two daughters and nurserymaid) on 29 June 1864 and that of Hans on 7
July. The child that resulted, Isolde, was born on 10 April 1865.

In October 1864 a more spacious house at 21 Briennerstrasse in Munich
was made available to Wagner by Ludwig; it was decked out extravagantly,
as was Wagner himself, in silks and satins supplied by a Viennese
seamstress. When Ludwig summoned Gottfried Semper to Munich to



design a Wagnerian festival theatre, local vested interests opposed the
scheme. Difficulties were also encountered with Franz von Pfistermeister
and Ludwig von der Pfordten, respectively Ludwig’s cabinet secretary and
prime minister, and eventually there was resentment from the court circles
and populace generally. Wagner’s proposal for a music school to be
established in Munich, appropriate for the nature of German music and
drama, was seen as opportunistic, and Ludwig’s support of the premiére of
Tristan at the Hof- und Nationaltheater merely fuelled the hostility that
accompanied the work’s unveiling to a bemused public.

Castigation of Wagner for ‘cynical exploitation’ of Ludwig can be
overplayed. It is true that he was as skilled at manipulating people in real
life as in his dramas, and that he seized the opportunity to acquire the
domestic comforts he had been so long denied. But his overriding concern
was to obtain the best possible conditions for his art. And as Manfred Eger
(11986) has pointed out, the total amount received by Wagner from Ludwig
over the 19 years of their acquaintance — including stipend, rent and the
cash value of presents — was 562,914 marks, a sum equivalent to less than
one-seventh of the yearly Civil List (4.2 million marks). It is a sum that also
compares modestly with the 652,000 marks spent on the bed-chamber
alone of Ludwig’s castle of Herrenchiemsee, or with the 1.7 million marks
spent on the bridal carriage for the royal wedding that never took place.

Ludwig, however, recognized that his close association with Wagner was
costing him popular support, and in December 1865 reluctantly instructed
him to leave Munich. Accompanied by Cosima, Wagner discovered and
acquired a house called Tribschen (or Triebschen, to adopt Wagner’s
idiosyncratic spelling) overlooking Lake Lucerne. His cohabitation with
Cosima (permanent from October 1868) was initially concealed from
Ludwig and a scandal-mongering article in the Munich Volksbote drove the
couple to blind the king with a charade of lamentable mendacity.

From Tribschen Wagner continued to offer Ludwig the political advice with
which he had always been generous. Now that Bavaria was caught up in
the war between Prussia and Austria, Wagner’s opinion, strongly
influenced by the views of the conservative federalist Constantin Frantz,
was that Bavaria should remain neutral. Bavaria, however, sided with
Austria; its defeat not only enabled Prussian hegemony to be established,
but also brought about the collapse of the German Confederation.

The impact on Wagner of Frantz’s views was crucial to the ideological
background of Meistersinger as it took shape during the 1860s.
Schopenhauer’s ethic of renunciation had by now given way to a more
positive, more nationalistic outlook, reflecting the mood of optimism in the
country at large arising from Germany’s increasing industrial growth,
national wealth and social cohesion, coupled with the rise of Bismarck. In
Was ist deutsch? (1865), written for the private edification of the king,
Wagner articulated the concern of many members of the middle class for
traditional German values, apparently under threat. The divided religion
effected by the Reformation, and the near-collapse of the German race,
have led to an invasion by ‘an utterly alien element’, namely the Jews. The
result is a ‘repugnant caricature of the German spirit’, which, according to
Wagner, is beautiful and noble, not motivated by profit or self-interest.



Shortly after Was ist deutsch? was written, Wagner received a letter from
Frantz telling him that in his music he had recognized ‘the fundamental
chord of German being’. A subsequent essay, Deutsche Kunst und
deutsche Politik (1867), endorses Frantz’s assertion that it is the ‘mission’
of Germany to forge a ‘nobler culture, against which French civilization will
no longer have any power’, and goes on to propose that German art is a
manifestation of that indomitable ‘German spirit’ which alone is capable of
steering Germany and its politics through these difficult days. Meistersinger
is the artistic component of Wagner’s ideological crusade of the 1860s: a
crusade to revive the ‘German spirit’ and purge it of alien elements.

The premiere of Meistersinger on 21 June 1868 was a triumph for Wagner.
At Ludwig’s insistence, but to Wagner’'s dismay when he realized how
inadequate the performances would be, Rheingold and Walkiire were also
staged in Munich in 1869 and 1870 respectively. A second child, Eva, had
been born to Wagner and Cosima on 17 February 1867, and after the birth
of the third, Siegfried, on 6 June 1869, Cosima asked her husband for a
divorce; Bulow immediately agreed, though Cosima’s marriage to Wagner
could not take place until 25 August 1870.

Wagner’s anti-Gallic sympathies were given their head when in July 1870
war broke out between France and Prussia (supported by the south
German states, including Bavaria). His farce, Eine Kapitulation, making
tasteless capital out of the suffering endured by the Parisians during the
siege of their city, returned to a favourite theme: the swamping of German
culture by frivolous French art.

In the essay Beethoven, published in 1870 to coincide with the centenary
celebrations of the composer, Wagner completed a process of
rapprochement, initiated with ‘Zukunftsmusik’ ten years earlier, between
the aesthetics of Oper und Drama and those of Schopenhauer. In
‘Zukunftsmusik’ Wagner continued to elevate his own species of text-
related musical discourse above pure instrumental music, but the claim is
modified by a reappraisal of the worth of symphonic music, particularly that
of Beethoven. In Beethoven he finally accepts that words and music cannot
enjoy totally equal status: with Schopenhauer, he maintains that music is
the ultimate vehicle of expression. However, the union of music and words
does permit a range of emotional expression far wider than that yielded by
each alone. As Carl Dahlhaus has pointed out, Wagner returned, with this
formulation, to something akin to the traditional Romantic conception of the
aesthetic of music which he had espoused about 1840, long before his
encounter with Schopenhauer.

Settling on the Upper Franconian town of Bayreuth for his planned festival
enterprise, Wagner began to secure the support both of the local
authorities and of ‘patrons’ across the country. The foundation stone of the
theatre was laid on 22 May 1872 (Wagner’s birthday); Beethoven’s Ninth
Symphony was performed. Wagner and Cosima moved to a temporary
home in Bayreuth, and then, in April 1874, into ‘Wahnfried’. The first
festival, announced for 1873, had already been postponed for lack of
funds. After an unsuccessful appeal to the Reich, the enterprise was saved
only by a loan of 100,000 talers from Ludwig. Admission tickets would have



to be sold, however, in contravention of Wagner’s original ideal of free
access for the populace.

The score of Gétterddmmerung was completed on 21 November 1874;
rehearsals were initiated in the summer of the following year. The part of
Siegfried went not to Albert Niemann, Wagner’s Paris Tannhauser, but to
the untried Georg Unger, who required close supervision from a singing
teacher. The Brunnhilde, Amalie Materna from Vienna, also had to be
coached, though the Wotan, Franz Betz, having sung the Munich Hans
Sachs, was more familiar with Wagner’s demands. In charge of movement
and gesture on the stage was Richard Fricke, Wagner retaining overall
control of the direction; his instructions were recorded in detail by Heinrich
Porges. There were three cycles, beginning on 13 August 1876, attended
by musicians, critics and notables from all over Europe. The reaction,
predictably, was mixed, admiration for the realization of such an enterprise
being tempered by criticism of details. Wagner himself was far from
satisfied with the staging, which he vowed to revise in future years; nor
were the tempos of the conductor, Hans Richter, to his liking.

An intimacy with the French writer Judith Gautier continued from the time of
the 1876 festival until February 1878, when it was brought firmly but
diplomatically to a halt by Cosima. A scarcely less intense relationship with
Friedrich Nietzsche continued from 1869, when the latter first visited
Tribschen, until Nietzsche’s so-called ‘second period’ (1876—82), when he
turned against art as romantic illusion and excoriated Wagner for betraying
what he had identified as his challenging, affirmative spirit.

In the hope of discharging the deficit of the festival (148,000 marks)
Wagner undertook a series of concerts in the newly opened Royal Albert
Hall in London. He was well received, but the net profits of £700
(approximately 14,300 marks) were disappointingly low, thanks to
miscalculations by the inexperienced agents.
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7. ‘Regeneration’ writings.

In January 1878 appeared the first issue of the Bayreuther Blétter, a journal
devoted to the Wagnerian cause, set up by Wagner under the editorship of
Hans von Wolzogen. Its viewpoint was described, by Wagner, as ‘the
decline of the human race and the need for the establishment of a system
of ethics’. That ‘system of ethics’ was expounded in the series of essays
known as the ‘regeneration’ writings, beginning with Modern (1878) and
ending with Heldentum und Christentum (1881). The salient themes are as
follows. The human species has degenerated by abandoning its original,
natural vegetable diet, and absorbing the corrupted blood of slaughtered
animals. Regeneration may be effected only by a return to natural food and
it must be rooted in the soil of a true religion. Even the most degenerate
races may be purified by the untainted blood of Christ, received in the
sacrament of the Eucharist. The miscegenation of the pure Aryan race with
the Jews has also contributed to the degeneration of the species.

The last notion Wagner owed to Count Joseph-Arthur de Gobineau, whose
acquaintance in these years he greatly valued. Their respective
philosophies diverged, however, in as much as Gobineau held that



miscegenation was a necessary evil for the continuation of civilization,
whereas in Wagner’s more optimistic view the human race was
redeemable by Christ’s blood. Racialist philosophies of this kind were
rampant in Wilhelminian Germany. With the unification finally achieved in
1871, there had emerged an industrial bourgeoisie that usurped the
privileged position of the former liberal nationalists who had struggled for it.
Wagner was one of many whose allegiance shifted from liberalism to a
form of romantic conservatism. A new wave of anti-Semitic sentiment
swept Germany, if anything intensified rather than tempered by the
emancipation legislation of the early 1870s. This is the ideological
background against which Parsifal was written.
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8. The final years: 1878-83.

The Bayreuth deficit was eventually cleared by an agreement, dated 31
March 1878, according to which Wagner confirmed Ludwig’s right to
produce all his works in the Hoftheater without payment, the king
voluntarily setting aside 10% of all such receipts until the deficit was
discharged. In a further clause, Wagner agreed that the first performance
of Parsifal (either in Bayreuth or Munich) should be given with the
orchestra, singers and artistic personnel of the Hoftheater, after which
Munich was to have unrestricted rights over the work. It was this clause
that compelled Wagner to accept the Jewish Hermann Levi as the
conductor of Parsifal in 1882.

In August 1879 Wagner responded to an appeal for his support in a
campaign against vivisection by writing a sympathetic open letter to Ernst
von Weber on the subject (fig.7). However, he refused to sign Bernhard
Forster's ‘Mass Petition against the Rampancy of Judaism’, partly out of
self-interest and partly out of a preference for addressing the issue in a
more theoretical manner. In the early 1880s his health began to
deteriorate: cardiac spasms were followed by a major heart attack in March
1882. After the second Bayreuth festival, consisting of 16 performances of
Parsifal in July and August 1882, Wagner and his family took up residence
in the Palazzo Vendramin, Venice. His final, fatal heart attack occurred
there on 13 February 1883, following an uncharacteristically bitter row with
Cosima, apparently provoked by the announcement of a visit from one of
the Parsifal flowermaidens, Carrie Pringle, with whom it has been alleged
Wagner may have been unduly intimate. His body was taken in a draped
gondola to the railway station, from where it was conveyed to Bayreuth.
The burial was a private ceremony held in the grounds of Wahnfried.
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9. Writings.

Few composers can ever have devoted so much time to the written word
as Wagner. His essays, gathered alongside the poems for his dramatic
works in the 16 volumes of collected writings, cover a wide range of
subjects. Those dealing with aesthetics and social and political issues have
been considered in the biographical section of this article (§§1-8).

(i) Journalism.
(i) Diaries.



(iii) Autobiographies.
Wagner: (1) Richard Wagner, §9: Writings

(i) Journalism.

The main body of Wagner’s journalistic writings dates from his Paris years
(1839-42). Finding that artistic success was slower in coming than he had
anticipated, Wagner turned his hand to journalism — as to the making of
hack arrangements — in an attempt to stave off penury. Maurice
Schlesinger, the publisher of the Revue et gazette musicale, provided him
with both. In addition to the Revue (where his articles appeared in French
translation), Wagner wrote for the journal Europa, published in Stuttgart by
August Lewald, Schumann’s Neue Zeitschrift fiir Musik, and the Dresden
Abend-Zeitung.

Wagner’s initial reason for turning to journalism may have been financial,
but — like Berlioz — he soon developed a flair for it. In fact, although his
novellas, such as Eine Pilgerfahrt zu Beethoven and Ein Ende in Paris, are
in the style of E.T.A. Hoffmann, the music criticism — for all that its satirical
tone seems to be modelled on Heine’s — is closer to that of Berlioz, at that
time the leading musical feuilletonist in Paris. The preoccupations of the
two composers are remarkably similar, reflecting a disdain for the
commercial imperatives driving contemporary artistic life and an idealistic
vision of a society in which art was accorded its true place.

Eine Pilgerfahrt zu Beethoven is a humorous, fictional account of a visit by
a young composer to Beethoven in Vienna. The element of
autobiographical wish-fulfilment is evident not only in the designation of the
young composer (‘R ...” from ‘L ...”) but in the imputing to Beethoven of
aesthetic principles identifiable as the incipient music drama. Thus the
choral finale of the Ninth Symphony is characterized as a transition from
abstract symphonic music to a new genre of ‘musical drama’, eschewing
arias, duets, terzettos and the like in favour of a radical synthesis of vocal
and instrumental categories.

In Ein Ende in Paris, the Beethoven-worshipping ‘R ...” from the previous
novella is starving to death in Paris (a scenario that only marginally
exaggerates Wagner’s personal situation). The triviality of present-day
music-making in the French capital is excoriated in a defiant artistic credo:
‘| believe in God, Mozart and Beethoven, and also in their disciples and
apostles ... | believe in a Day of Judgment, upon which all those who
presumed to make extortionate profits in this world from such sublime, pure
art ... will be fearfully punished. | believe that they will be condemned to
listen to their own music for all eternity.” Humour and piquant irony are
salient features of these novellas — a lightness of touch that deserted
Wagner in his later prose writings — and it is even conceivable (Weiner,
[11995) that the philistine, mercantilist Englishman in these stories is
modelled on Schlesinger. A third novella, Ein gliicklicher Abend, also deals
with Beethoven and the boundaries of abstract music.

A group of essays addressing aesthetic questions introduces a significant
polemical note in its appeal to national difference. Uber deutsches
Musikwesen suggests that instrumental music is the domain of the
Germans, whereas vocal music is that of the Italians. In a word: ‘the Italian



is a singer, the Frenchman a virtuoso, the German — a musician’. That is to
say, the German supposedly loves music for its own sake, not as a means
of delighting an audience or making a reputation. Adumbrated here is the
notion of German art as uniquely true, profound and spiritual, in contrast to
latinate culture, which is superficial and concerned with display. Der Virtuos
und der Kiinstler, comparing the artistry of a Grisi or a Lablache with the

virtuosity of Rubini, mocks the latter’s preposterous trilling on a high A—B[E
in Don Giovanni, launched like a trapeze artist and received like a circus
act by a stunned audience. Der Kiinstler und die Offentlichkeit depicts the
humiliations the true artist has to endure in presenting his work to the
public. The principles enunciated here, often in satirical form — the idealist
struggle against the debased values of contemporary musical life, the
authenticity of true German artistic feeling, the threat posed by foreign
(specifically Franco-Jewish) influence — were to inform the writings, and
indeed the operas, of Wagner throughout his life.

Wagner’s essays on music and musical life from this period have to be
read against the background of their intended audience. When writing for
the Revue et gazette musicale, Wagner was addressing the Parisian
musical establishment that held the key to his own fortunes in that city.
Moreover, the journal’s publisher, Schlesinger, had a vested interest in
promoting those composers — primarily Meyerbeer and Halévy — whose
works provided him with a major source of income. As a result — and the
Revue was, of course, far from unique in this respect — criticism of such
house composers tended to be muted (Ellis, M1995). A comparison of
Wagner’s two articles on Halévy’s La reine de Chypre — that for the Revue
in February/May 1841, and that for the Dresden Abend-Zeitungshortly
before (26/29 January) — is indicative of the constraints under which he
was working. Wagner’s criticism of the work is that, for all its incidental
beauties and often impressive effects, La reine is compromised by its
libretto, which lacks the compelling poetic quality of La Juive. In his report
for the Abend-Zeitung, Wagner deals with this perceived failing at
considerable length, mentioning the music only in passing. His Revue
article, by contrast, deals with the music at much greater length and is far
more complimentary. Wagner even adopts here the persona of a French
writer, describing the Opéra as ‘our great lyric stage’, which will one day be
open to ‘true talents’, when ‘all those who have at heart the interests of
great and true musical drama will take Halévy as their model’. Wagner’s
admiration for aspects of Halévy’s art was doubtless genuine; indeed, he
retained it throughout his life. But whereas the Revue critique reflects its
proprietor’s interests as well as revealing Wagner's own ambitions, the
Abend-Zeitung article probably expresses with more honesty his
disappointment at the opera’s shortcomings.

The La reine review is contained in a series of reports filed to the Dresden
Abend-Zeitung in 1841, in which Wagner comments acerbically — though
giving credit where he believed it due — on musical life in Paris. His review
of the production of Weber’s Der Freischiitz at the Opéra, for example
(16/21 July 1841), deplores the practice of adding recitatives (spoken
dialogue not being allowed at the Opéra), but Wagner acknowledges that
the man employed to commit this desecration — Berlioz, no less — probably
did less damage than many others might have done. In an earlier essay
(14/17 June 1841) Wagner describes his reaction to the Symphonie



fantastique and Roméo et Juliette. They were, he considered, rich in
inspiration and imagination; flawed but the work of a genius. Significantly,
Wagner’s appraisal of Berlioz is coloured by his prejudices about national
identity. In that he does not write for material gain, Berlioz is held to be
uncharacteristic of the French. But the lapses of taste and artistic
blemishes Wagner perceives alongside passages of pure genius in Roméo
et Juliette are, he considers, the result of an internal conflict. Berlioz is an
essentially private artist, dedicated to exploring the profound and
mysterious depths of his inner being; yet his audience, irredeemably
French as they are, expect to be entertained. Thus, according to Wagner,
Berlioz instinctively attempts, against his true nature, to create effects with
which he might ‘stupefy and conquer the gaping crowd’.
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(ii) Diaries.

Given Wagner’s concern that he be accorded an appropriate place in
history, it is scarcely surprising that he should at various times have kept —
or in latter years ensured that his wife kept — a diary to provide raw material
for future biographers. His first systematic attempt to log the events of his
life is contained in the so-called ‘Red Pocketbook’, a volume begun in
August 1835, when Wagner was scouting for singers for Heinrich
Bethmann’s Magdeburg-based travelling theatre company. The sketchy
notes of this ‘diary’ were continued until the winter of 1865—6, by which
time Wagner had begun to dictate his autobiography Mein Leben to
Cosima (17 July 1865), drawing on them as an aide-mémoire. That they
were also intended to serve some biographical purpose is clear from the
fact that the notes begin by sketching in the salient details of Wagner's life
and work from his birth to the present day. The succinctness of the notes —
frequently just a name or a place, or a phrase such as ‘whips, pistols’, for
the furious pursuit of his recently absconded wife, Minna, with the merchant
Dietrich — often requires cross-checking with some other biographical
source to provide elucidation. Only the first four sides of the ‘Red
Pocketbook’ have survived, taking the story to 17 September 1839. These
pages were reproduced, with annotation, in volume i of the Sdmtliche
Briefe.

Only three entries have survived of another diary kept by Wagner — a
record of his experiences in Paris in the summer of 1840, when he was
reduced to penury — namely those for 23, 29 and 30 June (reproduced in
volume xvi of the Sdmitliche Schriften). The function served by the ‘Red
Pocketbook’, on the other hand, was continued by the so-called Annals,
which take up the story from Easter 1846 and continue it up to the end of
1867. These Annals, which were transferred at a later date to the ‘Brown
Book’ (a leather-bound notebook given to Wagner by Cosima in 1864 or
1865), were apparently subjected to a certain amount of editing during that
process. Wagner’s predisposition to mythologize the conception of his
major works — perhaps exacerbated in the editing by the epigrammatic
brevity of some of the entries — requires the exercising of considerable
caution in drawing on the Annals for information relating to the genesis of
such works. Sketch studies have suggested that the genesis of Das
Rheingold, for example, is rather more complex than is intimated by the
account of the La Spezia ‘dream inspiration’ here (Deathridge, N1977, and



Darcy, N1993), while the implication that Parsifal was conceived on the
Good Friday of 1857 has long been refuted (Samtliche Werke, xxx, and
Millington, 1992). The Annals for the relevant period (1864—-8) were
published by Otto Strobel in his edition of Wagner’s correspondence with
King Ludwig Il (Strobel, D1936-9). The Annals were first published
complete in Joachim Bergfeld’s edition of the ‘Brown Book’ (A1975; Eng.
trans., 1980). Between 21 August 1858 and 4 April 1859 Wagner kept
another diary for a quite different purpose. This was the ‘Venice Diary’ — or,
to give it Wagner's full title: Tagebuch seit meiner Flucht aus dem Asyl am
17 August 1858. Having been obliged to leave the ‘Asyl’, adjacent to the
Wesendonck villa in the Enge suburb of Zirich, on account of the
embarrassment caused by his intimacy with Mathilde, Wagner kept a diary,
to which he confided his feelings for her. He had been discouraged from
communicating with Mathilde during this sojourn in Venice and she had
returned his letters unopened. The ‘Venice Diary’ takes the form of a series
of letters, but they were sent to their recipient not at the time of writing, but
in two instalments, the first on 12 October 1858 and the second the
following April. The ‘Venice Diary’ is interesting for its elaboration of the
philosophical themes of fellow-suffering, renunciation and redemption,
particularly in relation to Parsifal, characters and scenes of which were
evidently taking shape in the composer’s mind at this time. The text was
published by Wolfgang Golther in his edition of Wagner’s correspondence
with Mathilde Wesendonck (D1904; Eng. trans., 1905). Between 14 and 27
September 1865 Wagner kept a journal in which he set down his thoughts
on political issues for the benefit of King Ludwig Il. The thrust of these
reflections was that the German princes had lost touch with their people;
the role of Ludwig was to lead his subjects once again to a true
understanding of nationhood and cultural responsibility. This journal was
published, in part, under the title Was ist deutsch? in the Bayreuther Blétter
(1878) and subsequently in the collected writings.

If the journal for Ludwig scarcely constitutes a diary in the conventional
sense, nor does the ‘Brown Book’. Nevertheless, Wagner made use of
Cosima’s calf-bound gift in such diverse ways — it contains sketches,
essays, poems and outlines of works in addition to the aforementioned
Annals — as to render it an indispensable primary source. The original
purpose of the book was to enable Wagner to address himself intimately to
Cosima at a time when they were frequently forced apart. The first section
of the book served that purpose, but between February 1866 and April
1867 they were together for most of the time at their new house Tribschen
on Lake Lucerne, and the entries in the ‘Brown Book’ were temporarily
discontinued. The final entry addressed to Cosima is a telegram of 17
February 1868 (the first birthday of their second daughter, Eva).

Among the most interesting items in the ‘Brown Book’ are the following: the
first prose sketch for Parsifal, sketches for ‘a Luther drama’ and for the
farcical play Eine Kapitulation; musical sketches entitled ‘Romeo u. Julie’
and ‘Sylvester 68—69’ (the latter a cradle song subsequently used in the
Siegfried Idyll); and a series of jottings on culture and race related to the
‘Regeneration Writings’ of the last years.

The ‘Brown Book’ was entrusted by Cosima to Eva, who in turn presented
it, after her mother’s death, to the town of Bayreuth, with the wish that it be



kept in the Richard-Wagner-Gedenkstatte. Regrettably, however, Eva (who
married the English historian Houston Stewart Chamberlain in 1908) had
seen fit to cut out and destroy seven pages (14 sides), pasting over a
further five sides to render the contents illegible — the latter were
subsequently recovered. The censored pages contain uncharacteristically
ill-tempered remarks aimed at Cosima, Liszt, Gottfried Semper and King
Ludwig Il

By far the most important source in this category are the diaries kept by
Cosima from 1 January 1869 to the penultimate day of Wagner’s life (12
February 1883). Recording, as they do, the minutiae of Wagner’s life and
thought processes, they represent not only an invaluable tool for Wagner
scholarship but also an unparalleled documentation of bourgeois life of the
period. The diaries consist of 21 identically bound volumes (black
cardboard covers secured by green ribbons). None of the pages has been
removed or pasted over, though in a few places whole sentences have
been crossed out and rendered illegible, probably by Eva Chamberlain
(they have been restored in the published edition, edited by Martin Gregor-
Dellin and Dietrich Mack, A1976-7; Eng. trans., 1978-80).

The diaries were presented by Cosima to Eva, or so the latter swore on
oath, as part of her dowry. At the time of her wedding (1908) the diaries
were in Riga, where they were being consulted by Carl Friedrich
Glasenapp for the final volume of his official biography of Wagner. They
entered her possession in October 1911 and remained there until 1935,
when she presented them to the city of Bayreuth, ‘as a gift to the Richard-
Wagner-Gedenkstatte’. Among her conditions for the gift was one that the
distinguished Wagner scholar Otto Strobel should never be employed by
the Gedenkstatte. (It was Strobel who had reported the loss of
correspondence between Wagner and Cosima to the police. Eva
subsequently admitted that she was responsible, asserting on oath that she
had burnt the letters shortly after the death of her brother Siegfried in 1930
and on his explicit wishes.) In her will of 28 April 1939 Eva further
stipulated that Strobel never be allowed to see the diaries, and that they be
deposited in a bank (the Bayerischer Staatsbank in Munich) until 30 years
after her death. After further legal delay following the expiry of the embargo
in 1972, the diaries finally entered the public domain on 12 March 1974,
when they were transferred, under police escort, from the bank in Munich
to Bayreuth.

While for Wagner the diaries provided an intimate and reliable record of the
events of his everyday life, for Cosima they served as a confessional.
Addressed to her children, they were intended to make it possible for them
to understand why she had left Hans von Bulow in favour of Wagner.
Wracked by a guilty conscience, Cosima interpreted every misfortune as a
punishment (accepted willingly) for sinful behaviour. Her penitential self-
mortification is the obverse of her slavish adulation of Wagner, and both
are exemplified on every page, as is an obsessive, but revealingly casual,
anti-Semitism.

The immense value of the diaries is twofold. On a simple biographical level,
they confirm or correct data regarding multifarious aspects of Wagner and
his works. But no less importantly, they also offer us the kind of ‘fly-on-the-



wall’ observation of the composer and his immediate environment that
enables every reader to construct for him- or herself an image of Wagner
as a social being. Thus his occasional bouts of irritability can be seen
alongside the discomfort caused by his bodily complaints and insomnia, his
well-publicized self-centredness alongside striking demonstrations of
generosity.

Wagner: (1) Richard Wagner, §9: Writings
(iii) Autobiographies.

The diary notes Wagner began in 1835 (the ‘Red Pocketbook’) for a future
autobiography are described above. But the first of his published
autobiographical writings was the Autobiographische Skizze, which
appeared in Heinrich Laube’s Leipzig journal Zeitung fir die elegante Welt,
in two instalments, on 1 and 8 February 1843, prefaced with an introduction
by Laube. This was the period of Wagner’s first major productions in
Dresden — Der fliegende Holldnder had been given on 2 January and
Rienzi the previous October — and Laube’s purpose was to profile the
newcomer for the German public. In the Autobiographische Skizze Wagner
describes, in some detail, the events of his life from his birth in Leipzig in
1813 to the time of his return to Germany (from Paris) in April 1842. The
tone is lighthearted and dilettantish, blending the confidence of an
ambitious young man with a touch of self-deprecatory candour regarding
his juvenilia.

Wagner’s next autobiographical essay, Eine Mitteilung an meine Freunde,
was written to introduce the librettos of his three Romantic operas — Der
fliegende Héllander, Tannhduser and Lohengrin — on their publication in
December 1851. Concerned that he had been ‘misunderstood’ in his
artistic intentions, he wished, he told his friends, to clarify them. Eine
Mitteilung thus describes and offers interpretative insights into those
operas, as well as mentioning, in lesser detail, the earlier operas (Die
Feen, Das Liebesverbot and Rienzi), the prose sketches for Die
Meistersinger (1845), Friedrich | (1846-9), Jesus von Nazareth (1849) and
Wieland der Schmied (1850), and the Nibelung project, which was even
then undergoing transformation from a single drama to a tetralogy.

However, the opening paragraph of Eine Mitteilung betrays a hidden
agenda. The need had arisen, Wagner suggests there, to account for the
contradiction between the ‘character and form’ of the Romantic operas and
the theoretical principles laid down in the recently published essay Oper
und Drama. Wagner’s approach to operatic composition was undergoing a
critical change at this time, and Eine Mitteilung can be seen, on one level,
as an attempt to make the three earlier operas conform to the aesthetic
criteria propounded in Oper und Drama. Thus all three are characterized as
incipient through-composed music dramas, with the entire score of the
Holldnder germinating from the ‘thematic seed’ planted in Senta’s Ballad.

More problematic is the philosophical underpinning of these works, in
particular of Lohengrin. Wagner’s exegesis of what we would now call the
gender relations of Lohengrin — his empathy with Elsa as the unconscious,
implicitly loving female principle capable of redeeming conscious, egoistic
man — owes a good deal to both Feuerbach and the revolutionary, vélkisch
ideals which were ostensibly not embraced by the composer until the late



1840s. It should be pointed out, however, that although the text of
Lohengrin was completed in November 1845, the work as a whole took a
further two or three years to finish; that Feuerbachian/revolutionary ideals
were in the air earlier in the decade too; and that Wagner’s retrospective
interpretation of his work is not necessarily invalidated by the chronology,
since every great work of art contains more than its creator could
consciously intend.

One of the purposes behind Wagner’s chief autobiographical project, Mein
Leben, was similarly to ‘refute all the distortions & calumnies’ supposedly
circulating about him. However, in attempting to provide a corrective to the
many scurrilous reports that had indeed been launched even before his
controversial relationship with King Ludwig Il, Wagner succumbed all too
readily to the temptation prevalent among autobiographers to paint an
idealized picture of their lives. Thus Wagner’s predisposition to place
himself in a line of succession that ran through Aeschylus, Shakespeare,
Goethe and Beethoven caused him to misrepresent, either consciously or
unconsciously, certain key experiences. The implausibility of it being
Schrdder-Devrient’s Leonore that made such an indelible impression on
the 16-year-old composer (as opposed to her Romeo in Bellini's I Capuleti
e i Montecchi) has been well documented, as has the real inspiration for
Wagner’s Faust Ouvertiire. Other examples of mythologization —
concerning the geneses of Der fliegende Hollédnder, Das Rheingold and
Parsifal — have been noted above.

In spite of — or perhaps in the light of — such distortions, Mein Leben
remains an invaluable testimony to the aspirations and achievements of a
composer determined to place himself at the centre of the world stage. The
period covered by the autobiography is 1813 (Wagner’s birth) to 1864 (his
‘rescue’ by Ludwig Il). In response to a request from the king, Wagner
began, on 17 July 1865, to dictate it to Cosima, using notes from his ‘Red
Pocketbook’ (see above). The dictation occupied some 15 years (albeit
with interruptions), being completed on 25 July 1880. The work was divided
into four volumes, of which the first three were published by G.A. Bonfantini
of Basle between 1870 and 1875. Volume 4 was published by Theodor
Burger of Bayreuth in 1880. Only 15 copies of the first volume were
ordered, and 18 of each of the remaining volumes. They were sent to close
friends and associates but recalled by Cosima after Wagner’s death. An
extra copy of the first three volumes had, however, been made by
Bonfantini for himself, and these were subsequently acquired (in 1892) by
the collector Mary Burrell. Mein Leben finally entered the public domain
with the edition of 1911, which was severely compromised by numerous
printing errors (for which Cosima’s handwriting was partly responsible) and
by the suppression or falsifying of some 17 passages, largely concerning
people still alive at the time. Martin Gregor-Dellin’s ‘first authentic edition’ of
1963 (A, English translation by Andrew Gray, 1983) was a marked
improvement, though a fully annotated, critical edition is still awaited.

Wagner: (1) Richard Wagner
10. Dramatic works.

Nothing more vividly demonstrates the multiplicity of genres available to
composers of opera in the first decades of the 19th century than the



stylistic variety of Wagner's first three operas, Die Feen, Das Liebesverbot
and Rienzi. In Die Feen the model was German Romantic opera, especially
as developed by Weber and Marschner: the supernatural subject matter,
the enhanced role of the orchestra and the shift away from static, closed
forms towards organic growth are all evident, to at least some degree. Acts
2 and 3 each contain a fine scene and aria, the latter, depicting the mental
derangement of Arindal, a complex in which recitative, arioso and aria are
juxtaposed. One of the work’s most inventive numbers, the comic duet for
Drolla and Gernot in Act 2, is untypical in its opera buffa-style patter. Die
Feen is marked by the return of a few characteristic melodic ideas, but
scarcely with a persistence such as to merit the term ‘leitmotif’.

Das Liebesverbot has a handful of recurring motifs, of which the most
prominent is that associated with Friedrich’s ban on love; it occasionally
returns to make an ironic comment on the dramatic situation, as when
Friedrich himself is tempted by passion (Act 1 finale). Wagner's models in
the case of Das Liebesverbot were Italian and French opera, especially
Bellini and Auber; vestiges remain of the opéra comique convention of
spoken dialogue. German influences should not, however, be overlooked.
That Wagner was absorbed at this period in the works of, particularly,
Marschner is evident, and there are direct reminiscences of Beethoven,
including an imitation of Leonore’s ‘“Tot’ erst sein Weib!” at the climax of the
trial scene (‘Erst hért noch mich’).

With Rienzi Wagner turned his attention to grand opera, his explicit
intention being to gain a popular success at the Opéra in Paris. Meyerbeer,
with his spectacular large-scale effects, was naturally a primary model, but
the influence of Spontini, Auber and Halévy, all of whom Wagner admired,
is also evident. In his desire to ‘outdo all previous examples’ with the
sumptuousness of his own grand opera, Wagner imposed a grandiosity of
scale on material scarcely able to support it. The powerful but empty
rhetoric that results has been seen as both a reflection of the extravagant
pomp with which the historical Rienzi surrounded himself, and as an
emblem of totalitarianism inherent in the work. Wagner’s resumption of
work on Rienzi after his move from Riga to Paris coincided with his growing
dissatisfaction with the discrete number form of conventional opera. Acts 3
and 5 begin to embody the principles of unified poetry and music
enunciated in such Paris essays and novellas as Eine Pilgerfahrt zu
Beethoven (1840); the change is subtle, but is seen in a more expressive,
more poetically aware use of recitative that foreshadows the arioso of the
mature style, and in the occasional use of the orchestra to comment
independently on the action.

Wagner’s intention, in Der fliegende Hollénder, to sweep away the
‘tiresome operatic accessories’ altogether was not completely realized, but
there is a further shift towards the kind of organic continuity that was
already evident in such German Romantic scores as Euryanthe (1822-3)
and that was to distinguish the mature Wagnerian music drama. Recitative
is still present in the score of the Holldnder and referred to as such. Arias,
duets, trios and choruses are also present, but such divisions as, for
example, ‘scene, duet and chorus’ (Daland and the Dutchman, Act 1) have
suggested the designations ‘scene opera’ in preference to ‘number opera’.
In the treatment of the duets for Erik and Senta and for the Dutchman and



Senta (both Act 2) there are already signs of the greater precedence to be
accorded the setting of words, though quadratic phrase structure (i.e. in
regular multiples of two or four bars) is still the norm. As for ensembles, the
Sailors’ Chorus at the end of Act 1 and the Spinning Chorus in Act 2,
despite their clever linking by the orchestra’s development of a dotted
figure common to both, are not closely integrated into the work’s structure;
the choruses of the Norwegian and Dutch crews in Act 3, on the other
hand, do serve a more dramatic function in their vying for supremacy.
Significantly, the fidelity to, and departure from, conventional operatic
norms is related to the two strikingly contrasted worlds of the Hollénder: the
exterior world of reality to which belong Daland, Erik, the spinning girls and
the sailors, and the interior world of the imagination inhabited by Senta and
the Dutchman. Erik’s two arias, for example, represent the most old-
fashioned writing in the work, while the Dutchman’s Act 1 monologue
frequently manages to break free from the constraints of regular periodic
structure.

A similar dualism is evident in Tannhéauser, where traditional operatic
structures are associated with the sphere of the reactionary Wartburg
court, while a more progressive style is associated with the Venusberg. To
the former belong, for example, the more or less self-contained arias of the
song contest, Elisabeth’s two set-piece arias, her conventional duet with
Tannhauser, and Wolfram’s celebrated aria ‘O du mein holder Abendstern’,
highly conservative in its regular eight-bar periods and tonal scheme.
Venus'’s music, by contrast, is more radically advanced: her contributions to
the duet with Tannhauser (Act 1) continually breach the constraints of
quadratic periods (notably contrasting with Tannhauser’s own more formal
utterances), and both that scene and the preceding Bacchanal are
progressive in their harmonic vocabulary and rhythmic structure —
especially in the Paris version. The most advanced writing in Tannh&user,
however, occurs in the Rome Narration (Act 3), where the expressive
demands of the text are satisfied by a flexible form of dramatic recitative or
arioso responsive to verbal nuance; the orchestra also assumes a major
illustrative role here, bearing the burden of the dramatic argument. Another
primary dualism present in Tannh&user (related to that of Venusberg and
Wartburg) is the traditional struggle between sensuality and spirituality — a
dualism reflected in an ‘associative’ use of tonality. E major is associated

with the Venusberg, and E[twith the pilgrims, holy love and salvation. Thus

Wolfram’s E[thymn to ‘noble love’ (Act 2) is abruptly interrupted by the
delayed fourth verse of Tannhauser’'s Hymn to Venus in E. Similarly, the
Rome Narration reaches E[tas Tannhauser recounts how he stood before
the Pope; after a series of modulations the enticements of the Venusberg

reappear in E, but the final tiumphant return to E[t:confirms Tannhauser’'s
salvation.

The ‘associative’ use of tonality is also evident in Lohengrin. Lohengrin
himself and the sphere of the Grail are represented by A major, Elsa with
A[tma'or (and minor), while Ortrud and her magical powers are associated
with FLmminor (the relative minor of Lohengrin’s tonality), and the King’s
trumpeters on stage with C major. In the second and third scenes of Act 1,
the tonalities of Lohengrin and Elsa, a semitone apart, are deployed
skilfully to symbolic and expressive effect. Lohengrin, like the Holldnder



and Tannhéuser, contains various motifs associated with characters or
concepts, but in general (the motif of the Forbidden Question is an
exception) these do not conform to the strict prescriptions to be laid down
in Oper und Drama; they also tend to be fully rounded themes rather than
pithy ideas capable of infinite transformation, and do not therefore serve
the vital structural function of the leitmotifs in the Ring. For all that
Lohengrin marks a stylistic advance over the earlier operas, it fails to fulfil
several criteria of the fully fledged music drama. Vestiges of grand opera
are still present in the use of diablerie, spectacle and crowd scenes, with
minster, organ, fanfares and bridal procession. Traces of old-fashioned
number form are still evident, but recitatives, arias, duets and choruses
(even those numbers, such as Elsa’s Dream or Lohengrin’s narration,
which have become celebrated as independent set pieces) are in fact
carefully integrated into the musical fabric. The two latter pieces, at least
after their conventional openings, display a greater propensity for irregular
phrase structures than most numbers in Lohengrin. The quadratic phrase
patterns that dominate the work, together with the virtual absence of triple
time, impart a uniformity of rhythmic impulse that may be perceived as
ponderousness.

Several fundamental changes characterize the musical language of the
Ring, as Wagner began, in Das Rheingold, to implement the principles
enunciated in the theoretical essays of 1849-51. In the first place, regular
phrase patterns give way to fluid arioso structures in which the text is
projected in a vocal line that faithfully reflects its verbal accentuations,
poetic meaning and emotional content. On occasion in Rheingold, the
rigorous attempt to match poetic shape with musical phrase results in
pedestrian melodic ideas. But in Walkiire the musico-poetic synthesis is
found at its most ingenious, interesting melodic lines registering the finer
nuances of the text with no unnatural word stresses. The Forging Song in
Act 1 of Siegfried gives notice of a shift towards musical predominance,
while Act 3 of Siegfried and Gétterdédmmerung, for all the fine examples of
scrupulous matching of words and music, exhibit a tendency towards
quick-fire exchanges, as found in Die Meistersinger but modified in
accordance with the elevated tone of the tetralogy.

Hand in hand with this evolution of musico-poetic synthesis go
developments in formal structure and in the use of leitmotif. The
excessively rigid symmetries of Lorenz’s analyses (an over-reaction to
charges of formlessness in Wagner’s music) have now been rejected, or
rather radically modified to take account also of such elements as period
and phrase structure, orchestration and tempo. Lorenz’s arch-(ABA) and
Bar-(AAB) forms are indeed present in Wagner, but like the other traditional
forms of strophic song, rondo and variation, they are constantly adapted,
often in midstream, creating new, hybrid forms notable for their complexity
and ambiguity.

The leitmotif (though never actually called that by Wagner) takes on a
structural role in the Ring, whereas, in Lohengrin, its function was purely
dramatic. As Wagner suggested in his 1879 essay Uber die Anwendung
der Musik auf das Drama, motivic transformation provides a key to the
analysis of his music dramas; but he went on to say that his
transformations were generated according to dramatic imperatives and as



such would be incomprehensible in a symphonic structure. It is the
dramatic origination of the motifs that is responsible for their frequent
association with specific tonalities. The Tarnhelm motif, for example, is

associated with G[tminor and that of the Curse with B minor. Modulatory
passages are common in which the primary tonality of an important motif is
engineered. Sometimes, too, the tonality in question becomes the
determining key of a whole section or structural unit (the return of B minor
for the Curse motif in Scene 4 of Rheingold, as Fasolt is murdered by
Fafner, is an example of this).

The deployment of motifs in the Ring underwent a change during the
course of composition. In Rheingold the identification of motifs with specific
objects or ideas is at its most unambiguous. In Walkiire and the first two
acts of Siegfried, motivic representation is still made according to
reasonably strict musico-poetic criteria, but without quite the literal-
mindedness of Rheingold. In Act 3 of Siegfried and Gétterddmmerung,
however, written after the long break in composition, the motifs frequently
aspire to an independent life of their own. They are combined in such
profusion and with such contrapuntal virtuosity that it is clear that the
principles of Oper und Drama are no longer being strictly adhered to. In
Rheingold the thematic transformations that take place in the passages
that link the scenes are not typical of the work; the score of
Gotterddmmerung, however, is characterized by congeries of motifs drawn
on for a brief thematic development.

Just as certain leitmotifs are associated with specific tonalities, so groups
of characters (though, unlike the earlier operas, not individual characters)
are also identified with particular keys: the Valkyries with B minor, the

Nibelungs with B[tminor. The entire Nibelheim Scene (Scene 3) of
Rheingold, for example, is dominated by B[tminor, which even interrupts
Loge’s A major music as Alberich asserts himself. The B[tminor of the

Nibelheim Scene is framed by the D[tmajor in which Scene 2 begins and
Scene 4 ends. The relative key, contrasting but intimately connected,
denotes the relationship of Wotan (Light-Alberich) to Alberich. If the first
scene of Rheingold is excluded (since it is in the nature of a prelude,
outside the main action and its time zone), the tetralogy both begins and

ends in D[tmajor; it should not be regarded as the chief tonality to which all
others are related, but it does provide a framework of sorts, and at the end
affords a sense of homecoming. Rheingold was originally conceived by
Wagner as a drama in three acts with a prelude, a structure which
replicates not only that of Gétterddmmerung (three acts and a prologue)
but also that of the Ring as a whole.

The tendency towards the non-specificity of leitmotifs in the course of the
Ring is continued in Tristan und Isolde. Aptly for a work dealing in
metaphysical abstractions, motifs are not used in the latter to symbolize
swords and spears; nor can they generally be confined to a single concept
(the motifs associated with ‘death’ and ‘day’ are exceptions). The
elusiveness of the motifs and their associations is reflected in their
propensity for interrelation by means of thematic transformation. And if the
abstract nature of the motifs in Tristan enhances their flexibility, making
them more conducive to ‘symphonic’ development, they are also more



closely integrated into the harmonic structure of the work: the melodic line
of the motif associated with the words ‘Todgeweihtes Haupt! Todgeweihtes

Herz!’ is a product of the chromatic progression AD}A, not vice versa.

The elevation of motivic interplay to an abstract level in Tristanis
accompanied by a further shift in the balance of music and text towards the
former. There are still many examples of musico-poetic synthesis that
conform to Oper und Drama principles, but there is also an increased
tendency towards vowel extension, melisma, and overlapping and
simultaneous declamation of the singers, not to mention the opulent
orchestration with triple wind — all of which conspire to reduce the clarity
with which the text is projected. The extended vowels of Brangane’s
Watchsong, for example, render her words virtually inaudible; the text is not
irrelevant, but has been absorbed into the music to create an intensified
line that is then reintegrated into the orchestral fabric.

The temporal values of society represented by Marke and Melot, and the
earthly humanity of Kurwenal, are often matched by foursquare
diatonicism. Conversely, the neurotic self-absorption of Tristan and Isolde
and their unassuageable yearning are reflected in the work’s prevailing
mode of chromaticism; suspensions, unresolved dissonances and
sequential variation are ubiquitous and chromatically heightened. Every
element, poetical and musical, is geared to the generation and
intensification of tension — the tension of promised but evaded fulfilment.

The vocal line undergoes a further development in Die Meistersinger. For
much of the time it is little more than recitative, but its bareness is
counteracted by the orchestra’s richness of detail; the orchestra is by now
firmly established as the chief commentator on the dramatic action. The
improvisatory nature of the musical texture corresponds to the principle that
Wagner was to codify in Uber die Bestimmung der Oper (1871), whereby
the improvisatory element in acting was to be harnessed to the essential
improvisatory ingredient in musical composition, resulting in a ‘fixed
improvisation’.

The subject matter of the music drama — the creation of a mastersong —
might seem to lend weight to Lorenz’s formal analysis in terms of Bar-form.
But this would be to reckon without the more flexible, more sophisticated
structures that Wagner had been developing throughout his career, and
without the element of parody that is central to the work (Voss in Csampai
and Holland, N1981). Aspects of Bar-form are indeed present but often in
an ironic context: the variation entailed in the AAB structure of ‘Am stillen
Herd’, for example, is absurdly florid.

A similar distancing tendency is at work in Wagner’s persistent use in Die
Meistersinger of such traditional forms as set-piece arias, ensembles and
choruses; all three acts end with a massed finale worthy of grand opera.
The forms of Walther’s arias or of Beckmesser's Serenade tell us as much
about the characters and their dramatic predicament as the notes
themselves. The irregular phrase lengths, false accentuations and
disorderly progress of the Serenade depict Beckmesser’s agitation and
supposed artistic sterility, and should not be regarded as symptomatic of
an ‘advanced’ musical style (unlike the Act 3 ‘pantomime’ in Hans Sachs’s
study, which does look to the future in its graphic musical pictorialism).



Old and new are fused also in the musical language: the work’s
predominant diatonicism has an archaic tendency, largely as a result of the
penchant for secondary triads with their modal flavour. If this challenge to
the traditional tonic-dominant hierarchy is a musical metaphor for Die
Meistersinger's nostalgic retrospection, it is at the same time a means of
rejuvenating tonality.

In Parsifal Wagner the librettist supplied Wagner the composer with some
of his freest verse, ranging from sonorous, measured lines to violently
expressive ones. The vocal lines which resulted similarly range from more
or less melodic arioso (though often the primary idea is in the orchestra
and the vocal line functions rather as counterpoint) to a form of recitative-
like declamation (for example in Gurnemanz’s Act 1 narration). There are
leitmotifs which can be identified with objects or concepts, such as the
Spear, the Last Supper or the Grail, but the associations are not rigidly
consistent: as in Tristan, the function of the motifs is less representational
than to provide raw material for ‘symphonic’ development.

Again as in Tristan and Die Meistersinger, the modes of chromaticism and
diatonicism are counterposed, but whereas in those two works the
signification was relatively clear, in Parsifal the relationship of the two is
more equivocal. The realms of the Grail and of Klingsor are associated with
diatonicism and chromaticism respectively, but between these two poles
are many cross-currents: Amfortas’s suffering, for example, conforms
exclusively to neither category, confirming that his experience, while
ultimately the catalyst for the redemptive process, is tainted by depravity.
The propensity for tonal dissolution, in Parsifal, for diatonicism to yield to
chromaticism, is a potent metaphor for the theme of spiritual degeneration.
Tritones, augmented triads and mediant tonal relationships, which all
undermine the tonic-dominant hierarchy, contribute to the uncertain nature
of a tonal continuum that veers between diatonicism and chromaticism,

stable and unstable tonality. Ambiguity also surrounds the polarity of A[t
major and D (major and minor), which are evidently not to be viewed as
irreconcilably opposing forces but as complementary spheres to be brought
into resolution. The final stage in that process takes place at the setting of
Parsifal’s last words, ‘Enthullet den Gral’, which effects a modulation from

D major to the A[twith which the work unequivocally concludes.
Wagner: (1) Richard Wagner
11. Non-dramatic works.

(i) Orchestral.

Like all composers of his era, Wagner grew up in the shadow of Beethoven
and the Classical symphonic tradition. His obsession with Beethoven,
revealed both in the autobiographical writings and in fictional stories such
as the novella Eine Pilgerfahrt zu Beethoven, reflected a perceived need to
confront that tradition, acknowledging the legacy of Beethoven and at the
same time staking a claim as his natural successor.

The music drama was, of course, the genre evolved by Wagner as the
ideal vehicle for reconciling symphonic principles with a literary and
philosophical content. Before arriving at that solution, he made various
attempts to address the problem in purely orchestral terms, and at different



periods in his life he gave serious consideration to the possibility of
symphonic composition. Some nine or ten orchestral pieces, mostly
overtures (of which half have not survived), were conceived by Wagner
between 1830 and 1832, the student years during which he took
composition lessons from C.T. Weinlig. The first significant landmark,
however, was the Symphony in C major of 1832, an impressively
constructed work, full of Beethovenian gestures yet strongly individual in its
dramatic impulse and colouring. Of a second symphony, in E major, dating
from 1834, only the first movement — influenced by Beethoven’s Pastoral
Symphony and the overtures of Weber — was completed. The autograph is
lost, but a score in the hand of Mottl resurfaced in Munich in the late 1980s.
Mendelssohn was the undoubted influence in the overture to Apel’s play
Columbus (1834-5), while the self-parodying attempts to outstrip
Beethoven in the Rule Britannia Overture (1837) have an unintentionally
comic effect in performance. The chief inspiration for the Faust-Ouvertiire
(1839-40, revised 1855) came, pace Wagner’s account in Mein Leben,
probably not from Beethoven’s Ninth Symphony (though there are some
undoubted similarities), but from Berlioz's Roméo et Juliette, which
impressed Wagner at the time as a potential solution to the problem of
reconciling a literary impulse with abstract symphonic form.

Beethoven’s Ninth, on the other hand, probably was a major factor in the
reawakening of Wagner’s symphonic ambitions in 1846-7, from which
period sketches exist for at least two symphonies. At this time Wagner was
engaged in the composition of Lohengrin in Dresden, but he was also
making assiduous preparations for the performance of the Ninth at the
traditional Palm Sunday concert in the old opera house in the same city.
There seems little doubt that his close study of the work stimulated this
brief burst of symphonic inspiration.

From Wagner's maturity date three occasional marches. The
Huldigungsmarsch was composed to celebrate the birthday of Ludwig Il on
25 August 1864. The original version was for military band; an orchestral
arrangement was made in part by the composer and in part by Joachim
Raff. The Kaisermarsch of 1871 pandered to the mood of militant
nationalism following the proclamation of the Second Reich and the
German victory in the Franco-Prussian war. This piece too was originally
scored for a military band, but subsequently arranged, in this case by the
composer himself, for a full orchestra. An optional jingoistic ‘people’s
chorus’ was also added later. The Grosser Festmarsch (‘Centennial
March’) was composed in 1876 to a commission to celebrate the hundredth
anniversary of the American Declaration of Independence.

In marked contrast, the Siegfried Idyll is one of Wagner’s most intimate
works, conceived as it was as a birthday present for Cosima in 1870 and
as a retrospective celebration of the birth of their son Siegfried and of the
composition of Act 3 of Siegfried, both the previous year. The first
performance of the /dyll took place on the staircase at Tribschen, outside
Cosima’s bedroom, and the modest forces involved (probably 15 players
rather than the oft-cited 13) were doubtless, in part, the result of logistical
considerations. Certainly, in spite of the intimate associations of the work
for the composer and his wife, Wagner intended it to be performed by a
rather larger ensemble: for a private performance in Mannheim in 1871 he



requested at least 23 strings rather than the original eight, while in 1874 he
was planning an arrangement for ‘a large orchestra’. The phrase
‘symphonic birthday greeting’ in the title-page inscription in the autograph,
taken together with the structure of the work (a broadly based, modified
sonata form), further confirms the relevance of the /dyll to Wagner’s
symphonic ambitions.

That such ambitions had not been relinquished even in the last years of his
life is evident from the plans (none of which was realized) to compose
overtures and symphonies. The former were conceived, between January
1874 and February 1875, as a set of large-scale orchestral overtures with
programmatic titles, such as ‘Lohengrin’s Ocean Voyage’ (later
‘Lohengrin’s Journey’) and ‘Tristan the Hero’. The symphonies which
Wagner planned and sketched between autumn 1877 and his death in
February 1883 were intended as a continuation of the Beethovenian
tradition, though they were to be single-movement structures. As for the
symphonic process itself, Wagner's comments (reported by Cosima in
various diary entries) are somewhat contradictory. Originally he proposed
to call his pieces ‘symphonic dialogues’ because they would consist of
theme and countertheme in conversation; later, however, he suggested
that ideas should emerge out of one another — a process more akin to
thematic metamorphosis.

(ii) Choral.

Between 1834 and 1836 Wagner was attached to a theatrical troupe in
Magdeburg. The troupe’s stage director, Wilhelm Schmale, wrote a festival
play to celebrate the new year, and Wagner was required, in a short space
of time, to contribute incidental music. The five numbers he wrote were an
overture (incorporating music from the slow movement of the C major
Symphony), choruses and ‘allegorical music’. In 1837, during his period in
Riga, Wagner was commissioned to write a Volks-Hymne (national
anthem) for the birthday celebrations of Tsar Nicholas. Giving the music ‘as
despotic and patriarchal a colouring as possible’, he achieved a popular
success that was performed on the same day in subsequent years.

Demonstrating further a pragmatic but impressive stylistic flexibility in these
early years, the chorus ‘Descendons gaiment la courtille’ was written to be
interpolated in the two-scene vaudeville La descente de la courtille, which
had its first performance at the Théatre des Variétés in Paris on 20 January
1841. The light French style, popularized subsequently by Offenbachian
operetta, could hardly be more alien to the weighty Teutonic idiom soon to
be embraced by Wagner.

Four choral pieces date from Wagner’s years as Kapellmeister in Dresden.
Der Tag erscheint for male chorus (1843) was composed for the unveiling
of a memorial to King Friedrich August | of Saxony. The chorus was sung a
cappella on that occasion, but Wagner also made a version, probably at
about the same time, for male chorus and brass instruments. The most
substantial work of the group is Das Liebesmahl der Apostel (1843), a
‘Biblical scene’ on the subject of the first Pentecost, written for a gala
performance given by all the male choral societies in Saxony. At the first
performance, in the Dresden Frauenkirche, there were some 1200 singers
and 100 orchestral players. The male chorus Gruss seiner Treuen an



Friedrich August den Geliebten (1844) was composed to celebrate the
return of King Friedrich August Il of Saxony from England. Its refrain
combines two melodic ideas shortly to be used in Act 2 of Tannhé&user.
Another male chorus, An Webers Grabe (1844), was written for the
occasion of the reinterment of Weber’s remains in Dresden. A torchlit
procession on 14 December 1844 was accompanied by Wagner’s
Trauermusik (based on three themes from Euryanthe) for wind band
(including 20 clarinets, 10 bassoons and 14 horns) and muffled drums; on
the following morning, by the side of the grave in the Friedrichstadt
cemetery, Wagner gave an oration and conducted his chorus.

With the exception of the nine-bar Wahlspruch fiir die deutsche Feuerwehr
(‘Motto for the German Fire Brigade’) of 1869, Wagner wrote no more
choral pieces until the small group, all for children’s voices, celebrating
marital bliss (and more specifically Cosima’s birthdays), dating from the last
decade. The Kinder-Katechismus (1873), for which Wagner’s verse was in
question-and-answer form, exists in two versions, the second with an
accompaniment for a small orchestra. The eight-bar chorus Willkommen in
Wahnfried, du heil’ger Christ (1877) was performed in Wahnfried for
Cosima by the children, as was /hr Kinder, geschwinde, geschwinde three
years later.

(iii) Chamber.

An early string quartet in D major (1829) has not survived, and the so-
called ‘Starnberg Quartet’, supposedly dating from the 1860s, has been
shown to be a mythical creation (Voss, N1977, and Millington, 11992),
despite a putative ‘reconstruction’ by Gerald Abraham published in 1947.
The Adagio for clarinet and string quintet, formerly attributed to Wagner, is
in fact by Heinrich Joseph Baermann, belonging to his Clarinet Quintet,
op.23.

(iv) Solo voice and orchestra.

The only surviving works in this category are a series of interpolations for
operas by other composers, all dating from Wagner’s prentice years. ‘Doch
jetzt wohin ich blicke’, an effective display piece, was a new allegro ending
for Aubry’s aria ‘Wie ein schoéner Fruhlingsmorgen’ in Marschner’s Der
Vampyr, which Wagner was responsible for rehearsing in Wirzburg (1833).
He opened his first season as music director of the theatre in Riga (1837)
with Carl Blum’s comic opera Mary, Max und Michel, for which he
composed an extra bass aria entitled ‘Sanfte Wehmut will sich regen’.
Another bass aria, composed for insertion in Joseph Weigl’s ‘lyrical opera’
Die Schweizerfamilie, is lost, while ‘Norma il predisse, O Druidi’ was
intended to be sung by the celebrated bass Luigi Lablache (who politely
declined) in Bellini’'s Norma.

(v) Solo voice and piano.

Among Wagner’s earliest compositions are a set of seven pieces for either
solo voice or chorus (or both) and piano for inclusion in a performance of
Goethe’s Faust (1831). More significant is the group of songs Wagner
wrote between 1838 and 1840, in the hope of making his reputation in
Paris. The idea that celebrated singers should include these songs in their



concerts came to nothing, however. Extase, La tombe dit a la rose and
Attente (the first two of which exist only in fragmentary form) were all
settings of poems by Victor Hugo. Dors mon enfant and Mignonne,
together with Attente, were published in Paris by Durand, Schoenewerk et
Cie in 1870. Tout n’est qu’images fugitives is a setting of a poem entitled
Soupir by Jean Reboul, while Les deux grenadiers sets a French
translation of the poem by Heine, more famously set by Schumann. The
song with the grandest operatic gestures of all is Adieux de Marie Stuart,
evoking the tearful farewell to France of Mary Queen of Scots. Various of
the above songs are included in recitals from time to time, but their fame is
dwarfed by that of the Wesendonck Lieder, a set of five songs to texts by
Mathilde Wesendonck (1857-8). Two of the songs were designated by
Wagner ‘studies for Tristan and Isolde’: Im Treibhaus, which anticipates the
bleak prelude to Act 3, and Trdume, which looks forward to the Act 2 duet.
As a birthday present for Mathilde, Wagner also arranged Trdume for solo
violin and chamber orchestra, and conducted it at the Wesendoncks’ villa in
Zurich on 23 December 1857. The orchestral version of the other four
songs generally performed today is by Felix Mottl, though Henze also
made a version of the complete set — a more radical but sensitive rescoring
—in 1976.

(vi) Piano.

Wagner’s works for piano fall into two groups: those dating from his student
years and those written for and dedicated to particular individuals at
various points in his life. The works in the first group — disregarding a pair
of lost sonatas from 1829 — were composed in Leipzig in 1831 and 1832.

The primary influence in the sonatas in BUand A is Beethoven, but the

more quirkily individual Fantasia in F[tminor also betrays Wagner’s
fascination at that time with Bellinian bel canto.

The earliest work in the second group was the Alboumblatt in E major (the
title ‘Lied ohne Worte’ was added on its first publication in 1911),
apparently written for Ernst Benedikt Kietz in 1840. Further Albumblatter
were composed for Princess Pauline Metternich (1861), Countess
Pourtalés (‘Ankunft bei den schwarzen Schwanen’, also 1861) and Betty
Schott (1875). Wagner’s most substantial work for piano, however, is the
sonata for Mathilde Wesendonck (Sonate fiir das Album von Frau MW), a
comparatively rare example in the 19th century of a single sonata-form
movement (as opposed to the Lisztian model of several movements
integrated into one).
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12. Projected and unfinished dramatic works.

The five-act tragedy Leubald (1826—8), dating from Wagner’s adolescence,
was the earliest of his ambitious dramatic schemes, drawing, as he later
reported in Mein Leben, on Hamlet, Macbeth and King Lear, as well as
Goethe’s Gotz von Berlichingen. He planned incidental music for it in the
style of Beethoven’s Egmont, but if any was written, it has not survived.

Die Hochzeit (1832-3) was specifically conceived as an opera, but the
poem is lost, and of the music only an introduction, chorus and septet were
written. The prose scenario for Die hohe Braut, oder Bianca und Giuseppe,



a grand opera in four or five acts, was probably sketched by Wagner in
Konigsberg in 1836. He subsequently sent it to Scribe in Paris, in the hope
that the librettist might develop it into a text which Wagner could then be
commissioned to set to music for the Opéra. Die hohe Braut was eventually
elaborated into a libretto, however, by Wagner himself in Dresden, in 1842,
and set to music by J.B. Kittl.

Ménnerlist grésser als Frauenlist, oder Die gliickliche Béarenfamilie (‘Man’s
Cunning Greater than Woman'’s, or The Happy Bear Family’, ?1838),
based on a story from The Thousand and One Nights, was intended as a
comic opera, in the form of a Singspiel, with prose dialogue and individual
numbers, of which only two were composed. Die Sarazenin (‘The Saracen
Woman’), a projected five-act opera, on the subject of the Hohenstaufen
prince Manfred, son of Friedrich Il, and a mysterious Saracen prophetess,
Fatima, was conceived almost certainly in Paris, late in 1841. Wagner
subsequently elaborated his draft in Dresden, in 1843, but proceeded no
further, and wrote no music for it. Die Bergwerke zu Falun (‘The Mines of
Falun’, 1842), based on a story by E.T.A. Hoffmann, was another aborted
project also dating from Wagner’s Paris years. The years surrounding the
Dresden uprisings of 1848-9 produced four different attempts to find a
satisfactory vehicle for ideas that achieved final form in the Ring: the
historical subject of Friedrich | (the 12th-century emperor Friedrich
Barbarossa) was abandoned (though not quite as readily as Wagner later
suggested) in favour of the greater potential afforded by the Nibelung myth,
while a three-act drama on the subject of Achilles, with its themes of a free
hero and of the gods yielding to humanity, the five-act Jesus von Nazareth,
with its advocacy of a new religion of humanity, and the ‘heroic opera’
Wieland der Schmied were similarly all superseded by the Ring. The
Buddhist subject matter of Die Sieger (‘The Victors’), dealing with the
conflict between passion and chastity, preoccupied Wagner from the mid-
1850s until the end of his life, but again the theme was treated definitively
in another work, Parsifal.

Only prose sketches exist for the drama Luthers Hochzeit (1868), treating
one of the decisive acts of the Reformation — Luther’s rejection of his
priestly celibacy and his marriage to Catharina von Bora — and Wagner
appears not to have attempted to compose any music; ten years later he
considered writing a prose play on the subject. Eine Kapitulation (1870),
described as a ‘comedy in the antique style’, was a heavy-handed farce in
somewhat dubious taste, set in Paris at the time of the siege in that city.
Wagner did not set the text himself, but he may have tinkered with the
setting undertaken by Hans Richter, which has not survived (possibly
destroyed by Richter himself).
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13. Orchestration.

A paradox lies at the heart of Wagner’s orchestration. As his compositional
ambitions developed through the three early operas, the trio of German
Romantic operas and the Ring tetralogy, culminating in the final three
masterpieces, so the tonal resources of the existing orchestra were
expanded. Yet larger forces did not — contrary to the impression given by
contemporary caricatures — simply lead to greater volume and cruder



effects. On the contrary, to compare the exuberant tambourines and
castanets of Das Liebesverbot, or the bombastic, massive rhetoric of
Rienzi, with the rich, velvety textures of the Ring or the refined sonorities of
Parsifal, famously described by Debussy as ‘illuminated as from behind’, is
to realize just how central the art of orchestration was to Wagner’s project.

On one level, this development reflects Wagner’s own progress towards
mastery. Again, one may compare the overwrought triangle part in the
early concert overture Rule Britannia with the single stroke of the
instrument in the closing bars of Act 2 of Siegfried — praised by Strauss as
a ‘wise application of the triangle’. Similarly, the insistent cymbals of Das
Liebesverbot, the massed brass of Rienzi or the extravagant six trumpets
of the early Columbus Overture may be compared with the magical
pianissimo brushing of the cymbals at the start of the long final descent in
the Lohengrin prelude, or the delicate touches on a solo trumpet in the
second stanza of Elsa’s Dream (Act 1 of the same opera).

On another level, the increased sophistication of Wagner’s scoring accords
with developments in the 19th century generally. The beginning of the
century heralded the liberation of woodwind and brass instruments, whose
sonorities, both solo and in combination, now made more distinctive
contributions to the orchestral texture. In opera, more specifically, such
composers as Spontini and Weber were employing these timbres
imaginatively, adding new colours to the tonal palette; such innovations
were soon extended by Berlioz and Meyerbeer as well as Wagner.

The demands of narrative and characterization in opera fuelled these
developments, the Wagnerian technique of leitmotif underlining further the
association between particular timbres and characters, objects, concepts or
emotions. In Lohengrin, according to Liszt, the work’s first conductor, each
of the elements has its own distinctive colouring: strings for the Holy Grail,
wind for Elsa, brass for Heinrich. Richard Strauss also admired Lohengrin,
in particular for Wagner’s deployment of the dritte Bldser — i.e. the addition
of the cor anglais to the two oboes, and the bass clarinet to the two
clarinets, to form homogeneous and potentially autonomous choruses
alongside the three flutes and three bassoons.

In accordance with the general trend in the 19th century, Wagner’s mature
orchestra was notable for its considerable reinforcement of strings in
relation to woodwind. For the Ring he asked for 16 first violins, 16 seconds,
12 violas, 12 cellos and 8 double basses. Admittedly he called also for
quadruple woodwind in the Ring, as in Parsifal, though only triple for
Tristan, and double (plus piccolo/third flute) for Die Meistersinger. The
ensuing carpet of string sound is a characteristic feature of Wagner’s
scores, but there are also countless examples of subtle, delicate effects
obtained in a variety of ways.

Expanding the tonal resources of the orchestra involved both the
redeployment of existing instruments and experimentation with new ones.
In the first category belong the trombones. If trombones were becoming
standard in opera house orchestras throughout Europe in the 19th century,
then it was Wagner above all who gave them an independent voice. Their
enunciations of the striding Spear motif, or that of the baleful Curse, in the
Ring proclaimed a new freedom that made possible even more radical



innovations in subsequent eras. Perhaps the most significant of the ‘new’
instruments were the ‘Wagner tubas’. Called tenor and bass tubas in the
score, they are generally blown, with horn mouthpieces, by a quartet of
horn players, and were intended to bridge the gap between horns and
trombones. Wagner’s ‘invention’ of these instruments owed much to the
experiments of Adolphe Sax and others, just as the bass trumpet and
contrabass trombone he had constructed for the Ringalso drew on military
band precedents. Wagner called for an alto oboe to be specially
constructed for the Ring and Parsifal, but the instrument failed to establish
itself permanently. The bass clarinet was not a Wagnerian invention, but it
was exploited as a melodic instrument in Tristan and as a useful bass to
the woodwind choir elsewhere.

Other special instruments used by Wagner include the 18 anvils in the
Ring; the cow horns in Die Walkiire, Gétterddmmerung and Die
Meistersinger; the wind machine in Der fliegende Hollédnder; and the Gralil
bells which are not the least of the many problematic issues in Parsifal.
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14. Sources.

(i) Manuscripts.

The myth, originated by Wagner himself, that the text and music of his
works were conceived in a simultaneous flight of inspiration has long since
been demolished. It is true, of course, that text and music are fused
indissolubly in Wagner’s works — certainly in the mature music dramas —
but the principle of fusion can be traced back to the point of conception
only by a selective, and ideologically driven, reading of the evidence.

To separate the discussion of Wagner’s textual and musical sources is
therefore to do little violence to the artistic process. Wagner’s general
procedure in evolving a text for setting consisted of the following stages: an
initial prose sketch (this stage applies only to the works from Das
Rheingold onwards), an elaborated prose draft, a verse draft and a fair
copy of the poem. Clearly it was the complexity of the mythological sources
deployed in the Ring that persuaded Wagner of the need for a preliminary
prose sketch for Das Rheingold and Die Walkiire. The resulting documents
outline the dramatic action in succinct manner and presage its final form
with remarkable clear-sightedness. One or two less plausible initial
inspirations — including that of Wotan revealed bathing in the Rhine in the
opening scene of Das Rheingold, and witnessing the congress of
Siegmund and Sieglinde in Act 1 of Die Walkiire — were subsequently
jettisoned. The latter notion was contained in a series of supplementary
prose sketches that Wagner made for Das Rheingold and Die Walkdire in a
pocket notebook. For Siegfried (at that time called Der junge Siegfried),
Wagner also made some brief, fragmentary prose sketches, but for
Gotterddmmerung (originally called Siegfrieds Tod) he made no prose
sketch as such, having already organized the material for what was to
become the whole cycle in a prose scenario of 1848, entitled Der
Nibelungen-Mythus: als Entwurf zu einem Drama.

The first prose sketch of Die Meistersinger, dating from 1845, is a detailed
scenario, with a coherent outline of the plot, lacking some key names



(Walther, Eva and Beckmesser are called ‘the young man’, ‘the girl’ and
‘the Marker’) but frequently breaking into dialogue. The initial prose
sketches for Tristan and Parsifal have not survived.

In his prose drafts (the first stage for Der fliegende Holléander, Tannhéuser
and Lohengrin, the second for all subsequent operas) Wagner set down a
detailed outline of the story, again punctuated by fragments of dialogue
(still in prose form). Most important elements of the text are in place by this
time, though Wagner was still capable of making radical changes at a later
stage. There is, for example, as Darcy (N1993) has pointed out, no
mention in the prose draft for Das Rheingold of either Wotan’s emblematic
spear or Loge’s identity as the god of fire.

The next stage was the versification of the text, at which point any vestigial
prose dialogue, and indeed the entire text, would be rendered in poetic
verse: Stabreim (alliterative verse) in the case of the Ring, Endreim (end-
rhyme) in the earlier operas, and a composite form in the later works.
Examination of the relevant sources shows that sometimes Wagner would
find the ideal wording immediately; on other occasions he would subject
the text to considerable reworking. The scene directions were also
expanded, sometimes revised, at this stage.

The final stage in the preparation of the text was that of the fair copy — an
accurate description in Wagner’s case, since his hand was elegant and his
work generally free of corrections. Occasionally he did decide on late
amendments and, if sufficiently radical, as in the case of Siegfrieds Tod, he
would make a further fair copy; there were no fewer than four fair copies of
the latter text.

The nomenclature of the musical sketches and drafts is a more problematic
affair, partly because Wagner’s compositional process altered over the
course of his career, partly for ideological reasons (briefly, Wagner
scholars of the protectionist school used to follow the composer in
presenting Der fliegende Holldnder, Tannhduser and Lohengrin as incipient
music dramas). Thus Otto Strobel, the Bayreuth archivist between the
wars, used the terms Kompositionsskizze (composition sketch) and
Orchesterskizze (orchestral sketch) indiscriminately for both the Romantic
operas and the music dramas, implying moreover (erroneously) that the
compositional process was limited to the first stage, while the second stage
saw an immediate elaboration into an orchestral score. Strobel’s terms held
sway for several decades, though others were proposed in the 1960s and
70s. The nomenclature now generally established is that adopted by the
Wagner Werk-Verzeichnis. For the early operas (Die Feen, Das
Liebesverbot and Rienzi) and for Der fliegende Hollénder, Wagner used
various scraps of paper to jot down preliminary musical ideas, then
sketching individual numbers or whole scenes. These sketches, sometimes
in pencil, sometimes in ink, set the text generally using two staves — one for
the vocal line, the other indicating the bass, occasionally with embryonic
harmony in between. Then came the crucial complete draft, made in ink: a
setting of an entire act, incorporating the preliminary sketches and filling in
any gaps. For this draft Wagner added staves as required to show all the
vocal and choral parts. The next, and final, stage, for the four works in
question was the making of a full score, a relatively easy process that could



be undertaken whenever convenient, the real composition having already
been completed.

For Tannh&user, where Wagner began to move away from construction in
numbers, he made a large number of sketches for individual sections — not
necessarily in chronological order — next making a complete draft, which
survives only in fragmentary form. In this case, a further complete draft
preceded the making of the full score. For Lohengrin, apart from some
preliminary sketching, Wagner went straight to a first complete draft, on two
staves, working from the beginning to the end of an act, and following it
with a second complete draft incorporating amendments and elaboration
but stopping short of detailed orchestration. Here again Wagner moved
direct to a full score.

His procedure in Das Rheingold was also to make a complete draft, in
pencil, setting the text on one stave, with little more than a bass line on
another stave (sometimes two; see fig.11). The need to elaborate the
scoring of Das Rheingold, with its expanded orchestra, led Wagner to
move next to a draft of a full score, initially (prelude) in ink and resembling
a full score, but from Scene 1 in pencil and with staves added as necessary
(the intermediate nature of this draft has led some scholars to term it
‘instrumentation draft’). The final stage was a fair copy of the score.

Wagner began sustained work on Die Walkiire with a complete draft that
was elaborated to a greater degree than that for Das Rheingold, with the
orchestral part sketched generally on two staves rather than one. He did
not feel the need to make the same kind of draft full score as he had for
Das Rheingold; however, because the composition of Die Walklire was
extended over a much longer period, he had some difficulty remembering
exactly what the ‘unfamiliar hieroglyphics’ of the complete draft stood for,
with the result that some passages had to be recomposed.

Determined never to make the same mistake again, Wagner changed his
procedure thereafter. Thus from Siegfried onwards he not only made two
complete drafts, the second in ink, on at least three staves, before moving
to a full score, but he also worked one act at a time, alternating between
the two drafts.

With Tristan Wagner ensured that each act was completed and engraved
before beginning the next. But for acts 2 and 3 of Die Meistersinger, as well
as Act 3 of Siegfried, Gétterdédmmerung and Parsifal, he changed his
procedure once again, in that the entire opera was finished in its second
complete draft before the full score was begun. This second complete draft
was, moreover, extremely elaborate — to the extent that it is sometimes
called a ‘short score’.

Most of Wagner’s preliminary sketches and jottings — made on scraps of
paper, in diaries or sometimes on manuscripts or copies of the poems —
are undated and undatable. The complete drafts, on the other hand, are
meticulously dated. With the exception of those in private collections,
Wagner’s surviving autograph manuscripts reside in libraries and archives
in various locations in Europe and the USA. The majority are housed in the
Nationalarchiv der Richard-Wagner-Stiftung in Bayreuth. Among the
autographs that have not survived, the most celebrated are the scores of



Die Feen, Das Liebesverbot and Rienzi, and the fair copies of Das
Rheingold and Die Walkiire. These were all presented to Ludwig Il of
Bavaria, from whose estate they passed to the Wittelsbacher
Ausgleichsfond. The German Chamber of Industry and Commerce
purchased them from the Ausgleichsfond and presented them to Hitler on
his 50th birthday in 1939. It is assumed that they were destroyed in April
1945, though repeated rumours of their survival give cause to hope that
they may one day resurface. In any case, ‘the whole incident’, in Darcy’s
words, ‘must be judged as Hitler’s final contribution to the cause of Wagner
scholarship’.

(ii) Printed editions.

The first ‘complete edition’ of Wagner’s works was undertaken by Michael
Balling and published by Breitkopf & Hartel between 1912 and 1929. Only
ten of the projected 20 or more volumes appeared. A modern reprint was
published by the Da Capo Press in 1971. The edition lacks several major
scores, including those of Rienzi, Der fliegende Hollénder, Die
Meistersinger, Parsifal and all four Ring operas. On the other hand, it does
include the early operas Die Hochzeit (only an introduction, chorus and
septet were composed), Die Feen and Das Liebesverbot. (The editions of
the first and last were the first to be printed.) Balling’s edition of Lohengrin
includes in a supplement the second part of the Grail Narration, which was
cut by the composer before the premiére, and consequently omitted from
the first printed, and all subsequent, editions. The Breitkopf project also
includes valuable editions of the orchestral works, lieder, choral and piano
music, as well as Wagner’s interpolations for operas by Marschner, Blum
and Bellini. Balling was hampered by the unavailability of many crucial
sources and his edition, while creditable, falls short of modern critical
standards.

The second complete edition, by contrast — still in progress — maintains the
highest critical standards. Richard Wagner: Sédmtliche Werke was initiated
in 1970 by B. Schott’'s S6hne of Mainz, in cooperation with the Bavarian
Academy of Fine Arts. The original general editors were Egon Voss and
the late Carl Dahlhaus. Volumes i—xxi will contain the scores of all the
works (including those uncompleted), volumes xxii—xxxi the relevant texts
and documents associated with the stage works. The decision to opt for the
original (1841) version — set in Scotland and with Senta’s Ballad in A minor
— in Isolde Vetter's scrupulous edition of Der fliegende Hollénder is
idiosyncratic, given that the work is very rarely performed in that version.
Indeed, other volumes in the series have also been criticized — for example
in terms of impracticable page turns — as being less useful for performing
musicians than for scholars.

All the operas from Der fliegende Holldnder to Parsifal are available both in
the form of miniature scores (published by Eulenburg) and as full-size,
softback reprints of selected early editions (published by Dover
Publications Inc.). Editions of the Ring operas are bedevilled by the fact
that not all of the alterations to the text made by Wagner subsequent to his
1853 limited edition — i.e. during the process of composition — found their
way into the 1863 public printing and 1872 Gesammelte Schriften version
of the libretto. As a result, the supposedly authoritative 1872 version — the



Gesammelte Schriften were assembled under Wagner’s own supervision —
frequently corresponds neither to the earliest editions of the text nor to that
found in the musical scores.

Wagner: (1) Richard Wagner
15. Wagnerism.

Even during Wagner’s lifetime, appraisal of his achievement was clouded
by political and ideological considerations, professional jealousies and
extra-musical factors of various kinds. Thus was the pattern set for the next
century and more, for rarely has a composer excited such extreme
passions among cognoscenti and lay listeners alike.

The opera criticism of writers such as Fétis, Hanslick and J.W. Davison,
publishing respectively in Paris, Vienna and London, can be dismissed as
the reactionary, parti pris posturing for which the profession is celebrated,
but it reflected an influential strand of public opinion which found Wagner’s
aesthetic theories hard to stomach. Davison himself came to a more
measured view of Wagner when the Ring received its first staging in 1876,
while his German-born colleague Francis Hueffer, who joined The Times in
1878, was an enthusiastic and well-informed proselytiser for the Wagnerian
cause.

The fact that every cultural figure of any standing, from Marx to William
Morris, and Ruskin to Tolstoy, had an opinion on Wagner and his music is
indicative of the composer’s influence, and if that particular quartet
remained unconvinced of his genius, there were countless others who took
a contrary view. The partisanship of Liszt, Wolf and Bruckner is well known,
though Tchaikovsky, Grieg and Saint-Saéns were also among the first Ring
audiences.

Nor was the polarity any less marked after Wagner’s death. The intensity of
Nietzsche’s apostatic diatribes may be accounted for, in part, by neurosis
and, finally, insanity, yet his arguments cannot be dismissed out of hand.
Indeed, his exposition of a morally suspect, alluringly decadent art, that
offered ‘strange enchantments’ and ‘sweet infinities’ even as it paralysed
the intellect, is all the more poignant as that of a former acolyte who has
lost his faith. Thomas Mann'’s later reflections on the subject were to echo
Nietzsche’s formulation, though Mann did not preclude the possibility of
intellectual engagement as well as emotional.

Ironically, given Wagner’s barely concealed antipathy to the country,
France was from an early stage a significant outpost of Wagnerism. In the
1880s Wagner’'s music was a staple ingredient of the French orchestral
repertory, thanks largely to the efforts of conductors such as Edouard
Colonne and Charles Lamoureux, and in due course the operas came to
be more frequently staged too. The doyen of 19th-century French music,
César Franck, studied Wagner’s scores closely and was clearly influenced
by them, but he maintained a certain distance from the Wagner cult,
deciding, for example, not to make the pilgrimage to Bayreuth. The
master’s disciples were less strong-willed, however. Guillaume Lekeu
fainted during the Prelude to Tristan at the Bayreuth Festival and had to be
carried out. Chabrier resigned his government post and became a
composer on hearing Tristan in Munich; his opera Gwendoline is



characterized by leitmotifs and other Wagnerian fingerprints. Chausson
and Duparc are among other notable composers heavily influenced by
Wagner.

Even less plausibly, Russia proved to be fertile Wagnerian territory too, in
spite of the composer’s tenuous association with the country in his lifetime.
The spiritual dimension of his art struck a chord, however, with practitioners
of the mystical, Symbolist-inspired movement that swept the country at the
turn of the century. Wagner’s theories and aesthetic ideas were actually
discussed more than the works themselves were performed, and after the
Revolution too it was the anti-capitalist tendency of such essays as Die
Kunst und die Revolution that appealed to Bolsheviks and intellectuals
alike. Mass festivals were organized, often involving thousands of people,
in a grand synthesis of music, dance, rhythmic declamation and decorative
arts that unmistakably, though tacitly — art of the past not being officially
approved — invoked the spirit of the Gesamtkunstwerk.

In Britain, Wagner’s music was much better known: the Ring was
performed in London as early as 1882 and only with World War | did
German music temporarily disappear from the repertory. The influence on
the harmonic language of composers such as Parry, Stanford and Elgar is
obvious, while in William Ashton Ellis, indefatigable translator and editor,
Wagnerism found one of its most dedicated adherents. In America, too,
there was passionate enthusiasm for Wagner’s operas and a veritable cult
developed with the expatriate conductor Anton Seidl at its centre.

Adulation of Wagner in Germany itself inevitably became entwined with the
upsurge of Wilhelminian nationalism. Kaiser Wilhelm Il visited and
subsidized Bayreuth, and had his car horn tuned to a Wagnerian leitmotif.
The spirit of ‘Bayreuth Idealism’ was enshrined in its most unadulterated
form in the Bayreuther Blétter, the periodical established by Wagner and
Hans von Wolzogen in 1878. Wolzogen'’s six-decade editorship ensured a
platform for Germany’s leading racists and anti-semites, who interpreted
the canon, and especially Parsifal, as harbingers of a true Aryan culture. A
regular contributor to the Bayreuther Blatter was Houston Stewart
Chamberlain, whose Grundlegen des 19. Jahrhunderts was a formidably
influential proto-Nazi tract. The association of Wagner’s works with Hitler
and the Third Reich was to cast a long shadow that had still not been
completely dissipated by the end of the 20th century.

The impact of the music itself on composers of the late 19th century and
the 20th was similarly wide-reaching. On one level, it can be detected in
the rich harmonic language, unresolved dissonances, sequences and other
technical features of late Romanticism, as exhibited by Elgar, Richard
Strauss and Berg, to name but three. The use of leitmotifs and through-
composed procedures in opera also became standard. On a more subtle
level, it is possible also to trace Wagner’s principles of ‘musical prose’
through Schoenberg to later modernists such as Boulez and Maxwell
Davies, while other formal parallels can be seen in the work of
Stockhausen and Berio. Ultimately, however, no composer of the post-
Wagnerian period can be said to be untouched by his influence, even if
only in a negative sense.



The impact of Wagner on the other arts, particularly literature and the
visual arts, was no less crucial. Baudelaire was an early admirer of Wagner
in France, and other Symbolists such as Verlaine and Mallarmé
demonstrated their allegiance both in their poetry and in theoretical articles
— the Revue wagnérienne, founded in 1885, provided an ideal forum. From
the use of symbolism and leitmotif to stream of consciousness techniques it
was but a short step, and if James Joyce and Virginia Woolf perfected the
latter, then no one deployed leitmotif with more subtlety and ingenuity than
Proust in A la recherche du temps perdu. Wagnerian symbolism and
mythology permeate the novels of D.H. Lawrence and Thomas Mann, with
a host of other writers, from Joseph Conrad to Anthony Burgess in the
modern era, also paying their dues.

Countless minor artists of the 19th, and indeed 20th, centuries similarly
paid allegiance to Wagner in canvases that echoed the themes, symbols
and mises-en-scene of his operas. Among major artists, it was again the
Parisian avant garde that set the pace. The terms ‘Symbolist’ and
‘Wagnerian’ were almost interchangeable when applied to such artists as
Gustave Moreau and Odilon Redon, while Henri Fantin-Latour’s lithographs
and paintings of Wagnerian scenes dated back to the Impressionist era of
the 1860s; Renoir too painted a pair of overdoor panels illustrating scenes
from Tannhé&user. German and Austrian artists, such as Max Klinger and
Gustav Klimt, received their inspiration from Wagner via the Parisians,
while Aubrey Beardsley, Van Gogh, Gauguin and Cézanne all came under
the Wagnerian spell. Kandinsky’s experiments with synaesthesia were
influenced in part by the work of Skryabin, but his desire to combine
several arts in a Biihnengesamtkunstwerk unmistakably reflects the
expansionist ambitions of Wagner.
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operas, music dramas

Wwv Title Compositions,
sources

Die Feen




Genre, acts, libretto :
grosse romantische Oper, 3, after C. Gozzi: La donna serpente

Publication :

lib.: Mannheim, 1888; SW xxii

vs: Mannheim, 1888

fs: ¢1890 (orchestration rev. H. Levi); B xiii; SW i

text: pd (lost), vd,
GB-Lbl [mid-June—
Dec 1834,
Rudolstadt and
Magdeburg]; Fr.
trans.: vd, Lbl [aut.
1839, Paris]
music: cd, NA, fs
(lost), Jan 1835-
[March 18361,
Magdeburg

Act 1 (begin): cd,
23 Jan 1835

Act 2 (end): cd, 30
Dec 1835

arrs. from nos.2, 9,
11 (in Fr.): pm, NA
[Feb—March 1840),
Paris]



Premiere :

Magdeburg, Stadt, 29 March 1836, cond. Wagner; 2 duets from Act 1:
Magdeburg, Stadt, 6 April 1835, cond. Wagner

Dedication, remarks :
copy of lost fs in Wittelsbacher Ausgleichsfonds, Munich

Rienzi, der Letzte
der Tribunen

Genre, acts, libretto :

grosse tragische Oper, 5, after E. Bulwer-Lytton: Rienzi: the Last of the Roman
Tribunes



Publication :

lib: Dresden, 1842; Hamburg, 1844; Berlin, 1847; SW xxiii
vs: Dresden, 1844

fs: Dresden, 1844 (shortened version); SW iii

text: pd (in Fr.), F-
Pn [2-6 May 1840];
pd (in Ger.); RWG
[early 1841]; vd (in
Ger.), RWG, 18-28
May 1841, Meudon
Senta’s Ballad,
Song of Scottish
Sailors, Song of the
Dutchman’s Crew:
vd (in Fr.), GB-Lbl,
May—June 1840
music: cd (lost), fs,
NA, July—Nov
1841, Meudon and
Paris

ov. (end): cd, 5 Nov
1841; fs [19 Nov
1841]

Act 1 (begin): cd,
23 July 1841

Act 2 (end of
Senta’s Ballad): cd,
31 July 1841

Act 2 (begin no.5):
cd, 4 Aug [1841]
Act 2 (end): cd, 13
Aug [1841]

Act 3 (end): cd, 22
Aug 1841; fs, 21
Oct 1841

Senta’s Ballad,
Song of Scottish
Sailors, Song of the
Dutchman’s Crew:
cd, fs (both partly
lost), NA, RWG,
US-NYp [May—July
1840]

rev. end of ov.,
1860: ffs, NA, 19
Jan 1860, sfs, GB-
Lbl [shortly before
16 March 1860]




Premiere :
Dresden, Kgl Sachsisches Hof, 2 Jan 1843, cond. Wagner

Dedication, remarks :
Ida von Littichau (née von Knobelsdorf); orig. version in 1 act; orchestration rev.
1846, 1852; ending modified 1860

Tannhduser und
der Sangerkrieg au
Wartburg




Genre, acts, libretto :
grosse romantische Oper, 3; 1859-60 version: Handlung, 3

Publication :

stage 1

lib: Dresden, 1845; SW xxv
vs: Dresden, 1846; SW xx/1
fs: Dresden, 1845; B iii; SW v
stage 2

lib: Dresden, 1847; SW xxv
vs: Dresden, 1852

fs; Dresden, 1860, B iii; SW v
stage 3

lib: Paris, 1861; SW xxv

vs: Paris, 1861

fs: B iii; SW vi

stage 4

lib: Munich, 1867; SW xxv
vs: Berlin and Dresden, 1876
fs: Berlin, ¢1888; B iii; SW vi




text: pd, NA, 3 Aug
1845, Marienbad
(end); vd, private
collection, 27 Nov
1845 [Dresden]
(end)

music: fcd (partly
lost), private
collections, D-Mbs,
NA, US-NYp, STu;
scd, NA; fs, NA;
[May 1846]-April
1848, Dresden
Prelude: scd (end),
29 Aug [1847], fs,
(begin), 1 Jan 1848
Act 1: scd, 12 May—
8 June 1847

Act 2: scd, 18
June-2 Aug 1847
Act 3: fcd (end), 30
July 1846; scd, 9
Sept 1846-5 March
1847; fs (end), 28
April 1848

arrs. for concerts in
Zurich, May 1853
(mostly lost), NA
arrs. for concerts in
St Petersburg and
Budapest, 1863,
NA, H-Bo, private
collection

Premiere :

Weimar, Grossherzogliches Hof, 28 Aug 1850, cond. Liszt

Act 1 finale (in concert): Dresden, Kgl Sachsisches Hof, 22 Sept 1848, cond.
Wagner

Dedication, remarks :
Liszt; Prelude comp. last but orchd first; orig. version of lib. in SW xxvi

I O <o cos [



N Nibelungen I

Genre, acts, libretto :
Buihnenfestspiel fir drei Tage und einen Vorabend

Publication :
as a cycle: Bayreuth, Festspielhaus, 13, 14, 16, 17 Aug 1876, cond. H. Richter

text: ps, pd, vd, NA
[Oct/Nov 1851]—
Nov 1852,
Albisbrunn and
ZUrich; pd, 23-31
March 1852; vd, 15
Sept-3 Nov 1852
music: cd, NA, ffs
(partly lost), NA,
US-NYp, PRu; sfs
(lost) Nov 1853—
Sept 1854, Ziirich;
cd, 1 Nov 1853-14
Jan 1854; ffs, 1
Feb—28 May 1854;
sfs, 15 Feb—26
Sept 1854

arrs. for concerts in
Vienna, 1862-3,
private collection,
A-Wgm

Premiere :

Munich, Kgl Hof- und National, 22 Sept 1869, cond. F. Wiillner

excerpts from scenes i, ii, iv (in concert): Vienna, An der Wien, 26 Dec 1862,
cond. Wagner

Dedication, remarks :
copy by Friedrich Wolfel of lost fs, NA; pm for 1st perf. (not autograph), D-Mbs

_Die o -




Genre, acts, libretto :
erster Tag, 3

Publication :

lib: Zurich, 1853; SW xxix/2

vs: Mainz, 1865

fs: Mainz, 1874; SW xi ‘Walkdirenritt’: Mainz, 1876




Premiere :

Bayreuth, Festspielhaus, 16 Aug 1876, cond. Richter

2 Schmiedelieder from Act 1 (in concert): Vienna, An der Wien, 1 Jan 1863,
cond. Wagner

Dedication, remarks :

text: ps, pd, NA, vd1, private collection, vdz, NA, May 1851—[Nov/Dec 1852]; pd,
24 May-1 June 1851; vd1, 3-24 June 1851 (1strev., Nov/Dec 1852, 2nd rev.,
1856]

music: fcd, scd, ffs, sfs (Acts 1-2 only), NA [Sept 1856]-Aug 1857, Zirich (end
scd Act 2); Dec 1864—-Dec 1865, Munich (ffs Act 2); March 1869—-Feb 1871,
Tribschen (Act 3)

Act 1: fcd (end), 20 Jan 1857; scd, 22 Sept 1856-5 Feb 1857; ffs, 11 Oct 1856—
31 March 1857; sfs (begin), 12 May 1857

Act 2: fcd, 22 May-30 July 1857; scd, 18 June—-9 Aug 1857; ffs, 22 Dec 18642
Dec 1865; sfs (end), 23 Feb 1869

Act 3: fcd, 1 March—14 June 1869; scd, 25 June-5 Aug 1869; ffs, 25 Aug 1869—
5 Feb 1871

arrs. of ‘Schmiedelieder’ for concert in Vienna, 1863, NA, RWG, H-Bo

Gotterdammerung




Genre, acts, libretto :
dritter Tag, Vorspiel, 3

Publication :

lib: Zurich, 1853; SW xxix/2
vs: Mainz, 1875

fs: Mainz, 1876; SW xiii

text: ps, pd, vd, NA
[aut. 1854]-Sept
1857, Zdrich; pd
(begin), 20 Aug
1857; vd (end), 18
Sept 1857

music: fcd, scd, fs,
NA, Oct 1857—Aug
1859, Ziirich,
Venice and
Lucerne

Act 1 (with
Prelude): fcd, 1
Oct-31 Dec 1857;
scd, 5 Nov 1857—
13 Jan 1858

Act 2: fcd, 4 May—1
July 1858; scd, 5
July 1858-9 March
1859; fs (end), 18
March 1859

Act 3: fcd, 9 April—
16 July 1859; scd,
1 May-19 July
1859; fs (end), 6
Aug 1859

concert ending to
Prelude: Dec 1859,
Paris

Premiére :

Munich, Kgl Hof- und National, 10 June 1865, cond. Biilow

Prelude (with Bilow’s concert ending): Prague, 12 March 1859, cond. Bllow
Prelude (with Wagner’s concert ending): Paris, Italien, 25 Jan 1860, cond.
Wagner



Dedication, remarks :
earliest dated sketches 19 Dec 1856; practice of ending Prelude with conclusion
of Act 3 introduced by Wagner, St Petersburg, 26 Feb 1863

Die Meistersinger
von Nurnberg

Genre, acts, libretto :




Publication :

lib: Mainz, 1862, SW xxviii
vs: Mainz, 1868

fs: Mainz, 1868; SW ix
Prelude, fs: Mainz, 1866

Premiére :
Bayreuth, Festspielhaus, 26 July 1882, cond. Levi
Prelude: Bayreuth, 25 Dec 1878, cond. Wagner

text: ps (lost), pd’,
RWG, pd’, vd, NA,
April 1857, Zdrich;
Aug 1865, Munich;
[Jan]-April 1877,
Bayreuth; ps, end
of April (not Good
Friday, see SW
XXX); pd1, 27-30
Aug [1865]; pd?
(end), 23 Feb 1877;
vd (end), 19 April
1877

music: fcd, scd, fs,
NA [Sept 1877]-
Dec 1881,
Bayreuth and
Palermo

Act 1: fcd (end), 29
Jan 1878; scd, 25
Sept 1877-31 Jan
1878; fs, 23 Aug
1879-25 April 1881
Act 2: fcd (end), 30
Sept [1878]; scd,
13 March—-11 Oct
1878; fs, 6 June—20
Oct 1881

Act 3: fed, 30 Oct
1878-16 April
[1879]; scd, 14 Nov
1878-26 April
1879; fs, 8 Nov-25
Dec 1881
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incomplete or projected stage works

WWV
1

Pastoral opera (Schaferoper), after J.W. von Goethe: Die Laune des
Verliebten, ? early 1830, lost

31

Die hohe Braut (grosse Oper, 4 [5 in ps], after H. Koenig: Die hohe Braut),
?July 1836, Aug 1842 (Prague, 1848); SS xi, SW xxxi; music not set; no
sketches survive. Wagner offered lib to K. Reissiger, then Hiller; finally set by
J.B. Kittl as Bianca und Giuseppe, oder Die Franzosen vor Nizza

48

Die Sarazenin (Oper, 5), probably 1841, early 1843 (pd [now lost]: Bayreuth,
1889); SS xi, PW viii, SW xxxi (pd

67

Friedrich I. ([?opera], 5), Oct 1846, wint. 1848-9; SS xi, SW xxxi; scenario
frag.; planned as opera, but not set, and no sketches survive

80

Achilleus ([?opera], 3), early 1849, Feb—July 1850; notes on Achilleus (Leipzig,
1885, SS xii, PW viii) may relate to projected theoretical essay rather than
opera

Die Sieger ([opera], 3), May 1856 (ps: Leipzig, 1885, SS xi, PW viii, SW xxxi).
Wagner still planning composition in 1878

99

[Lustspiel], 1, Aug 1868 (ps: Zurich and Freiburg, 1975, SW xxxi); only prose
scenario exists, but some musical treatment may have been intended
102
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orchestral

10
Overture (Politische Ouverture), ?Sept 1830, lost and ?inc.

12

Orch work, e, frag., 71830 (possibly to be identified with WWV 12); SW xviii/1

Overture, E,: early 1831, lost and ?inc.

14

20

Overture, e, and incidental music to Kénig Enzio (E. Raupach), wint. 1831-2,
Leipzig, 17 Feb 1832 (Leipzig, 1907), SW xviii/1

25
Concert Overture no.2, C, March 1832, Leipzig, ?end March 1832; B xx, SW
Xviii/1

Symphony, E, inc. [1st movt and 29 bars of Adagio], sketches orch. F. Mottl,
Aug—Sept 1834, Munich, 13 Oct 1988

37 ;

Overture, ‘Polonia’, C, May—July 1836, Konigsberg, ?wint. 1836-7 (Leipzig,
1907); SW xviii/2

Overture ‘Rule Britannia’, D, March 1837, Riga, ?19 March 1838 (Leipzig,
1907); SW xviii/2
59

Trauermusik, on motifs from C.M. von Weber’s Euryanthe, Nov 1844,
Dresden, 14 Dec 1844; B xx, SW xuviii/2

Huldigungsmarsch, E,: Aug 1864, Munich, 5 Oct 1864 (version for military
band) (Mainz, 1890); Vienna, 12 Nov 1871 (orch version) (Mainz, 1871); B
xviii, SW xviii/3
98
Siegfried Idyll, E, end Nov—-Dec 1870, Tribschen, 25 Dec 1870 (Mainz, 1878);
B, xviii, SW xviii/3
104

Plans for overtures and symphonies (inc.); themes and melodies, 1874-83,

incl. sketch in E[bnscribed by Cosima Wagner as ‘Melodie der Porazzi’, 1882,
and theme in C marked ‘Tempo di Porazzi’, 1882
110
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chamber

" Quartet. No evidence survives of such a work. See Millington, 1992

Wagner: (1) Richard Wagner: Works
choral

Incidental music to Beim Antritt des neuen Jahres 1835 (W. Schmale), SATB,
orch, Dec 1834, Magdeburg, 1 Jan 1835; B xvi, SW xvi; music reset to new

text bi P. Cornelius for Wainer’s 60th birthdai, 1873

Gesang am Grabe, ?male chorus, Dec 1838—Jan 1839, Riga, 4 Jan 1839, lost

Der Tag erscheint, TTBB, May 1843, Dresden, 7 June 1843 (Berlin, 1906),
rev. for male chorus and brass insts, ?May 1843; B xvi, SW xvi

Gruss seiner Treuen an Friedrich August den Geliebten, TTBB, wind band,
Aug 1844, Pillnitz, 12 Aug 1844 (Dresden, 1844: unacc. version); B xvi, SW
xvi. Version for 1v, pf, Aug 1844; B xv, SW xvii

Wahlspruch fir die deutsche Feuerwehr, TTBB, Nov 1869 (Speyer, 1870); SW
XVi

Willkommen in Wahnfried, du heil’'ger Christ, children’s vv, Dec 1877,
Bayreuth, 24 Dec 1877; SW xxi
113
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songs and arias

Aria, ?1v, pf, 1829, lost; arr. wind band and played in Kintschy’s Swiss Chalet

7 pieces for Goethe’s Faust: 1 Lied der Soldaten, male vv, pf; 2 Bauer unter
der Linde, S, T, mixed vv, pf; 3 Branders Lied, B, unison male vv, pf; 4 Lied
des Mephistopheles (‘Es war einmal ein Koénig’), B, unison male vv, pf; 5 Lied
des Mephistopheles (‘Was machst du mir vor Liebchens Tur’), B, pf; 6
Gretchen am Spinnrade, S, pf; 7 Melodram, speaking role (Gretchen), pf; early
1831, B xv, SW xvii; ?written for perf. of play, Leipzig




28_

Glockentone (Abendglocken) (T. Apel), 1v, pf, Oct 1832, lost

33

‘Sanfte Wehmut will sich regen’ (K. von Holtei, aria for C. Blum: Mary, Max
und Michel), B, orch, Aug 1837, Riga, 1 Sept 1837; B xv, SW xv

45

Der Tannenbaum (G. Scheurlin), ?aut. 1838 (Stuttgart, 1839), B xv, SW xvii

52

Dors mon enfant, 1v, pf, aut. 1839 (Stuttgart, 1841); B xv, SW xvii

54
Attente (Hugo), 1v, pf, aut. 1839 (Stuttgart, 1842); B xv, SW xvii

56
Mignonne (P. de Ronsard), 1v, pf, aut. 1839 (Stuttgart, 1843); B xv, SW xvii
58

Les deux grenadiers (H. Heine, trans., F.-A. Loeve-Veimars), Bar, pf, Dec
1839—early 1840 (Paris, 1840); B xv, SW xuvii

61

B - Unf Gedichte fur eine Frauenstimme (Wesendonck Lieder) (M. Wesendonck),
S, pf: 1 Der Engel, 2 Stehe still!, 3 Im Treibhaus, 4 Schmerzen, 5 Traume
[order of 1st publication and usual perf.], Nov. 1857—May 1858 (1st version),
Dec 1857-0Oct 1858 (2nd version), Oct 1858 (3rd version), Laubenheim, nr
Mainz, 30 July 1862 (Mainz, 1862); B xv, SW xvii. Traume arr. Wagner, solo
vn, chamber orch (WWV 91b), Dec 1857, Zurich, 23 Dec 1857 (Mainz, 1878);
B xx, SW xviii/3. Remainder arr. S, orch by F. Mottl and H.W. Henze (1976).
Im Treibhaus and Traume both designated ‘Studie zu Tristan und Isolde’ by
Wagner

92

Schlaf, Kindchen, schlafe, Dec 1868 (Zurich and Freiburg, 1975). Lullaby
headed ‘Sylvester 68-69’, using theme to reappear in Siegfried Idyll,
incorporated in Annals

105
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piano
for 2 hands unless otherwise stated

Sonata, f, aut. 1829, lost

16

Sonata, B,: op.1, aut. 1831 (Leipzig, 1832); SW xix

22 ;
Polonaise, D, end 1831—early 1832 (London, 1973); SW xxi

23b



Grosse Sonate, A, op.4, early 1832 (Cologne, 1960); SW xix

64

Polka, G, May 1853; SW xix
85

Zuricher Vielliebchen-Walzer, E:Ma 1854 (Berlin, 1901-2); SW xix

;
In das Album der Firstin M[etternich], C, June 1861 (Leipzig, 1871); SW xix

93

Albumblatt, EL; Jan—1 Feb 1875 (Mainz, 1876); SW xix
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editions and arrangements

9

J. Haydn: Sym. no.103, pf, sum. 1831, lost
34

V. Bellini: Norma, retouching of orch, ?Dec 1837, Riga, ?11 Dec 1837; SW
xx/iii
47

G. Meyerbeer: cavatina ‘Robert toi que j'aime’, from Robert le diable, orch
transc. of harp pt, ?Nov 1838, Riga, 730 Nov 1838; SW xx/iii
46¢

Various composers: suites for cornet a pistons (operatic excerpts), ?aut. 1840,
lost
62b

H. Herz: Grande fantaisie sur La romanesca, arr. pf 4 hands, ?early 1841
(Paris, 1841)
62d

F. Halévy: La reine de Chypre, arrs., probably Dec 1841—April 1842, June—
July 1842 (vs, arr. str gt, arr. 2 vn: Paris and Berlin, 1842)

62f
G. Spontini: La vestale, retouching of orch, ?Nov 1844, Dresden, 29 Nov
1844, lost

7

G.P. da Palestrina: Stabat mater, rev. version, ?Feb—early March 1848,
Dresden, 8 March 1848 (Leipzig, 1878); SW xx/ii

83

C.W. Gluck: ov. to Iphigénie en Aulide, concert ending, ?Feb—early March
1854, Zurich, 7 March 1854, fs (Leipzig, 1854), with whole ov. in Wagner’s
1847 version [see WWV 77 above] (Leipzig, 1888); SW xx/iv
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autograph facsimiles
Der Ring des Nibelungen (Berlin, 1919) [from private print of poem, 1853]

Tristan und Isolde (Munich, 1923) [full score]

Parsifal (Munich, 1925) [full score]

Lohengrin, preludes to Acts 1 and 3 (Leipzig, 1975) [full score]

Die Meistersinger von Niirnberg (lib, 1962) with essay by E. Voss (Mainz, 1983)
Wagner: (1) Richard Wagner

WRITINGS, SPEECHES

This list includes most of Wagner’s writings, reviews, speeches, open letters and letters on
specific subjects published in SS, as well as a number of unpublished writings; occasional
poems and dedications as well as prose drafts and texts of the stage works in GS and SS
are excluded, as are certain items that appeared in obscure and now inaccessible
newspapers and periodicals, and items published anonymously or pseudonymously and
difficult to identify.

The entries are listed in chronological order (within as well as between years) according to
the date of writing. The precise form of the title, which occasionally varies from edition to
edition, is taken from the Volksausgabe of the writings (Leipzig, 1911-14), except that all
titles of journals and musical and literary works are rendered in italics.

Title, date GS,SS PW

Pasticcio, 1834

Aus Magdeburg, 1836

Bellinis Norma, 1837 [review of perf. in Magdeburg; first pubd in F. Lippmann: ‘Ein
neu entdecktes Autograph Richard Wagners’, Musicae scientiae collectanea:
Festschrift Karl Gustav Fellerer zum siebzigsten Geburtstag, ed. H. Hischen
Cologne, 1973)]

Note for the concert of 13 November 1837

Theater-Anzeige, 1837 [perf. of Norma in Riga]

Konzert-Anzeige, 1839

Ein Tagebuch aus Paris, 1840



Uber Meyerbeers Hugenotten, 21840

<.

Der Virtuos und der Kiinstler, 1840

Uber die Ouvertiire, 1841

<.

9 Paris reports for the Dresden Abend-Zeitung, 1841

Der Kiinstler und die Offentlichkeit, 1841

<.

<.

Der Freischiitz: an das Pariser Publikum, 1841

Pariser Fatalitaten flr Deutsche, 1841

, 1841

<.

Bericht Gber eine neue Pariser Oper (La reine de Chyprevon Halév

Halévy und die franzdsische Oper, 1842

x.

Autobiographische Skizze, 1842—3

i

Zwei Schreiben an die Dresdener Liedertafel: i, Aufruf, 1843; ii, Niederlegung der
Leitung, 1845

Rede an Webers letzter Ruhestatte, 1844 [preceded in GS by report of the reburial of
Weber’s remains, extracted from Mein Leben

Zu Beethovens neunter Symphonie, 1846

Kinstler und Kritiker, mit Bezug auf einen besonderen Fall, 1846

3
<.

Notes concerning the Dresden concerts of 1847-8

Wie verhalten sich republikanische Bestrebungen dem Konigtum gegeniber, 1848

<.

Trinkspruch am Gedenktage des 300jahrigen Bestehens der koniglichen
musikalischen Kapelle in Dresden, 1848

i |
Deutschland und seine Fursten, 1848
Die Wibelungen: Weltgeschichte aus der Sage, ? mid-Feb 1849, rev. 1850 Vi
Theater-Reform, 1849
Xii
Der Mensch und die bestehende Gesellschaft, 1849 [incl. in SS, but possibly by
Rockel]
Xii
Die Kunst und die Revolution, 1849 i
Xii
Das Kunstwerk der Zukunft, 1849 i
Das Kunstwerk der Zukunft: dedication to Feuerbach, 1850
i |
Vorwort zu einer 1850 beabsichtigten Herausgabe von Siegfrieds Tod, 1850

Vorwort zu der 1850 beabsichtigten Verdéffentlichung des Entwurfs von 1848 Zur
Organisation eines deutschen National-Theaters fiir Kénigreich Sachsen, 1850



Oper und Drama, 1850-51
Zur Empfehlung Gottfried Sempers, 1851
Beethovens Heroische Symphonie [programme note], 1851

Uber die ‘Goethestiftung’: Brief an Franz Liszt, 1851

Uber musikalische Kritik: Brief an den Herausgeber der Neuen Zeitschrift fiir Musik,
1852

Beethovens Ouvertire zu Coriolan, 1852 [programme note]

OQuvertlre zu Tannhéduser, 1852 [programme note]

Vieuxtemps, 1852

Bemerkungen zur Auffiihrung der Oper: Der fliegende Holldnder, 1852

Vorwort zu der Veréffentlichung der als Manuskript gedruckten Dichtung des Ringes
des Nibelungen, 1853

Quvertlire zum Fliegenden Holldnder, 1853 [programme note]

Vorspiel zu Lohengrin, 1853 [programme note]

Uber die programmatischen Erlauterungen zu den Konzerten im Mai 1853 [prefatory
remarks]

Empfehlung einer Streichquartett-Vereinigung, 1854

Dante-Schopenhauer, 1855 [letter to Liszt]

Uber die Leitung einer Mozart-Feier, 1856

Metaphysik der Geschlechtsliebe, 1858 [frag. letter to Schopenhauer]

Nachruf an L. Spohr und Chordirektor W. Fischer, 1859

Ein Brief an Hector Berlioz

Bericht Uber die Auffiihrung des Tannhé&user in Paris, 1861

Gréfin Egmont ballet by Rota, 1861 [review pubd under pseud. in Oesterreichische
Zeitung, 8 Oct 1861, and in E. Kastner: Wagner-Catalog, 1878]

Vorwort zur Herausgabe der Dichtung des Blhnenfestspiels Der Ring des
Nibelungen, 1863

Die Meistersinger von Niirnberg: Vorspiel, 1863 [programme note]

Uber Staat und Religion, 1864



Bericht an Seine Majestat den Koénig Ludwig Il. von Bayern (ber eine in Miinchen zu
errichtende deutsche Musikschule, 1865
XVi

Ansprache an das Hoforchester in Miinchen vor der Hauptprobe zu Tristan und Isolde
am Vormittag des 11. Mai 1865

<

Was ist deutsch?, 1865, rev. 1878

x x

\"

Preussen und Osterreich, 1866

3
<.

=

Deutsche Kunst und deutsche Politik, 1867

i

<

Censuren, ii: Ferdinand Hiller: Aus dem Tonleben unserer Zeit, 1867

XVi

Zur Widmung der zweiten Auflage von Oper und Drama: an Constantin Frantz, 1868

x

=

Meine Erinnerungen an Ludwig Schnorr von Carolsfeld (1 1865), 1868

Censuren, v: Aufklarungen Uber Das Judentum in der Musik (An Frau Marie
Muchanoff, geborene Gréfin Nesselrode), 1869

Vier Erklarungen in den Signalen fiir die musikalische Welt, 1869—71 [concerning, i,
Hans von Bilow; ii, Rienzi; iii, Paris; iv, Wagner’s letter to Napoleon Il1]

Finf Schreiben Uiber das Verhaltnis der Kunst Richard Wagners zum Auslande,
1869-80 [i to Judith Gautier (probably written by Cosima), ii to Champfleury, iii to ed.

of American Review, iv to Professor Gabriel Monod, v to the Duke of Bagnara (written
by Cosima)]

XVi
Das Munchener Hoftheater: zur Berichtigung, 1869
viii

Personliches: warum ich den zahllosen Angriffen auf mich und meine Kunstansichten
nichts erwidere, 1869

Zur Walkiire: i Siegmunds Liebesgesang, ii Der Ritt der Walkiren, iii Wotans
Abschied und Feuerzauber, 1869 [programme notes]

Draft of response to Allgemeine Zeitung (unpubd), 1870

Ein nicht veroffentlichter Schluss der Schrift Beethoven, 1870

Offener Brief an Dr. phil. Friedrich Stade, 1870

x

Rede anlasslich des Banketts im Hotel de Rome in Berlin, 1871

Uber die Auffiihrung des Biihnenfestspieles: Der Ring des Nibelungen und
Memorandum Uber Auffiihrung des Ringin markgraflichen Opernhaus Bayreuth, 1871

Aufforderung zur Erwerbung von Patronatsscheinen, 1871

Einleitung, 1871 [introduction to vol.i of GS]

Einleitung, 1871 [introduction to vol.ii of GS]



Erinnerungen an Auber, 1871

<

i

Epilogischer Bericht tiber die Umstande und Schicksale, welche die Ausfiihrung des
Buhnenfestspiels Der Ring des Nibelungenbis zur Verdffentlichung der Dichtung

desselben begleiteten, 1871
Vi

x

Rede, gehalten in Mannheim am 20. Dezember 1871
Vi
Eine Mitteilung an die deutschen Wagner-Vereine, 1871
Vi
Ankundigung der Auffihrung der Neunten Symphonie fiir den 22. Mai 1872

Zirkular an die Patrone Uber ihre Anwesenheit bei der Grundsteinlegung, 1872

Erinnerungen an Spontini, 1872 [preceded by appreciation of 1851]

Censuren: Vorbericht, 1872

Vi

x

Bruchstick einer Danksagung, 1872

An Friedrich Nietzsche, 1872

<

Uber Schauspieler und Sanger, 1872

Uber die Benennung ‘Musikdrama’, 1872

X
<

<

Ein Einblick in das heutige deutsche Opernwesen, 1872-3

Einleitung zu einer Vorlesung der Gétterddmmerungvor einem ausgewahlten
Zuhorerkreise in Berlin, 1873

Zum Vortrag der neunten Symphonie Beethovens, 1873

Schlussbericht Gber die Umstande und Schicksale, welche die Ausfuhrung des
Buhnenfestspieles Der Ring des Nibelungen bis zur Grindung von Wagner-Vereinen
begleiteten, 1873

An die Patrone der Biihnenfestspiele in Bayreuth, 1873 [letter of 15 September]

<

Uber eine Opernauffiihrung in Leipzig: Brief an den Herausgeber des Musikalischen
Wochenblattes, 1874

An die Orchester-Mitglieder, 1875

Ankuindigung der Festspiele fur 1876, 1875

An die Kinstler, 1875



Voranschlag der ‘Entschadigungen’, 1876

An die Orchestermitglieder (Einladung), 1876

Fir die Patrone, 1876

Verzeichnis der Ehrenpatrone und Freikarten Empfanger, 1876

Anordnung der Proben zu den Auffiihrungen des Bihnenfestspieles Der Ring des
Nibelungen in Bayreuth im Jahre 1876

Uber den Hervorruf, 1876
Letzte Bitte an meine lieben Genossen! Letzter Wunsch, 1876

Abschiedswort an die Kinstler, 1876 [authenticity uncertain]

An die geehrten Patrone der Blhnenfestspiele von 1876, 1876

Entwurf: verdffentlicht mit den Statuten des Patronatvereines, 1877 [proposal of
music school for Bayreuth]

Aufforderung zur Anmeldung fiir die Stilbildungsschule, 1877

x x X X X X x
: = <. <. <. <. <.

Zur Einfihrung (Bayreuther Blétter, erstes Stlick), 1878

Modern, 1878

Publikum und Popularitat, 1878

Ein Rickblick auf die Bihnenfestspiele des Jahres 1876, 1878

Ein Wort zur Einfiihrung der Arbeit Hans von Wolzogens Uber Verrottung und
Errettung der deutschen Sprache, 1879

<

Uber das Dichten und Komponieren, 1879

<.

<

Uber das Operndichten und Komponieren im Besonderen, 1879

Offenes Schreiben an Herrn Ernst von Weber, Verfasser der Schrift: Die
Folterkammern der Wissenschaft, 1879

<.

<.

Religion und Kunst, 1880

<

<

‘Was nutzt diese Erkenntnis?’: ein Nachtrag zu: Religion und Kunst, 1880

Zur Mitteilung an die geehrten Patrone der Blihnenfestspiele in Bayreuth, 1880

<.

<.

Ausfuhrungen zu Religion und Kunst: i ‘Erkenne dich selbst’, ii Heldentum und
Christentum, 1881

Einladung der Sanger, 1882

Begleitschreiben zur ‘Austeilung’ der Partien sowie Plan der Proben und
Auffiihrungen, 1882

Brief an H. v. Wolzogen, 1882

<.




Rede, gehalten in Wahnfried anlasslich der Hochzeit Blandine von Bilows, 1882

Das Bihnenweihfestspiel in Bayreuth 1882, 1882

Brief an H. v. Stein, 1883
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catalogues, bibliographies, related studies

E. Kastner: Wagner-Catalog: chronologisches Verzeichniss der von und
liber Richard Wagner erschienenen Schriften, Musikwerke
(Offenbach,1878/R1966)

N. Oesterlein: Katalog einer Richard Wagner-Bibliothek: nach den
vorliegenden Originalien zu einem authentischen Nachschlagebuch
durch die gesammte insbesondere deutsche Wagner-Litteratur
bearbeitet und veréffentlicht(Leipzig, 1882-95/R1970)

H. Silege: Bibliographie wagnérienne francgaise (Paris, 1902)

O. Strobel: Genie am Werk: Richard Wagners Schaffen und Wirken im
Spiegel eigenhandschriftlicher Urkunden: Fiihrer durch die einmalige
Ausstellung einer umfassenden Auswahl von Schétzen aus dem
Archiv des Hauses Wahnfried (Bayreuth, 1933, rev. 2/1934)

E.M. Terry: A Richard Wagner Dictionary (New York, 1939/R1971)

O. Strobel: ‘Richard-Wagner-Forschungsstatte und Archiv des Haues
Wahnfried’, Das Bayerland, lii (1942), 457; repr. in Bayreuth: die Stadt
Richard Wagners, ed. O. Strobel and L. Deubner (Munich, 2/1943), 39

H. Barth, ed.: Internationale Wagner-Bibliographie: 1945-55
(Bayreuth,1956), 1956-60, (1961); 1961-6 (1968)

H. Kirchmeyer: Das zeitgendssische Wagner-Bild, i: Wagner in Dresden
(Regensburg, 1972), ii: Dokumente 1842—45 (1967), iii. Dokumente
1846-50 (1968)

A. Ziino, ed.: Antologia della critica wagneriana in Italia (Messina,1970)

H.-M. Plesske: Richard Wagner in der Dichtung: Bibliographie
deutschsprachiger Veroffentlichungen(Bayreuth, 1971)



W. Schuler: Der Bayreuther Kreis von seiner Entstehung bis zum Ausgang
der wilhelminischen Ara: Wagnerkult und Kulturreform im Geiste
volkischer Weltanschauung (Minster, 1971)

U. Jung: Die Rezeption der Kunst Richard Wagners in Italien
(Regensburg,1974)

H.F.G. Klein: Erst- und Friihdrucke der Textblicher von Richard Wagner:
Bibliographie (Tutzing, 1979)

J. DeathridgeM. Geck and E. Voss, eds.: Richard Wagner Werk
Verzeichnis (in preparation)
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iconographical studies

E. Fuchs and E. Kreowski: Richard Wagner in der Karikatur (Berlin,1907)

R. Bory: La vie et 'oeuvre de Richard Wagner par I'image
(Lausanne,1938; Ger. trans., 1938)

W. Schuh: Renoir und Wagner (Stuttgart, 1959)

M. Geck: Die Bildnisse Richard Wagners (Munich, 1970)

H. BarthD. Mack and E. Voss: Wagner: sein Leben, sein Werk und seine
Welt in zeitgendssischen Bildern und Texten (Vienna, 1975; Eng.
trans., 1975)

Wagner, (1): Richard Wagner, Bibliography

correspondence

catalogues, anthologies, collected editions

W. Altmann: Richard Wagners Briefe nach Zeitfolge und Inhalt: ein Beitrag
zur Lebensgeschichte des Meisters (Leipzig, 1905/R1971)

J.N. Burk, ed.: Letters of Richard Wagner: the Burrell Collection (London,
1951; Ger. text and trans., 1953)

G. Strobel and W. Wolf, eds.: Richard Wagner: Sémtliche Briefe (Leipzig,
1967-)

individual publications

F. Hueffer, ed.: Briefwechsel zwischen Wagner und Liszt (Leipzig,1887,
2/1900, rev. and enlarged 3/1910 by E. Kloss; Eng. trans.,
1881R1973)

E. Wille: 15 Briefe des Meisters, nebst Erinnerungen und Erlduterungen
(Leipzig, 1887, 2/1908 by W. Golther, rev. 3/1935 by C.F. Meyer)

H. von Wolzogen ed.: Richard Wagner’s Briefe an Theodor Uhlig, Wilhelm
Fischer, Ferdinand Heine (Leipzig, 1888; Eng. trans., 1890) [see also
O. Strobel: ‘Unbekannte Lebensdokumente Richard Wagners: 2
unveroffentlichte Briefe Wagners an Theodor Uhlig’, Die Sonne, x
(1933), 69, and J.N. Burk, ed.: Letters of Richard Wagner: the Burrell
Collection (London, 1951), 607—41]

H.S. Chamberlain ed.: Richard Wagners echte Briefe an Ferdinand
Praeger (Bayreuth,1894, rev. 2/1908)

La Mara [pseud. of M. Lipsius], ed.: Richard Wagners Briefe an August
Réckel (Leipzig, 1894, 2/1912; Eng. traris., 1897)

E. Kastner, ed.: Briefe von Richard Wagner an seine Zeitgenossen (Berlin,
1897)

A. Heintz, ed.: Briefe Richard Wagner’s an Otto Wesendonk
(Charlottenburg, 1898, enlarged 2/1905 by W. Golther; Eng. trans.,
1911)



K. Heckel, ed.: Briefe Richard Wagners an Emil Heckel: zur
Entstehungsgeschichte der Blihnenfestspiele in Bayreuth (Berlin,1899,
3/1911; Eng. trans., 1899)

W. Golther, ed.: Richard Wagner an Mathilde Wesendonk:
Tagebuchblétter und Briefe 1853—1871 (Leipzig, 1904, rev. 30/1906,
Eng. trans., 1905) (see also J. Kapp: ‘Unterdruckte Dokumente aus
den Briefen Richard Wagners an Mathilde Wesendonk’, Die Musik,
xxiii (1930-31), 877, and O. Strobel: ‘Ueber einen unbekannten Brief
Richard Wagners an Mathilde Wesendonk und seine Geschichte’,
Bayreuther Festspielftihrer 1937, 152]

D. Spitzer, ed.: Richard Wagners an eine Putzmacherin (Vienna,1906,
enlarged edn., 1967 by L. Kusche; Eng.trans., 1941)

C.F. Glasenapp, ed.: Familienbriefe von Richard Wagner 1832-1874
(Berlin, 1907; Eng. trans., 1911/R1972)

C.F. Glasenapp, ed.: Bayreuther Briefe von Richard Wagner (1871-1883)
(Berlin, 1907, 2/1912; Eng. trans., 1912/R1972)

E. Kloss, ed.: Richard Wagner an seine Kiinstler (Berlin, 1908)

H. von Wolzogen, ed.: Richard Wagner an Minna Wagner (Berlin,1908,
Eng. trans., 1909/R1972)

E. Kloss, ed.: Richard Wagner an Freunde und Zeitgenossen (Berlin,1909)

T. Apel, ed.: Richard Wagner an Theodor Apel (Leipzig, 1910)

W. Altmann, ed.: Richard Wagners Briefwechsel mit seinen Verlegern:
Briefwechsel mit Breitkopf & Hértel (Leipzig, 1911), Briefwechsel mit B.
Schott’s S6hne (Mainz, 1911)

E. Forster-Nietzsche: Wagner und Nietzsche zur Zeit ihrer Freundschatft:
Erinnerungsgabe zu Friedrich Nietzsches 70. Geburtstag den 15.
Oktober 1914 (Munich, 1915; Eng. trans., 1922 as The Nietzsche-
Wagner Correspondence)

J.G. Prod’homme: ‘Wagner and the Paris Opéra: Unpublished Letters
(February—March, 1861)’, MQ, i (1915), 216

D. Thode, ed.: Richard Wagners Briefe an Hans von Bilow (Jena, 1916)

S. von Hausegger, ed.: Richard Wagners Briefe an Frau Julie Ritter
(Munich, 1920)

L. Karpath, ed.: Richard Wagner: Briefe an Hans Richter (Berlin,1924)

H. Scholz, ed.: Richard Wagner an Mathilde Maier (1862—1878)
(Leipzig,1930)

H.J. Moser: ‘Zwanzig Richard-Wagner-Dokumente’, Deutsche Rundschau,
lvii (1931), 42, 133

E. Lenrow, ed. and trans.: The Letters of Richard Wagner to Anton
Pusinelli (New York, 1932/R1972)

W. Schuh, ed. and trans.: Die Briefe Richard Wagners an Judith Gautier
(Zurich, 1936, enlarged, with Fr. orig., 1964 as Richard et Cosima
Wagner: Lettres a Judith Gautier, ed. L. Guichard)

O. Strobel: ‘Liszt an Wagner: zwei unveroffentlichte Briefe’, Bayreuther
Festspielfiihrer 1936, 128

O. Strobel, ed.: Kénig Ludwig Il. und Richard Wagner: Briefwechsel, mit
vielen anderen Urkunden (Karlsruhe, 1936-9)

C.H.N. Garrigues: Ein ideales Sédngerpaar: Ludwig Schnorr von Carolsfeld
und Malwina Schnorr van Carolsfeld, geb. Garrigues (Copenhagen,
1937) [see also O. Strobel: ‘Richard Wagner und Malwina Schnorr von
Carolsfeld’, Kénig Ludwig Il. und Richard Wagner, v: Neue Urkunden



zur Lebensgeschichte Richard Wagners 1864—1882 (Karlsruhe, 1939),
XVii—]

O. Strobel: ‘Anton Bruckner huldigt Richard Wagner: ein unveroéffentlicher
Brief’, Bayreuther Festspielfiihrer 1938, 35
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periodicals

Bayreuther Blétter, i-Ixi (1878—1938)

Revue wagnérienne, i—iii (1885-8/R1971)

Richard Wagner-Jb, i (1886)

The Meister: the Quarterly Journal of the London Branch of the Wagner
Society, i—viii (1888-95)

Richard Wagner-Jb, i-v (1906-8, 1912—-13)
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contemporary essays

F. Liszt: Lohengrin et Tannhaeuser de Richard Wagner (Leipzig, 1851;
Ger. trans., 1852)

J. Raff: Die Wagnerfrage: kritisch beleuchtet, i: Wagners letzte
kiinstlerische Kundgebung im ‘Lohengrin’ (Brunswick, 1854) [no more
pubd]

F. Liszt: ‘Richard Wagners Rheingold’, NZM, xliii (1855), 1

H. von Biilow: Uber Richard Wagner’s Faust-Ouvertiire: eine erlduternde
Mittheilung an die Dirigenten, Spieler und Hérer dieses Werkes
(Leipzig, 1860)

Champfleury [pseud. of H. Husson]: Richard Wagner (Paris, 1860)

C. Baudelaire: Richard Wagner et Tannhaeuser a Paris (Paris, 1861; Eng.
trans., 1964) (orig. pubd in Revue européenne (Paris, 1 April 1861);
monograph incl. new section]

F. Nietzsche: Die Geburt der Tragbdie aus dem Geiste der Musik
(Leipzig,1872, 2/1878, enlarged 3/1886; Eng. trans., 1967)

H. Porges: Die Auffiihrung von Beethovens 9. Symphonie unter Richard
Wagner in Bayreuth (Leipzig, 1872)

E. Dannreuther: Richard Wagner: his Tendencies and Theories (London,
1873)

E. Schuré: Le drame musical, ii: Richard Wagner: son oeuvre et son idée
(Paris, 1875, rev. 4/1895; Eng. trans., 1910)

C.F. Glasenapp: Richard Wagner’s Leben und Wirken (Kassel, 1876—7
[see ‘Principal biographies’]

W. Mohr: Richard Wagner und das Kunstwerk der Zukunft im Lichte der
Baireuther Auffiihrung betrachtet (Cologne, 1876)

M. Pluddemann: Die Blihnenfestspiele in Bayreuth: ihre Gegenwart und
ihre Zukunft (Leipzig, 1877)

H. Porges: Die Biihnenproben zu den Bayreuther Festspielen des Jahres
1876 (Leipzig, 1877, repr. 1896)

F. von Hausegger: Richard Wagner und Schopenhauer (Leipzig, 1878,
2/1892)

J. Gautier: Wagner et son oeuvre poétique depuis Rienzi jusqu’a Parsifal
(Paris, 1882)

R. Pohl: Gesammelte Schriften tiber Musik und Musiker, i: Richard Wagner
(Leipzig, 1883/R1973)
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personal accounts, reminiscences

M. von Meysenburg: Memoiren einer Idealistin (Berlin, ?71868—76)

F. Nietzsche: Unzeitgemésse Betrachtungen, iv. Richard Wagner in
Bayreuth (Chemnitz, 1876, Eng. trans., 1910)

R. Pohl: ‘RichardWagner’, Sammlung musikalischer Vortrége, v/53—4, ed.
P. Waldersee (1883), 123-98

H. von Wolzogen: Erinnerungen an Richard Wagner (Vienna, 1883,
enlarged 2/1891; Eng. trans., 1894)

C. Mendes: Richard Wagner ( Paris, 1886)

K. Heckel: Die Biihnenfestspiele in Bayreuth (Leipzig, 1891)

F. Weingartner: Bayreuth (1876—1896) (Leipzig, 1896, rev. 2/1904)

A. Lavignac: Le voyage artistique a Bayreuth (Paris, 1897, Eng. trans.,
1898)

W. Weissheimer: Erlebnisse mit Richard Wagner, Franz Liszt und vielen
anderen Zeitgenossen nebst deren Briefen (Stuttgart, 1898)

E. Schuré: Souvenirs sur Richard Wagner (Paris, 1900)

L. Schemann: Meine Erinnerungen an Richard Wagner (Stuttgart,1902)

M. Kietz: Richard Wagner in den Jahren 1842—1849 und 1873-1875:
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Wagner

(2) Johanna Wagner [Jachmann-Wagner]

(b Seelze, nr Hanover, 13 Oct 1826; d Wurzburg, 16 Oct 1894). Soprano,
adopted daughter of (1) Richard Wagner’s elder brother, Albert. Through
the influence of her uncle, she made her début at Dresden in 1844 as
Agathe. She created the role of Elisabeth in Tannhduser (19 October 1845)
and also sang in Auber’s Le macon. After studying in Paris with the
younger Manuel Garcia (1846-8), she sang in Hamburg (1849) and was
then engaged at the Hofoper, Berlin (1850—61), where she took over the
part of Fides in Le prophete from Pauline Viardot. In 1852 she was
announced to sing at Covent Garden, but a lawsuit brought by Benjamin
Lumley, manager of the rival opera company at Her Majesty’s Theatre,
prevented her from appearing. She eventually made her London début in
1856 at Her Majesty’s as Rossini’'s Tancred, Donizetti’s Lucretia Borgia and
as Romeo in Bellini’s I Capuleti e i Montecchi. That year she sang
Elisabeth in the first Berlin performance of Tannhé&user, and in 1859 Ortrud
in the first Berlin performance of Lohengrin. Early in the 1860s she lost her
singing voice and appeared for a decade as an actress. Her voice
recovered, she sang in Beethoven'’s Ninth Symphony at the ceremony
celebrating the laying of the foundation stone of the Bayreuth
Festspielhaus (1872), and in the first complete Ring cycle at Bayreuth
(1876) she sang Schwertleite and the First Norn. From 1882 to 1884 she
taught singing at the Konigliche Musikschule, Munich, and later gave
lessons privately. Her voice was powerful throughout its range, clear and
bright in the upper register, round and full in the lower; she had a
magnificent stage presence as well as considerable dramatic ability. Her



husband, Alfred Jachmann, acted as intermediary when Wagner was
negotiating his London concerts in 1877.
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Wagner

(3) Siegfried (Helferich Richard) Wagner

(b Tribschen, nr Lucerne, 6 June 1869; d Bayreuth, 4 Aug 1930).
Composer, conductor and director, son of (1) Richard Wagner. The
youngest child of Wagner and Cosima von Bulow, he studied composition
with Humperdinck, as well as architecture in Berlin and Karlsruhe. During a
journey to India and China in 1892, he decided to pursue a professional
career as a composer. From 1908 to 1930 he was director of the Bayreuth
Festival. Following his marriage in 1915, he was supported in his diverse
artistic activities by his wife Winifred (née Williams), Klindworth's adopted
daughter. Thanks to numerous concert and lecture tours over a 10 year
period, he secured the necessary financial means to resume theatrical
work in Bayreuth in 1924. In his productions, which adopted the style of
poetic realism, he attempted to reconcile his openness to dramatic reform
with his father's original intentions. He opposed the increasing politicization
of the Festival and the attempts made by populist-nationalistic circles to
monopolize it.

Many of Wagner's works are thematically interlinked. His first large-scale
composition, the symphonic poem Sehnsucht, takes up his earlier song
Frihlingsblick, as well as anticipating themes of the later operas Der
Kobold and Sternengebot. The Violin Concerto has strong connections with
the fairy tale drama An allem ist Hiitchen schuld, written at the same time.
As an opera composer he not only followed the example of his father, but
also that of his father's predecessors. With Der Barenhéuter, his first and
most successful stage work, he became known as ‘the composer of fairy
tale operas’. He wrote all of his own librettos, often basing them on
Frankish legend. The wealth of his melodic imagination corresponds to his
richly eventful plots, in which the dark and somewhat bizarre expression of
his protagonist's psyches reveals a rather inscrutable sense of humour.
After many years of neglect some of his operas have been revived (Der
Friedensengel, London, 1975) thanks to the commitment of his elder
daughter Friedelind and the musicologist and director Peter P. Pachl.
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Stage (all in 3 act with librettos by the composer, unless otherwise stated): Der
Barenhauter, 1896—8, Munich, 22 Jan 1899; Herzog Wildfant, 1900, Munich, 23
March 1901; Der Kobold, 1903, Hamburg, 29 Jan 1904; Bruder Lustig, 1904-5,
Hamburg, 13 Oct 1905; Sternengebot (prol, 3), 1906, Hamburg, 21 Jan 1908;



Banadietrich, 1907-9, Karlsruhe, 23 Jan 1910; Schwarzschwanenreich, 1909-10,
Karlsruhe, 5 Nov 1918; Sonnenflammen, 1911-12, Darmstadt, 30 Oct 1918; Der
Friedensengel, 1913-14, Karlsruhe, 4 March 1926; Der Heidenkonig (prol, 3), 1913,
Koln, 16 Dec 1933; An allem ist Hutchen schuld, 1914-15, Stuttgart, 6 Dec 1917,
Der Schmied von Marienburg, 1919-20, Rostock, 16 Dec 1923; Rainulf und
Adelasia, 1921-2, Rostock, 10 March 1923; Die heilige Linde (prol, 3), 19227,
prol, Bayreuth, 27 Nov 1924, various scenes, Stuttgart, 4 Aug 1933; Walamund,
1928-9; Das Fluchlein, das Jeder mitbekam, 1929, prol, Bayreuth, 4 Aug 1934,
complete, Kiel, 29 April 1984; Wahnopfer (2), Rudolstadt, 10 June 1994; incid music

Inst: Adagio, pf, 1889; Fugue, 1889; O Haupt voll Blut und Wunden, variations, str
gt, 1889; Marsch aus Gottfried der Spielmann, 1892; Sehnsucht, sym. poem, orch,
before 1895 [after F. Schiller]; Konzertstlick, fl, small orch (Bayreuth, 1913); Vn
Conc. (Bayreuth, 1916); Und wenn die Welt voll Teufel war, scherzo, orch, 1922;
Gluck, sym. poem, orch, 1923; Han im Gllck, scherzo, 1924; Sym., C, orch, 1925-

—

WRITINGS

Erinnerungen (Stuttgart, 1923)
Winifred Wagner, ed.: Reisetagebuch 1892 (Bayreuth, 1935) [private
printing]
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Wagner

(4) Wieland (Adolf Gottfried) Wagner

(b Bayreuth, 5 Jan 1917; d Munich,17 Oct 1966). Director and stage
designer, grandson of (1) Richard Wagner and son of (3) Siegfried
Wagner. Brought up to direct the Bayreuth Festival, he observed the work
of the designers Emil Preetorius and Alfred Roller in the 1930s. His first
professional work as a designer and director was at Altenburg, but he also
provided designs for Parsifal (1937) and Meistersinger (1943) at Bayreuth.
After World War I, with his brother (5) Wolfgang Wagner, he revived the
Bayreuth Festival, in 1951, with starkly modern, symbolist productions; he



remained co-director of the festival until 1966. His productions were greatly
at variance with the Romantic tradition of Wagnerian staging consolidated
by Wagner’s widow Cosima, who at the turn of the century had firmly
rejected the symbolist projects of Adolphe Appia, an acknowledged
influence on Wieland.

Wieland Wagner directed and designed all his grandfather’s operas, from
Rienzi to Parsifal, according to his conviction that the music did not require
the old-fashioned, explicit scenery and stage action that the composer had
prescribed. He used much reduced stage movements, dispensed with
rainbow bridges and shattering swords, and imposed his own images on
the works; in his 1954 Tannhé&user, Act 2 was set on a chessboard where
the White Queen broke the rules by rushing forward to protect a threatened
Black Knight. His productions were marked by the naked simplicity of their
settings — most notably the tilted disc on which he staged the second of his
three Ring cycles (1951) — by the importance he attached to lighting, and
by their strongly defined characterizations. A political, even socialist,
element was perceived by some critics in productions such as that of the
Ring of 1965, while other critics responded only to its mythical dimensions.
He continually reworked his stagings, so that many Bayreuth ‘revivals’ were
in effect new productions.

Though usually associated with Bayreuth and his grandfather’s works, he
contributed important productions of works by other composers, including
Gluck, Verdi, Berg and Orff, notably at the Stuttgart Staatsoper. His Fidelio
(1954) was notorious for his removal of the spoken dialogue and
rearrangement of many of the musical numbers; Salome (1962), a
production conceived specifically for Anja Silja, was remarkable for his
reversal of the style of the piece: he found stillness in the dance, and
movement in the traditionally static dramatic sections. After his death the
Bayreuth Festival gradually replaced all his productions; Parsifal, the last to
survive, was retired in 1973.

See also Bayreuth.

BIBLIOGRAPHY

W. Panofsky: Wieland Wagner (Bremen, 1964)

G. Skelton: Wagner at Bayreuth: Experiment and Tradition (London,1965,
enlarged 2/1976)

V. Gollancz: The Ring at Bayreuth (London, 1966)

A. Goléa: Gesprédche mit Wieland Wagner (Salzburg, 1968)

C. Lust: Wieland Wagner et la survie du théatre lyrique (Lausanne,1969)

W.E. Schafer: Wieland Wagner: Persénlichkeit und Leistung (Tubingen,
1970)

G. Skelton: Wieland Wagner: the Positive Sceptic (London, 1971)

D. Mack: Der Bayreuther Inszenierungsstil 1876—1976 (Munich, 1976)

W.S. Wagner: The Wagner Family Albums (London, 1976)

Musique en jeu, nos.22—-3 (1976)

O. Bauer: Richard Wagner: die Blihnenwerke von der Urauffiihrung bis
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Wagner
(5) Wolfgang (Manfred Martin) Wagner

(b Bayreuth, 30 Aug 1919). Administrator and director, grandson of (1)
Richard Wagner and son of (3) Siegfried Wagner. He studied music
privately in Bayreuth and received practical theatre training in Berlin with
Emil Preetorius. In 1951, with his brother (4) Wieland Wagner, he revived
the Bayreuth Festival after World War Il. Until Wieland’s death in 1966 they
were co-directors of the festival, Wolfgang assuming responsibility for
administration; after that date he took over as sole director.

He began by assisting his brother with his modern, controversial
productions, and later staged his own productions, beginning with
Lohengrin in 1953; he has devoted himself almost exclusively to directing
his grandfather’s works. Though clearly influenced by his brother’s reforms,
his own productions, up to and including Meistersinger (1981), Tannh&user
(1985) and Parsifal (1989), have been more conservative, occasionally
incorporating romantic and semi-naturalistic elements. He shares his
brother’s love of lighting effects, though some of his productions have been
criticized as too dark. His 1973 version of Meistersinger won praise for its
new floor projections and lush variety of colour. He is sceptical of following
his grandfather’s written stage directions, but his introduction of a curtain
(or more exactly a shutter) closing from both the top and the bottom during
the scene changes in the Ring was not a popular innovation. His control
over production concepts has been questioned, but the basic concept of
his 1970 Ring ranks as one of his most successful achievements. This was
set on a tilted disc, like Wieland’s, but in the early stages of the narrative
the disc broke into fragments, to be restored whole only at the end of the
epic.

Wolfgang’s greatest contribution has been in maintaining the Bayreuth
Festival’s unique role as both a shrine to Richard Wagner and a workshop
for modern opera production; in his choice of other directors, designers and
musicians, he has taken chances and encouraged radical experimentation.

See also Bayreuth.
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Wagner, Christian Salomon.

Keyboard instrument maker, brother of Johann Gottlob Wagner.



Wagner, Georg Gottfried

(b Muhlberg, Saxony, 5 April 1698; d Plauen, 23 March 1756). German
violinist and composer. After receiving early training from his father,
Wagner matriculated at the Thomasschule, Leipzig, on 18 May 1712, and
continued there until 1718 as a pupil of Johann Kuhnau. From 1718 to
1726 he studied at the University of Leipzig. He may have become one of
J.S. Bach’s first pupils in Leipzig in 1723, for the earliest known letter of
recommendation in Bach’s hand concerns Wagner and was written in that
year. During the next three years Wagner certainly served as his assistant
and he presumably performed in Bach’s weekly church cantatas both as
principal violinist and bass soloist. In 1726 Bach wrote four letters in
support of Wagner’s application for the post of Kantor in Plauen, describing
him thus: ‘he is thoroughly at home in composition .... He plays a good
organ and clavier, is accomplished on the violin, violoncello, and other
instruments, sings a bass that is, though not too strong, quite mannerly’.
Wagner was approved unanimously and remained in Plauen until his
death.

Wagner was most celebrated as a violinist and frequently appeared as a
guest artist, particularly at the court in Weissenfels. He is said to have
composed ‘many church pieces, oratorios, concertos and trios, also 12
violin solos’. Of the two surviving works, one, Lob und Ehre, was published
in 1819 as J.S. Bach’s work (bwv Anh.162).
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ROBERT L. MARSHALL

Wagner, Gotthard [Joseph]

(b Erding, 29 Dec 1678; d Tegernsee, 13 Dec 1738). German composer.
The son of a blacksmith, he first worked in his father's smithy. He attended
grammar schools in the Augustine monastery of Weyarn and in Munich,
then studied philosophy at the Benedictine abbey in Rott am Inn and
theology at the Benedictine abbey in Tegernsee. In 1699 he entered that
abbey and took his vows on 17 October 1700; he was ordained priest on
18 October 1705. From 1705 to 1707 and from 1716 to 1721 Wagner
taught at the Benedictine grammar school in Freising. Between 1724 and
1727 he was preacher and minister at Maria Plain near Salzburg and from
1728 at Tegernsee. His obituary mentions that he was an excellent
organist.



Wagner is a notable representative in south Germany of composers of the
German and Latin sacred solo song with accompaniment for instruments
and continuo. Only the second of his five printed collections of sacred arias
survives complete. He also produced homiletic writings and books of
exercises for Latin teaching. The manuscripts of his polyphonic sacred
music (masses, litanies, antiphons etc.) have disappeared.

WORKS
op

Musicalische Bruett dess
marianischen Schwanens,
S, 2vn, va, b va, org

Hallein, 1713), 30 arias

Marianischer Spring-Brunn
in den musicalischen Hof-
Garten (?Augsburg, 1720),
31 arias, lost
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Wagner, Jean Théophile.

See Wagner, Johann Gottlob.

Wagner, J(osef) F(ranz)

(b Vienna, 20 March 1856; d Vienna, 5 June 1908). Austrian bandmaster
and composer. He composed several hundred dances and marches,
including Gigerl op.150 and Unter dem Doppeladler op.159, both
composed during the 1880s while he was bandmaster of the 47th Austrian
Regiment. The latter, has remained the best known of Austrian military
marches. Wagner was also bandmaster of the 49th Regiment (1891-9).

ANDREW LAMB

Wagner, Joachim

(b Karow, nr Genthin, 13 April 1690; d Salzwedel, Altmark, 23 May 1749).
German organ builder. He was probably taught by Matthias Hartmann of
Magdeburg (a pupil of Arp Schnitger), and he worked for two years with
Gottfried Silbermann in Freiberg, together with Zacharias Hildebrandt (from
Silesia).

In 1719 Wagner built his first organ (Marienkirche, Berlin). At that time he
set up his business in Berlin and immediately became the leading Prussian
organ builder. In the following 30 years he built nearly 50 organs, including
several in Berlin (his largest being in the Garnisonkirche), Potsdam (Erste
und Zweite Garnisonkirche), Brandenburg (Cathedral (extant), St
Katharinen, Gotthardkirche), Magdeburg (Heiliggeistkirche), Wusterhausen
(St Peter und Paul; extant), Angermunde (extant), and Trondheim
Cathedral, Norway (extant). Wagner's highly individual style derives from
his synthesis of north German and Silesian styles with that of Silbermann,
combined with his own new ideas and inventions.

Wagner's specifications are based on that of the Silbermann organ in
Freiberg Cathedral (1710-14; see Organ, §V, 11, esp. Table 21 and Y.doc -
S49194fig.42. Wagner adapted this model according to the size of his
organs and added new features. The specification of the pedal organ is the
same in his medium organs as in his large ones; therefore a coupler to
pedal is not necessary. The Mixture in the Hauptwerk is a Scharff (Ger.:
‘sharp’, i.e. five ranks including a Tierce). If there is a Principal 16' in the
Pedal, there will also be a conical Gembshorn 8' in place of an Octava 8'.
Usually there is a Quinta 6' in the pedal organ. All Wagner organs have a
compass of CD—c" in the manuals, and CD-c'or d' in the Pedal. Wagner's
style was copied by his pupils Peter Migendt, Ernst Marx, and Gottlieb
Scholtze (who completed Wagner’s last organ at St Marien, Salzwedel, in
1751).
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DIETRICH KOLLMANNSPERGER

Wagner, Johann Gottlob [Jean
Théophile]

(b Medingen, 4 June 1741; d Dresden, 21 July 1789). German maker of
harpsichords, clavichords, organs and pianos. He was a pupil of the
Silbermanns before he established his business in Dresden. His younger
brother, Christian Salomon Wagner (b Medingen, 1754; d Dresden,
between 1812 and 1816), joined him as a partner in 1773, and assisted
him in the invention of the clavecin royal in 1774. This was a four-and-a-
half- or five-octave square piano, with the compass usually between F'and
f", and its action (illustrated in Harding and Cole) was a modification of
Cristofori's, with different dampers and no intermediate lever. The wooden,
uncovered hammers produced a tone resembling that of the harpsichord,
and there were usually at least three stops operated by knee-levers: ‘Harfe’
(where a bar covered with shag is lowered on to the strings), ‘pianissimo’
(or half-blow, as the hammers are moved nearer the strings) and ‘forte’.
Surviving clavecins royaux include examples at the Brussels Conservatory,
the Bachhaus, Eisenach, and the Germanisches Nationalmuseum,
Nuremberg.

After Johann's death Christian continued the business. In 1796 he invented
a three-manual harpsichord (which he also called clavecin royal) and a
method of quilling harpsichords, which he said made the replacement of
quills unnecessary. The number of pianos and harpsichords that left their
workshop is thought to have exceeded 800.
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MARGARET CRANMER

Wagner, Johann Michael

(b Schmiedefeld, 1727; d Schmiedefeld, 1801). German organ builder.
With his brother Johann Christoph Wagner (b Schmiedefeld, ¢1725; d after



1770), Johann Michael (i) was the most prominent member of a family of
organ builders resident over several generations in Schmiedefeld,
Thuringia. The family history is not completely clear. Other members active
as organ builders in the same workshop were Johannes Wagner (1733—
1804), Johann Michael (ii) (1760-99) and Johann Friedrich (the two sons of
Johann Michael (i)), Johann Michael (iii) (1798-1876), and Johann Gottlob
(1771-1800). At various times members of the family worked with other
organ builders: Johann Michael (i) was with Hofmann in Gotha from 1741
to 1747, and from 1747 to 1751 he worked with Johann Caspar Beck of
Herrenbreitungen on the rebuilding of the organ in the Stadtkirche,
Laubach, Hessen. He also collaborated with Johann Caspar Holland on the
organ of the Kreuzkirche, Dresden (1789), one of the greatest of the
Wagner instruments. He served as court organ builder to the principality of
Bernburg, although his application in 1755 for the same position in
Altenburg, to succeed T.H.G. Trost, was unsuccessful.

The Wagner workshop in Schmiedefeld supplied organs as far away as
Saxony and the Netherlands. The specifications of the Wagner’s
instruments display typical characteristics of central German organs of the
18th century: full Principal chorus, mutation stops and relatively copious
reeds, but also various flute stops. Mixtures contain the Terz. The Wagners
made their cases in the Rococo style. One innovation of the Wagner
brothers — the division of wind in the main wind-trunk — became especially
influential. Other organs by the Wagners (it is often not possible to ascribe
instruments to particular family members) include those at Déschnitz
(1750-1), St Marien, Suhl (1757—62), Vachdorf (1770), Schmiedefeld
(1770), the Groote Kerk, Arnheim (1770), and Gersfeld (1784—7). They
were also active as piano makers. Johann Andreas Heinemann was a
partner in the Wagner workshop before setting up on his own in Laubach.
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FELIX FRIEDRICH

Wagner, Jozsef

(b Stockerau, 1791; d after 1860). Hungarian music publisher, seller of
books and printed music, and lithographer. He settled in Hungary in his
youth as a cellist at the German theatre in Pest, but in 1837 ill-health
obliged him to abandon his musical career, and after two years of
uncertainty he opened his shop ‘Musical Merchandise’ in Pest. Besides
working as a publisher he participated keenly in the musical life of the city,
being closely connected with the Pest-Buda Musical Association; as early
as 1837 he submitted to it his draft of a pension scheme for artists, which
however was ‘temporarily set aside’. The contemporary press criticized him
for his anti-Hungarian attitude but mentioned with approval that ‘at the time
of the last Polish uprising he showed sympathy and helped the refugees’.
His firm published works by the leading Hungarian composers (e.g. Ferenc



Erkel’s Hungarian national anthem and opera Hunyadi Laszlé and Béni
Egressy’s Szozat). Unfortunately he did not establish the sequence of his
publications: some have only a number (notably works of 1840—-44), some
have only his initials (J.W., LW., W.l.,, W.J.P.) and some are unnumbered,
marked by letters of the alphabet (B, C, D, Dd, O etc., particularly in 1844—
9). Surviving issues with a regular publisher’s plate number (e.g. JJW.41—
1846) apparently do not exceed 200, and these appeared only between
1846 and 1858. The chronology of the firm’s activities is equally difficult to
determine. For some time another member of the family, Ferenc Wagner,
was involved in the management; some publications were issued under his
name. After the music printing firm was sold to the publishers Rézsavolgyi
és Tarsa in 1858, Jozsef Wagner dealt solely in lithography.
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Wagner, Peter (Josef)

(b Kurenz, nr Trier, 19 Aug 1865; d Fribourg, 17 Oct 1931). German
musicologist and medievalist. He studied under Michael Hermesdorff at the
Cathedral music school in Trier (1876—86), and at the University of
Strasbourg he studied classics and then musicology (under Jacobsthal),
taking the doctorate in 1890 with a dissertation on Palestrina as a secular
composer. He continued his studies in Berlin with Bellermann and Spitta. In
1893 he was appointed lecturer in music history and church music at the
University of Fribourg, where he remained for 38 years, becoming
professor (1902) and rector (1920-21). Under the patronage of Pope Leo
XIII' Wagner founded the Académie Grégorienne at the university in 1901;
under its auspices a series of more than 20 monographs on medieval chant
was published. In 1904 Wagner was appointed to the Pontifical
Commission for the preparation of the Editio Vaticana chant books. During
the ensuing controversy surrounding their publication, Wagner staunchly
defended the principles of restoration used by the board of editors. He was
a member of many scholarly societies, and in 1927 was elected first
president of the International Musicological Society.

Wagner's lifetime work, Einfiihrung in die gregorianischen Melodien, is the
first comprehensive survey of medieval chant based on modern
musicological research methods. It covers the liturgical origins and
development of Mass and Office chants, the palaeography of chant
notations and the musical forms of chant melodies. Wagner was a leading
figure among the mensuralists. In his earlier studies he was sympathetic to
the theories of free rhythmic interpretation of Gregorian chant melodies
proposed by Pothier of the Solesmes school, but in an article in the Peters
Jahrbuch (for 1910) he reversed his position and advocated a mensural
theory of neumes of set rhythmic values. The virga recta and virga jacens,
according to Wagner, had long metrical values which, in transcription,



equal crotchets; the punctum was of short duration equivalent to a quaver.
Wagner applied his theories to all medieval musical notations, not just the
comparatively few St Gallen and Messine manuscripts which have rhythmic
indications. Towards the end of his life Wagner published a series of
important studies on medieval Spanish chant, especially on the music in
the Calixtinus Manuscript and the responsorial psalm tones of the
Mozarabic Office.

WRITINGS

Palestrina als weltlicher Komponist (diss., U. of Strasbourg; repr. in VMw,
viii (1892), 423-98, as ‘Das Madrigal und Palestrina’)

Francesco Petrarca Vergini in der Komposition des Cipriano de Rore
(Leipzig, 1893)

Einfiihrung in die gregorianischen Melodien: ein Handbuch der
Choralwissenschatft, i: Ursprung und Entwicklung der liturgischen
Gesangsformen bis zum Ausgange des Mittelalters (Fribourg, 1895,
3/1911/R; Eng. trans., 1901); ii: Neumenkunde: Paldographie des
liturgischen Gesanges (Fribourg, 1905, 2/1912/R); iii: Gregorianische
Formenlehre: eine choralische Stilkunde (Leipzig, 1921/R)

‘Le manuscrit 383 de la bibliothéque de Saint-Gall’, RHCM, ii (1902), 289—
304

‘Uber den gegenwartigen Stand der mittelalterlichen Musikforschung’,
IMusSCR II: Basle 1906, 161-5

Der Kampf gegen die Editio Vaticana (Graz, 1907); Eng. trans. in Caecilia,
Ixxxvii (Omaha, NE, 1960), 10—44

‘Zur mittelalterlichen Offiziumkomposition’, KJb, xxi (1908), 13—-32

Elemente des gregorianischen Gesanges: zur Einflihrung in die
Vatikanische Choralausgabe (Regensburg, 1909)

‘O Roma nobilis’, KJb, xxii (1909), 1-16

‘Zur Rhythmik der Neumen’, JOMP 1910, 13-28

Geschichte der Messe, i: bis 1600 (Leipzig, 1913/R)

‘Uber die Messen des Jakob Handl’, Musica divina, i (1913), 93

‘Ein bedeutsamer Fund zur Neumengeschichte’, AMw, i (1918-19), 516-34

Einflihrung in die katholische Kirchenmusik: Vortrédge gehalten an der
Universitéat Freiburg in der Schweiz fiir Theologen und andere Freunde
kirchlicher Musik (Dusseldorf, 1919)

‘Zur Musikgeschichte der Universitat’, ZMw, iii (1922-3), 1-16

‘Der gregorianische Gesang’, AdlerHM

‘Germanisches und Romanisches im frihmittelalterlichen Kirchengesang’,
Deutsche Musikgesellschaft: Kongress I: Leipzig 1925, 21-34

Universitat and Musikwissenschaft: Rede (Leipzig, 1925)

‘Aus der Frihzeit des Liniensystems’, AMw, viii (1926), 259-76 [study of an
11th-century antiphonal, now US-BE 746]

‘Uber die Anfange des mehrstimmigen Gesanges’, ZMw, ix (1926-7), 2—7

‘Asthetik des gregorianischen Gesanges’, Kongress fiir Kirchenmusik:
Berlin 1927, 71-80

‘Uber Agnus Dei-Tropen’, Musica divina, xv (1927), 43

‘Der mozarabische Kirchengesang und seine Uberlieferung’, Spanische
Forschungen der Gérresgesellschaft, 1st ser.: Gesammelte Aufsétze
zur Kulturgeschichte Spaniens, i, ed. H. Finke (Munster, 1928), 102—
41



‘Untersuchungen zu den Gesangstexten und zur responsorialen Psalmodie
der altspanischen Liturgie’, Spanische Forschungen der
Gorresgesellschaft, 1st ser.: Gesammelte Aufsétze zur
Kulturgeschichte Spaniens, ed. H. Finke (Munster, 1930), 67-113

EDITIONS

Das Graduale der St. Thomaskirche zu Leipzig (14. Jh.) als Zeuge
deutscher Choraliiberlieferung, Publikationen alterer Musik, v (Leipzig,
1930); vii (1932) [partial facs. of a gradual and proser]

Die Gesénge der Jakobusliturgie zu Santiago de Compostela aus dem sog.
Codex Calixtinus (Fribourg, 1931)
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JOHN A. EMERSON

Wagner, Roger

(b Le Puy, 16 Jan 1914; d Dijon, 17 Sept 1992). American choral conductor
of French birth. He was taken in 1921 to Los Angeles, where he first began
studies for the priesthood at a Santa Barbara seminary. After further
education at Montmorency, France, from 1932, he studied the organ with
Marcel Dupré, served in the French army (1934-6), and returned to Los
Angeles in 1937 as organist and choirmaster at St Joseph’s. In the 1940s
he studied conducting with Bruno Walter and composition with Lucien
Caillet; he took American citizenship during this period. In 1946 he formed
the Roger Wagner Chorale (which became the source of the Los Angeles
Master Chorale), which undertook many tours and gained a wide reputation
for virtuosity and versatility in performance and on many gramophone
records. His ensembles sustained exceptional degrees of tonal opulence,
flexibility and precision, and he was specially adept at early music and the
French repertory. A specialist in the music of Josquin Des Prez (for
research into whose works he obtained the PhD degree from Montreal
University), he gave choral courses as head of the music department at
Marymount College, Los Angeles, 1951-66, and at the University of
California from 1959, and published many choral arrangements. He
reluctantly gave up leadership of the Master Chorale in 1986, assuming the
title of conductor laureate. He received a papal knighthood from Paul VI in
1966.

MARTIN BERNHEIMER

Wagner-Régeny, Rudolf



(b Szasz-Régen, Transylvania [now Reghin, Romania], 28 Aug 1903; d
Berlin, 18 Sept 1969). German composer and keyboard player. Born
Rudolf Wagner, he adopted the name Wagner-Régeny after his birthplace.
Although his family was of German descent, the boy spoke no word of the
language until he began his schooling. In 1919 he was sent to Leipzig to
study the piano with Robert Teichmdller. From there he gained admission
to the Hochschule flr Musik in Berlin, where his main studies were
conducting with Rudolf Krasselt and counterpoint with Friedrich Ernst Koch.
Koch was admired and held in awe by his composition pupils, including the
select handful from Schreker's masterclass (to which Wagner-Régeny had
not aspired, contrary to the impression left by his first post-1945
autobiographical sketch).

On leaving the Hochschule, Wagner-Régeny married a Franco-Austrian
artist, moved to her studio flat in Berlin-Charlottenburg, and allowed his
Romanian citizenship to lapse. For the next seven years he pursued a
desultory freelance career as a conductor and accompanist, while indulging
his private and lifelong passion for early keyboard instruments. Influenced
by Boris Blacher, whom he had met while continuing his studies with Koch
privately, Wagner-Régeny sought work in the worlds of film and modern
dance. The former he found uncongenial in itself, but helpful with regard to
his amicable and long-lasting working relationship with Guido Bagier, the
pioneer of the German sound film.

As yet there seems to have been no strong commitment to composition. It
was modern dance, and an immediate rapport with the Hungarian-born
Rudolf von Laban, that afforded Wagner-Régeny his longest and most
stable professional engagement during the 1920s. As conductor and
occasional arranger-composer for Laban's touring ensemble, he gained
access to many of the smaller theatres and opera houses in Germany and
central Europe. Meanwhile Bagier had introduced him to Hindemith's
modern-music festival in Baden-Baden, where his work attracted the
attention of Benno Balan, an eccentric music publisher from Berlin now
specializing in the new market for short chamber operas. With Balan's help
and encouragement, Wagner-Régeny obtained his first opera commission,
fulfilled it promptly, and emerged in Gera in 1928 as composer of the comic
opera Moschopulos, coupled the following year with Sganarelle (after
Moliére), an unpretentious postgraduate piece from 1923.

Further one-acters were to follow, but to no great avail. By 1931, when
Germany was in the grip of economic and political crisis, the golden years
of operatic experiment were over and modern dance had already been
attacked as a particularly offensive form of cultural bolshevism. Balan's
business affairs were in chaos, and Wagner-Régeny was reduced to eking
out a living in Berlin as a bar-room and beer-cellar pianist.

His rescuer was Caspar Neher, the outstanding German stage designer of
the younger generation, a friend and associate of Brecht's since their
schooldays, and Weill's most recent recruit to the art and craft of libretto
writing. His first professional encounter with Wagner-Régeny had been in
connection with the Essen Opera's production of Sganarelle and
Moschopulos in 1929. Subsequent meetings, notably in connection with
Pabst's film of Die Dreigroschenoper (1931), had consolidated their



relationship. Towards the end of 1932, and allegedly with Weill's blessing,
Neher furnished Wagner-Régeny with a draft libretto for a three-act opera,
Der Glinstling, and helped secure for him an agreement and retainer from
Universal Edition in Vienna (the Balan enterprise being by then bankrupt).

Shortly before or very soon after the Nazi seizure of power in March 1933
(and not in 1930, as Stuckenschmidt suggested) Wagner-Régeny acquired
German citizenship. After Weill's flight from Germany that same month, the
future of Der Giinstling became almost as important to Universal Edition as
to its composer. In due course approaches were made to the Dresden
Opera and its new music director, Karl Bohm, who had been released from
his contract in Hamburg on the orders of Hitler himself. The Dresden
premiére of Der Glinstling on 20 February 1935, cleverly promoted
beforehand by Alfred Rosenberg's National Socialist ‘Kulturgemeinde’, was
the first unequivocal operatic success for which the Hitler regime could
claim credit. Although it was equalled if not surpassed later that year by the
success of Egk's Der Zaubergeige, nothing — other than a change in the
political climate — could remove from Der Glinstling and its composer the
double accolade of having inaugurated a ‘new’ operatic era on behalf of a
‘new’ generation. In that same spirit, the Kulturgemeinde offered to
commission ‘new’ incidental music for A Midsummer Night's Dream from
young composers as well as senior ones. Strauss and Pfitzner declined the
offer; Wagner-Régeny did not.

Three years of fame and apparent good fortune culminated in the January
1939 premiére at the Berlin Staatsoper, under Karajan, of a second
Wagner-Régeny—Neher opera, Die Biirger von Calais. After the outbreak of
World War Il Wagner-Régeny was for some while protected from the threat
of military service by Heinz Hilpert, the Intendant of the Deutsches Theater,
a notable adept in the art of manipulating the party apparatus in the
interests of preserving his own artistic independence and that of his
associates. While working on a third Neher opera, Johanna Balk, Wagner-
Régeny wrote a series of scores for Hilpert's classic drama productions —
work of ‘national importance’ that exempted him from military service. The
era of Goebbels's ‘total war’ was yet to come.

Early in 1941, Wagner-Régeny, Neher and Hilpert moved from Berlin to
Vienna, which was becoming a refuge for many prominent artists and
intellectuals (much to the fury of Goebbels). Under the personal protection
of the Gauleiter of Vienna, Johanna Balk had its controversial premiére at
the Vienna Staatsoper on 4 April 1941. Reports of a first-night ‘scandal’
reached neutral countries, including the USA, but were already
exaggerated and for obvious reasons were made much of by the composer
after the Allied victory.

With a stipendium from the cultural authorities in Vienna, Wagner-Régeny
settled in nearby Klosterneuburg and continued working on a fourth Neher
collaboration, an ‘opera for actors’, instigated by Hilpert. Its progress was
fitful, for reasons implicit in the curiously fragmented and secretive
keyboard pieces of the same period.

The 40-year-old composer was no longer in favour with the Berlin
authorities, and in February 1943 he was conscripted into the army. After
service in occupied Paris and as a firewatcher in Berlin he was transferred



to Mecklenburg, where a sanatorium was found for his wife, who was
undergoing treatment for the cancer from which she died in 1947.

Thanks in the first place to the understanding and concern shown to him by
Russian authorities when the Soviet forces reached Mecklenburg, Wagner-
Régeny survived the war and his own severe illnesses, spiritual as well as
physical. He remained in the Soviet zone and, after the formal division of
Germany in 1949, was appointed professor of composition at the
Musikhochschule in (East) Berlin. Der Glinstling and to a lesser extent Die
Blirger von Calais had already won official approval in the German
Democratic Republic, and, after Brecht had firmly identified himself with the
aims of the new regime, his renewed collaboration with Neher at the
Berliner Ensemble was wholly to Wagner-Régeny's advantage. It was
thanks to Brecht's personal and literary intervention that Persische
Episode, the ‘opera for actors’ left incomplete after Wagner-Régeny's
conscription in 1943, was completed in 1951. First published under its
original title, Der Darmwéscher, it had little success in the East and none in
the West.

For Wagner-Régeny as for Hanns Eisler, non-aligned Austria offered a
small bridge to the West. It was at the Salzburg Festival that his last opera,
Das Bergwerk zu Falun, was staged in the summer of 1961, only a few
days before the erection of the Berlin Wall. Immured in the DDR for his
remaining eight years, but held in high affection by his many composition
pupils at the Musikhochschule — among them Siegfried Matthus, Friedrich
Goldman and Paul-Heinz Dittrich — Wagner-Régeny avoided the party
limelight to the best of his ability, and continued to add to a body of work
which since Der Glinstling had developed consistently if at times slowly
and painfully. Even in the three operas of the Nazi era, the calculated and
characteristic equivocations of Neher's librettos are circumvented by a
music that preserves, and at times bravely proclaims, its ‘un-German’ roots
— in the English virginalists, in Musorgsky, Satie and Milhaud, in the
simplest Hindemith (notably Wir bauen eine Stadt) and, not least, in his
own surreal transplantation of Weill. The same roots are as apparent in the
Piano Concerto of 1935 as they are in the ballet Der zerbrochene Krug,
based on the story by Kleist rather than on Nazi misappropriations of that
great figure. It is their manifest and unacknowledged presence in the
Midsummer Night's Dream score that might serve as the composer's
strongest excuse for that deplorable venture — stronger, certainly, than his
wife's (allegedly) half-Jewish origin.

So fleeting are the signs of an individual voice in the works of the 1920s,
and so amateurish their technique and composition, that the quality and
memorability of Der Guinstling and its immediate successors would be
astonishing but for the inaudible and unseen presence of Neher and his
pervasive influence. Simple and often crude though the craftsmanship still
is in Der Giinstling, it becomes progressively more assured from work to
work, until the processes of self-tuition came to an abrupt end after
Johanna Balk. Completed and refurbished though it was in the aftermath of
war and under the wing of Brecht, Der Darmwé&scher seems almost
desperate in its regressions to the famed spirit of the 1920s, as indeed do
many of the postwar Brecht settings, with the notable exception of the



incidental music for Pauken und Trompeten, a miniature masterpiece ‘in
the old style’.

The search for a new style that was already beginning in the desolate two-
part inventions of Hexameron and other piano pieces of the Viennese war
years is resumed in the tonally orientated serial music of 1948—60. Of
particular significance on account of their religious texts and what flows
from them are the Cantica Davidi regis and the cantata Genesis. Their
promise is fulfilled in the luminous harmony of An die Sonne (Bachmann)
and above all in the final atonements and valedictions of the Hermann
Hesse-Gesénge.

WORKS

excluding lost works; for detailed list see KdG

stage

Sganarelle, oder Der Schein trugt (grazidse Oper, 1, Wagner-Régeny, after
Moliére), 1923; Essen, Stadtische Blhnen, 12 April 1929

Moschopulos (kleine Oper, 3, Wagner-Régeny, after F. Pocci), 1928, Gera, 1 Dec
1928

Esau und Jacob (biblische Szene), 4 solo vv, spkr, str orch, 1929, Gera, 24 May
1930

Die Fabel vom seligen Schlachtermeister (Stlck fur die Musikblihne, 3 scenes, H.

von Savigny), 1931-2, Radebeul, nr Dresden, 23 May 1964

Die Burger von Calais (op, 3, Neher, after J. Froissart: Chronicles), 1936-8, Berlin,
Staatsoper, 28 Jan 1939

Johanna Balk (op, 3, Neher, after Transylvanian chronicles), 1938—40, Vienna,
Staatsoper, 4 April 1941

Prometheus (szenisches Oratorium, 5 scenes, Wagner-Régeny and K. Holl, after
Aeschylus), 1957-8, Kassel, Staatstheater, 12 Sept 1959

Incid music: A Midsummer Night's Dream (W. Shakespeare), 1935; Pauken und
Trompeten (B. Brecht, after G. Farquhar), 1955; Moritz Tassow (P. Hacks), 1965

vocal

Choral: Der neue Plan (W.W. Aschenbach), unison chorus, pf, 1950; Cantica Davidi
regis (Psalms), boys'/women's chorus 3vv, B chorus, chbr orch, 1954; Genesis, A,
chorus 4vv, small orch, 1955-6; Judische Chronik, A, Bar, chbr chorus, 2 spkr,
small orch, 1960 (collab. Blacher, Dessau, Hartmann, Henze); Schir haschirim
(Song of Songs), A, Bar, female chorus, small orch, 1964; An die Sonne (cant., I.



Bachmann), A, orch, 1967-8

instrumental

Orch: Orchestermusik mit Klavier (Pf Conc.), 1935; Mythologische Figurinen, 3
pieces, 1951; 3 Orchestersatze, 1952; Einleitung und Ode, 1967; 8 Kommentare zu
einer Weise des Guillaume Machauts, chbr orch, 1968

Pf: Klavierbuchlein, 1940; 2 Sonatas, 1943; Hexameron, 1943; Sonatina, c1945;
Largo, after 1945; 2 Klavierstucke, 1949; 2 kleine Klavierstiucke, 1949; 2 Sonatinas,
1949; Dreistimmige Fuge flr das Lehrbuch, 1950; 2 Klavierskizzen in ein Album fur
Gerty Herzog, 1950; 2 Klavierstucke (Studien in variablen Metren), 1950; 2
Klavierstucke fur Helmut Roloff, 1950; Sonatina, 1950; 2 Tanze fur Palucca, 1950;
Cocktail fur Gottfried von Einem, 1951; L'ivresse tranquille, 1951; [5] Klavierstucke
fur Gertie, 1951; 3 parfums, 2 hommages a la cuisine (5 franzésische
Klavierstucke), 1951; 7 Klavierfugen, 1953; Klavierstuck fur Kikusch, 1954;
Variationen uber ein kindliches Thema, 1954

Principal publishers: Bote & Bock, Peters (Leipzig), Universal
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DAVID DREW

Wagner societies.

From 1871, when Wagner chose Bayreuth for his festival, a number of
subscription schemes came into existence with the aim of supporting the



project. In an open letter of 16 June 1882 to Friedrich Schon, Wagner
proposed a foundation to assist financially those who would benefit from a
visit to the festival but who would otherwise be unable to attend. On 14
May 1883, three months after Wagner’s death, the Alilgemeiner Richard-
Wagner-Verband was formed to coordinate the enterprise and by 1886
there were over 200 branches in Germany and many other countries. The
Bayreuther Blétter (begun in 1878 under the editorship of Hans von
Wolzogen) became its newsletter. The Verband was dissolved in
December 1938 and re-established in Hanover as the Richard Wagner-
Verband in 1947; its primary function is still to subsidize visits to the festival
by young musicians, theatre directors and technicians nominated by the
affiliated societies. In 1998 110 societies were affiliated, mostly German,
but also representing Austria, Britain, France, Sweden, Russia, Ukraine,
Spain, North and South America and Australia.

There have been Wagner societies in Britain since 1872; an early one
produced the magazine The Meister under the editorship of William Ashton
Ellis between 1888 and 1895. The current society, now called the Wagner
Society, was founded in 1953 to foster interest in and encourage
productions of Wagner’'s works. This remains its essential aim, together
with nurturing young singers capable of singing Wagner. Its internationally
acclaimed magazine Wagner (produced three times a year) has printed
new translations of the composer’s prose sketches for Wieland der
Schmied and Jesus von Nazareth as well as articles of topical interest. The
popular magazine Wagner News is published six times a year and includes
articles, interviews, news and reviews of opera productions and recordings.
To mark the centenary of the Bayreuth Festival a bilingual yearbook
Wagner 1976 was published.

3
Wagner tuba.

A special kind of tuba devised by Wagner for the Ring with the object of
bridging the gap between the horns and trombones. In the Ring Wagner
scored for a set of four of these instruments, to be played by an extra
quartet of horn players who alternate between the two instruments as the

part directs. The quartet consists of two tenor tubas in B[t played by the
fifth and seventh horn players, and two bass tubas in F, played by the sixth

and eighth players. These two pitches are the same as horns in B[talto and
F.

The main body of the modern instrument is elliptical, like most German
tenor horns, with the bell emerging from the top at a slightly oblique angle,
while the lower end almost rests on the player's lap (fig.1). In the centre of
this ellipse are the four rotary valves which are manipulated by the fingers
of the left hand, the fourth valve lowering the pitch by a perfect 4th. The
conical bore increases steadily throughout the whole length and terminates
in a small bell (thus differing from the horn, whose bore increases very
slowly up to the last 30 cm of its length, when it flares out suddenly into a
bell, the diameter of which measures over 5 cm more than that of the tuba).
The wider bore, though not nearly as large as that of a true tuba, results in



a certain lack of incisiveness in the attack and makes the instrument much
freer to blow than the horn; thus in performance the chief difficulty is
intonation. The ordinary horn mouthpiece is used, and its comparative
smallness rounds off the tone while maintaining the correct relationship
with the horns. In general the tone may be said to be more sombre and
less biting than the ‘white’ tone of the horns, while Wagner's own concept
(according to Bayreuth tradition) was that the tubas should be solemn,
dignified and heroic as opposed to the lyrical and romantic horns. The

compass of the tenor tuba in B[t:(actual sounds) is E[Eto f'; of the bass tuba
in F, B[bto a'. The fundamental is obtainable on both instruments.

Wagner had begun to compose Das Rheingold before he thought of these
tubas. In the 1853 sketch the opening of scene ii (the Valhalla motif) is
marked for trombones (‘Pos. dolce’), but in the full score, made the
following year, the tubas are specified. Von Westernhagen showed that
they must have been inspired by instruments which the composer
examined in the workshop of Adolphe Sax in Paris (Die Entstehung des
‘Ring’, Zurich, 1973, p.46). This would have been during Wagner's short
visit there in October 1853. In a letter of September 1865 to King Ludwig,
Wagner referred to the extra instruments for the Ring including the
‘Sax'schen Instrumenten’. He wrote that he had seen these some time
earlier, that they were Sax's invention and that they were proving difficult to
match with the instruments used in military bands in Germany. The tubas
may thus originally have been saxhorns; the use of a special mouthpiece
with which horn players would use their own mouthpieces was evidently a
later idea, possibly Richter's. The instruments eventually made for
Bayreuth are said no longer to exist, though they were kept in the theatre
until at least 1939. It is not known who made them, but the firm of C.W.
Moritz, Berlin, claimed to have done so (Z/, xxviii, 1907-8, p.643). The first
set was superseded for performances in 1890 by a set made by Gebrider
Alexander, Mainz. The saxhorn type of Wagner tuba, made by Mabhillon of
Brussels and London (fig.2), was widely used (see J. Webb, GSJ, xlix,
1996, pp.207-12). One set survives in Naples; another, housed at the RAM
until the early 1990s, was orginally bought in 1895 by Sir Henry Wood for
the formation of the Queen's Hall Orchestra and the introduction of the
Promenade Concerts. A third set is owned by the Royal Opera House,
Covent Garden. These all require mouthpieces of trombone size.
Elsewhere, other instruments, such as Besson's cornophones (Paris), were
used (see J. Webb, GSJ, li, 1998, pp.193-5). The first set of modern
Wager tubas to be used in London was obtained for the LPO by Beecham
from Alexander in 1935.

The orchestral parts for the tubas are written in B[tand F: in the scores the

notation varies. In Das Rheingold the B[Etenor tubas sound a tone lower
than written, and the F bass tubas a 5th lower (as in the parts); in the

Prelude to Gétterddmmerung the B[Etenors sound a 9th lower; the F
basses a 12th lower. Elsewhere the E[Etenors sound a 6th lower (but in the

bass clef, a 3rd higher); B[tbasses a 9th lower (in the bass clef, a tone
lower): this last notation was intended by the composer to facilitate score
reading.



Other composers who have scored for Wagner tubas are Bruckner in his
later symphonies, Stravinsky in The Firebird and The Rite of Spring, and
Strauss in Elektra, Die Frau ohne Schatten and the Alpensinfonie. Strauss
wrote more advanced parts, with mutes even required. The tubas have
been used in America as substitute horns for film and television music.

RAYMOND BRYANT/ANTHONY C. BAINES/JOHN WEBB

Wagon
[yamato-goto].

Six-string long zither of Japan. Its name (wa/yamato, ‘Japan’; gon/goto,
‘zither’) reflects its accepted status as Japan's only indigenous stringed
instrument. Prior to the importation of the Koto from China around the 7th
century, the word koto designated this instrument. (For its uses and early
history, see Japan, §ll, 2,1V, 2and V, 3.)

The instrument has changed little since the 8th century. Made of paulownia
wood, it resembles the koto in general shape but narrows gradually from
the player's left to right (from about 24 to 15 cm); its length ranges from
188 to 197 cm and its thickness from 4 to 8 cm. The strings too converge
towards the right, rather than remaining parallel as on the koto. Like the
koto, the wagon has a movable tuning bridge for each string, is slightly
convex laterally and is generally made of a hollowed-out upper part closed
by a flat soundboard underneath. The koto-type bridges are made from the
unpeeled forks of maple twigs, although now actual koto bridges are
sometimes used. Setting it apart from all other Asian long zithers is the row
of six projecting ‘teeth’ at the left end, which serve as attachment points for
the strings (illustration).

The tuning is non-consecutive (re-entrant): one typical tuning is d'-a—d—b—
g—e from the string nearest the player. Two main playing techniques are
combined, both unlike any traditional koto genre. In one, all six strings are
strummed with an oval plectrum in the right hand, and the left hand then
damps all but one string. In the other, the left-hand fingers also pluck
strings. A string is never pressed to the left of the tuning bridge to raise its
pitch.

The Shosoin, Japan's 8th-century imperial treasure-house, contains eight
wagon, basically like the modern instrument in all essentials. Several had
feet, as on the koto, indicating that they were placed on the floor as is usual
today; this contrasts with evidence from 5th- to 6th-century haniwa funerary
sculptures and 8th-century poetic references, which indicate that the
instrument was placed on the lap.
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Wagrowicensis, Adam.

See Adam Wagrowicensis.

Wahren, Karl Heinz

(b Bonn, 28 April 1933). German composer. He studied the piano and
double bass in Gera, Saxony (1951-3) before teaching the piano,
composition and film music at the Berlin Conservatory (1953—61). He later
studied composition with Josef Rufer at the Hochschule fur Musik, Berlin
(1961-5) and privately with Karl Amadeus Hartmann (1961-3). Wahren,
whose primary compositional interests were timbre and orchestration,
regarded the emotional quality of Hartmann’s style as a productive contrast
to Rufer’s rationality. Other influences included Stravinsky, Messiaen,
Schoenberg and jazz, particularly the music of Stan Kenton. In 1965 he
founded the Gruppe Neue Musik Berlin. His honours include a fellowship
from the Villa Massimo, Rome (1969-70), the sponsorship prize of the
[West] Berlin Akademie der Kunste (1978) and the Order of the Federal
German Republic (1994).

WORKS

(selective list)

Stage: Fettkldsschen (comic op, C. Henneberg, Wahren, after G. de Maupassant),
1975-6; The Pitcher (grotesque, P. Stripp), 1977; Der Unterhaltungskunstler
(grotesque, Stripp), 1978; Der Cassernover, 1980; Goldelse (satirical op), 1987;
Galathee, die Schone (comic op, F. von Suppé, T. Hoft), 1995

Vocal: Passioni (G. Bruno), S, chorus, 3 insts, 1973; Weltungllick geistert durch den
Nachmittag (Klabund, F. Wedekind, K. Schwitters, T. Brasch), vv, orch, 1977;
Schon ist die Zukunft da (M. Koeppel), spkr, ens, 1978; Der Wettlauf (J.
Ringelnatz), A, fl, 1979; Fernsehhymne (Koeppel), chorus, 1982; Der Tierbandiger
(F. Kempner), sprk, pf, 1983; Magnificat mundus pacem, S, A, T, B, chorus,
orch/str, 1984




Kbd (pf, unless otherwise stated): Sonatine, 1959; Kinder-Suite, 1967; Applikation,
org, 1968; Tango Rag, 1978; Tango Rag, 1980; Bye-Bye Bayreuth, 1984, orchd
1985; Szenen einer Ehe (Tango desolato), 1997
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W. Burde: ‘Karl Heinz Wahrens Fettklésschen’, Melos/NZM, ii (1976), 298—
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Wahrmund.

See Feind, Barthold.

Wah-wah.

See Wa-wa.

Waigel.

See Weigel family.

Wainert, Antoni.

See Weinert, Antoni.

Wainwright.

English family of musicians. Items in collections are often identified only as
by ‘Wainwright’, making it impossible to make firm ascriptions. Except for
hymn tunes, which include (in addition to those cited for (1) John
Wainwright) ‘Wainwright’, ‘St Gregory’, ‘Manchester’ and ‘Liverpool’, the
church music of the Wainwrights has long been out of use.

(1) John Wainwright
(2) Robert Wainwright
(3) Richard Wainwright
(4) William Wainwright

RONALD R. KIDD



Wainwright
(1) John Wainwright

(b Stockport, bap. 14 April 1723; bur. Stockport, 28 Jan 1768). Church
musician and composer. About 1766 he published A Collection of Psalm
Tunes, Anthems, Hymns and Chants which included the celebrated
Christmas hymn Christians Awake, Salute the Happy Morn, based on a
text by Dr Byrom of Manchester. This hymn, composed perhaps about
1750, had previously been printed in Caleb Ashworth's A Collection of
Tunes (London, 1761). He also wrote the hymn tunes ‘Stockport’ and
‘Yorkshire’. On 12 May 1767 he was named organist and singer of the
Manchester Collegiate Church (later the Cathedral), where he had
previously been deputy organist.

Wainwright
(2) Robert Wainwright

(b Stockport, bap. 17 Sept 1748; d Liverpool, 15 July 1782). Organist and
composer, son of (1) John Wainwright. In 1768, on his father’s death, he
was appointed organist of the Collegiate Church in Manchester. He took
the BMus and DMus degrees at Oxford on 29 April 1774; for the occasion
he composed a Te Deum. He moved to Liverpool, where he was organist
at St Peter’s from 1 March 1775. Besides church music and the oratorio
The Fall of Egypt, performed in Liverpool in 1780 and revived in 1801,
Wainwright produced instrumental music in the fashionable genres of the
day: sonatas for keyboard with violin accompaniment, string duos and
quintets. The quintets have a concertante cello in addition to the bass part;
the parts are disposed much as in English keyboard concertos of the
period, alternating tutti and solo with all essential material doubled in the
keyboard. Although competent and occasionally engaging, Wainwright's
music is of little consequence.

WORKS

Sacred: The Lord is Risen, A Favourite Anthem, or Hymn, for Easter Day (London,
c1770); TeD, 29 April 1774, GB-Ob; chants, Lbl Add.35024; The Fall of Egypt
(orat), Liverpool, 1780, lost [incl. in sale catalogue for the library of ‘a professor of

music’ i181 3i, GB-Lbl|

Inst: 6 Sonatas, hpd/pf, vn, op.1 (London, 1774); 6 Duetts, vn, vc, op.2 (London,
c1775); 6 Quintettos, hpd/pf, 2 vn, vc, b (London, 1778)
Wainwright

(3) Richard Wainwright

(bap. Stockport, 8 July 1757; d Liverpool, 20 Aug 1825). Organist and
composer, son of (1) John Wainwright. He was organist at St Ann’s,
Manchester; in 1775 he succeeded his brother (2) Robert Wainwright at the
Collegiate Church, and in September 1782 he again succeeded him at St
Peter’s, Liverpool. He subsequently spent about a decade at Preston, then
went to St James in Toxteth Park, Liverpool, and finally resumed his
position at St Peter’s in 1813, remaining there until his death. In addition to



a collection of hymns, he published several individual songs; the glee Life’s
a bumper was extremely popular.

WORKS
New Britania (song), 1v, bc (London, ¢1790); Our Topsails Atrip (song), 1v, bc

iLiverpooI, c1 790i, also for fl

A Collection of Hymns, as originally composed for the children of Liverpool Blue

Coat Hospital iLiverpooI, 1809i

Wainwright
(4) William Wainwright

(b Stockport; d Manchester, 2 July 1797). Singer and instrumentalist, son
of (1) John Wainwright. He was a singer at the Collegiate Church,
Manchester, and a double bass player. For a time he had a music shop
with Sidlow in Manchester.
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J.E. West: Cathedral Organists, Past and Present (London, 1899, 2/1921)

A Quincentenary Celebration: the Ancient Collegiate Church of
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S. Sadie: British Chamber Music, 1720-1790 (diss., U. of Cambridge,
1958), 195, 218-19, 231
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Waissel [Waisselius], Matthaus

(b Bartenstein, East Prussia [now Bartoszyce, Poland], c1535-40; d
?Konigsberg [now Kaliningrad], 1602). German lutenist and composer. He
may have been the ‘Matthaeus Waiszel Borussus’ who matriculated at the
University of Frankfurt an der Oder in the summer of 1553. On 1 February
1561 he matriculated at the University of Kénigsberg. Between 1565 and
1570 he made an extended journey through Germany and lItaly, during
which he received instruction in lute playing from leading exponents of the
instrument. In 1573 he was appointed Rektor of the school at Schippenbeil
(now Sepopol), East Prussia. From 1574 to 1587 he was the parish priest
at Langheim, near Rastenburg (now Ketrzyn). In 1591 and 1592 he was at
Frankfurt an der Oder supervising the printing of lute tablatures. He is
believed to have lived finally at Konigsberg, where he published a doctrinal
Summa in 1596 and a Prussian chronicle in 1599. His son Matthaus
became an instrumentalist at Riga in 1598 and was a member of the
Hofkapelle at Kénigsberg from 1616 to 1619.

Waissel wrote for the six-course lute. His books of 1591 and 1592, which
are the last publications in German lute tablature, include preludes,



fantasias (including two from Benedict de Drusina’s Tabulatura of 1556),
German and Polish dances, passamezzos, saltarellos, galliards, pavans,
paduanas, branles, Latin and German songs, madrigals, napolitane and
chansons. In the 1573 book Waissel named Gallus Dressler, Christian
Hollander, Lassus and Verdelot as composers of the vocal originals. He
wrote in the 1591 book that many of the pieces in it were by renowned
lutenists and that he had transcribed some of them from staff notation and
others from French and Italian tablature. It cannot be determined which of
the pieces in his tablatures are by Waissel himself. It may be supposed that
he made the arrangements of the German and Polish dances, which are
entirely homophonic. The suites of three or four dance movements are a
notable feature of his tablatures. That of 1573 contains four in which a
paduana in quick triple time is flanked by a passamezzo and a saltarello;
the paduana and the saltarello are both derived, by rhythmic
transformation, from the passamezzo. In the four four-movement suites the
saltarello is followed by an independent ripresa. Two suites in the 1591
Tabulatura and two in the 1592 Lautenbuch contain a ripresa for the
passamezzo as well as for the saltarello. The German dances in the 1592
Tabulatura can also be performed on two lutes tuned a 4th apart. The
Lautenbuch contains instructions on tablature and performance which,
according to Waissel, he based on the teaching of eminent lutenists with
whom he had studied in Germany and ltaly. He first illustrated numerous
fingerings of chords of varying degrees of difficulty and then proceeded to
demonstrate fingerings in runs and embellishments; he concluded by
discussing right-hand technique.

WORKS
published in Frankfurt an der Oder

Tabulatura continens insignes et selectissmas quasque cantiones, testitudini
aptatas, lute (1573%); ed. D. Benké (Budapest, 1980

Lautenbuch darinn von der Tabulatur und Application der Lauten grundlicher und

voller Unterricht, lute i1592i; ed. D. Benkd iBudapest, 1984i

Chorea, 2 fantasias, 3 preludes, intabulation of madrigal, CH-Bu, D-DEP, LEm
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HANS RADKE/WOLFGANG BOETTICHER/CHRISTIAN MEYER

Waisvisz, Michel

(b Leiden, 1949). Dutch composer, inventor of instruments and performer.
He is self-taught. He became acquainted with electronics at the age of 16,
when his father built a theremin. Since 1981 he has been director of the
Studio voor Elektronische Muziek in the Netherlands.

In the mid-1970s he invented the kraakdoos (cracklebox), which is based
on the instability of electronic circuits, usually considered undesirable. In
1981 he composed De Slungels, the first theatrical piece to be performed
entirely by robots. Using these theatrical robots, Waisvisz studied both the
relationship between man and machine and ways of improving the
operation of electronic systems. An important step in this respect was the
development of De Handen (hands), a sensitive instrument with which
material stored in the computer can be played in real time. Variants on this
same principle are De MIDI-Conductor (1985) and Het Web (1990).
Waisvisz has also appeared with ‘Lisa’, a software instrument which is a
live sampling system, controlled by De Handen.

The idea underlying these interactive instruments or ‘gestural controllers’ is
that, just as with acoustic instruments, the physical action of making music
must be visible to the public. Waisvisz has elaborated this theatrical side in
appearances with diverse musicians and artists and in numerous music
theatre pieces. In view of the great importance he attaches to interaction
with the public and to a refined and dynamic quality of sound, he has on
principle never published any work on CD.

WORKS

(selective list)

Crackle, cracklebox, cracklesynthesizer, 1978; Het anarchistenbal, 1v,
cracklesynthesizer, cracklegun, scratcher, 1980; De slungels [The
Gawks] (music theatre), 1981; Pandora (music theatre), 1982; Beat
Concréete, De Handen, FM-synths, 2 synth, crackle insts, 1984; Touch
Monkeys, De Handen, FM-synths, 1986; The Archaic Sym., De
Handen, FM-synths, samplers, 1987-91; Songs from the ‘Hands’, De
Handen, Lisa, Fm-synths, 1991; Requiem ohne Tote, De Handen,
Lisa, FM-synths, 1993; Operatie Lisa, De Handen, Lisa, 1995-6; The



Spirit of the Digital Djembé, De Handen, Lisa, djembé, 1997
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JACQUELINE OSKAMP

Wait [wayt, wayte]
(from old Fr. gaite, a watchman).

The various meanings of the English forms refer only to England. (1) In the
13th and 14th centuries, a watchman at the gate of a town or castle. A horn
was used to signal the approach of people requiring admittance, but the
watchman was not a musician.

(2) A household watchman (vigilis; vigilator after the mid-14th century),
perhaps named by analogy with (1). (A ‘household’ in this context was the
group of people attending a king or noble.) By the late 13th century, at
least in the royal households, the vigilis played a shawm — see (3). The
royal vigiles were often minstrels, though not invariably so. Their
watchman's duties are recorded in the Black Book of the Exchequer, from
Edward IV's reign (1461-83): to pipe the watch each night, to check for fire
and other dangers at every chamber door, and to attend new Knights of the
Bath during their vigils in the chapel. In Tudor times and later, the
vigilatores were apparently not musicians.

(3) An instrument of the shawm family; sometimes called ‘wayte-pipe’, it
probably derived its name from the household wait (2) who played it. The
seal of Edward llI's vigilator John Harding (fig.1) clearly shows crossed
shawms, but their size is not ascertainable. The wait is almost certainly the
treble shawm, perhaps to be identified with the ‘small pipes’ of the Black
Book of the Exchequer.

(4) Any player of the instrument (3), of whom the household vigiles were in
the majority. In the 14th century the name is found attached to minstrels
who were not vigiles, and also to huntsmen and other household servants;
but from the early 15th century ‘wait’ was used only for household
vigilatores and civic minstrels — see (5).

(5) A civic minstrel, permanently employed by a town. Town waits were
equivalent to the German Stadtpfeifer and the civic pipers of Italy and
elsewhere. At first they formed the standard loud band (fig.2) of two or
three shawms and a slide trumpet (later, a sackbut); it was probably their
use of the shawm that led to the name ‘waits’ being attached to them. They
were not watchmen, and had no direct connection with (1) and (2); but at
the time of their institution at Beverley (1405) and Norwich (1408) the term
‘wait’ was still applied to any player of the wayte-pipe (3).



By the late 15th century many towns employed waits, and those of the
major cities were among the finest minstrels in the country. Their main
function was to attend the mayor on ceremonial occasions, but in some
towns they were allowed to play in the streets at night — apparently a
lucrative occupation. During the 16th century their talents became more
diverse: the London waits soon included singers and players of soft
instruments such as viols, recorders and cornetti; several other
corporations bought such instruments early in the following century.

During the 17th and 18th centuries the waits in some towns adopted
particular melodies as their ‘signature’ tunes. By then minstrelsy had
otherwise virtually died out, and the waits remained as something of an
anachronism. Many were disbanded by their corporations for financial
reasons during the Napoleonic wars, and few survived the Municipal
Reform Act of 1835. In some places the name of ‘waits’, and even the
players themselves, continued in the church bands of recorders, clarinets
and bassoons.

(6) Christmas singers: their name is probably derived from (5), who sang
and played Christmas songs during their nightly perambulations at that
season. Christmas waits may sometimes have been professionals (the
church bands), but were more usually amateurs.

See also Band (i), §ll, 1; Gallery music; Minstrel; and Stadtpfeifer.
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RICHARD RASTALL

Waite, John James

(b Gloucester, 1807; d Hereford, 29 Oct 1868). English teacher of sight-
singing. A Congregationalist minister, Waite devoted his life to the
improvement of psalmody in churches and chapels, a cause which led him,
though totally blind from early manhood, to organize free classes and
lectures attended by tens of thousands of working folk throughout the
kingdom. His first efforts were made among his own congregation at



lIminster, Somerset; but at the invitation of the Rev. John Burder he
instituted several classes in the neighbourhood of Stroud, Gloucestershire,
well before John Hullah’s more celebrated Singing School was opened at
Exeter Hall, London, in 1841. By 1849 Waite claimed to have taught in 16
counties of England and to have travelled some 20,000 miles for the
purpose.

Waite’s system of teaching sight-singing was a development of Jean-
Jacques Rousseau’s cipher notation in which the degrees of the major
scale are represented by the numerals 1 to 7; but, unlike Rousseau and his
disciples, Waite always employed numerals in conjunction with ordinary
notation, his supplementary figures appearing below the stave only to
assist the beginner to calculate melodic intervals. Note values and
differences of octave were indicated by the ordinary notation alone, and
Waite’s pupils were thus made familiar with standard notes from the outset.
There was consequently less risk of their finding themselves incompetent
when reading from standard notation at a later stage.

The textbook from which Waite's later classes were conducted was The
Hallelujah, a hymnal with tunes marked in cipher notation, compiled jointly
by Waite and H.J. Gauntlett, and published in 1852. (B. Rainbow: The Land
without Music: Musical Education in England, 1800-1860, and its
Continental Antecedents (London, 1967))

BERNARR RAINBOW

Waite, William G(ilman)

(b Southbridge, MA, 3 July 1917; d New Haven, CT, 28 Feb 1980).
American musicologist. At Yale he took the BA (1939), MusB (1940) and
PhD (1951). He taught at Yale from 1947; in 1968 he was appointed Henry
L. and Lucy G. Moses Professor of Music. He was director of graduate
studies in music from 1959 to 1967 and served as chairman of the
department from 1964. He specialized in the medieval period, particularly
music of the 12th and 13th centuries. His dissertation The Rhythm of
Twelfth-Century Polyphony, was the first extensive study of two-voice
Notre Dame organa. Limiting his research to the Notre Dame school, Waite
devoted the first half of his monograph to the rhythmic modes and their
notation and then dealt specifically with the notation of Léonin's organum
duplum; the second half of the book is a transcription of the Magnus liber
organi from the manuscript D-W 677. Waite presented both provocative
theories on rhythmic transcription and a modern edition of an important
body of music. He is also a co-author of The Art of Music (1960), a history
for students of the development of musical styles.

WRITINGS

The Rhythm of the Twelfth-Century Organum in France (diss., Yale U.,
1951; New Haven, CT, 1954/R as The Rhythm of Twelfth-Century
Polyphony: its Theory and Practice)

‘Discantus, Copula, Organum’, JAMS, v (1952), 77-87

with B.C. Cannon and A.H. Johnson: The Art of Music (New York, 1960)

‘The Abbreviation of the Magnus liber, JAMS, xiv (1961), 147-58

‘The Era of Melismatic Polyphony’, IMSCR VIII: New York 1961, 178-83



‘The Lag of Theory behind Practice: the Musicological Background’,
College Music Symposium, i (1961), 23-5

‘Two Musical Poems of the Middle Ages’, Musik und Geschichte: Leo
Schrade zum sechzigsten Geburtstag (Cologne, 1963), 13—-34

‘Bernard Lamy, Rhetorician of the Passions’, Studies in Eighteenth-Century
Music: a Tribute to Karl Geiringer, ed. H.C.R. Landon and R.E.
Chapman (London and New York, 1970), 388—-96

PAULA MORGAN

Waiteata Music Press.

New Zealand music publisher. It was established in 1967 by Douglas
Lilburn at the School of Music, Victoria University of Wellington. Lilburn's
aim was to make inexpensive editions of New Zealand music available to
conductors, performers, students and libraries worldwide. Preference was
given to works which had recordings commercially available from Kiwi
Pacific Records. Most publications are facsimile reproductions of
composers' original manuscripts but since 1990 many new editions have
been computer typeset. Jack Body was appointed editor in 1981, and by
1996 he had extended the catalogue to list more than 170 scores. More
than 50 New Zealand composers are represented, including established
figures such as Jack Body, Edwin Carr, Lyell Cresswell, David Farquhar,
Douglas Lilburn, Annea Lockwood, Jennifer McLeod, Larry Pruden, John
Rimmer, William Southgate, Anthony Watson and Gillian Whitehead, and
younger composers such as Ross Carey, Gareth Farr and John Psathas.

ALISTAIR GILKISON

Wajnert, Antoni.

See Weinert, Antoni.

Waka.

Yoruba percussive and vocal genre. Waka has its origins in south-west
Nigeria, where extensive Islamic conversion during the 19th century
produced a variety of musical genres performed during key periods in the
Muslim calendar. Waka (Hausa term for song or poem) was originally sung
by women, accompanied by handclaps and beaten seli or pereseke (tin
discs with metal rings attached), and remains one of the earliest of these
genres. With the addition of drums in the ljebu area, waka increasingly
parted company with Islam by the 1920s, and with the involvement of
professional musicians it became a more commercial and recreational
music, devoid of religious purpose. The style continued to flourish
informally over the next 40 years, until it assumed a new significance in the
1970s through the recordings of leading purveyors such as Madam
Comfort Omoge and Salawa Abeni, the queen of Waka.

With men confined to instrumental ensembles, the modern waka chorus is
dominated by women under the direction of a female leader and supported
financially by female patrons. The ensemble typically comprises five or six



singers plus assorted Yoruba drums (adamo and akuba), the sekere
(gourd) and occasionally the agidigbo (lamellophone). The style peaked in
the 1980s, when Kubarat Alaragbo poached Abenis chorus and added the
modern trap drum set to produce a hard, driven version of waka against
which few other performers could compete. Waka remains a staple of
modern Yoruba recreational music and survives as an African retention,
played on three drums, as the waka waka music of Guadeloupe.

RONNIE GRAHAM

Wakabe, Michio.

See Miyagi, Michio.

Wakasugi, Hiroshi

(b Tokyo, 31 May 1935). Japanese conductor. He studied singing and
conducting at the Tokyo Geijutsu Daigaku, 1956—-63, and also received
private instruction from Hideo Saito and Jean Fournet. While still a student
he made his début with the Niki Kai production of Le nozze di Figaro in
1959, and quickly became recognized as an opera conductor, undertaking
the Japanese premiéres of Parsifal (1967) and Das Rheingold (1969). In
1969 Wakasugi co-founded the Tokyo Chamber Opera Theatre,
conducting Orff's Die Kluge and the medieval Play of Daniel. Meanwhile he
also worked as a concert conductor, and in 1965 began an association with
the Yomiuri Nippon SO, taking the orchestra on a European tour in 1971.
Since then he has worked with many orchestras and opera companies in
Japan, Europe and the USA, and served as principal conductor of the
Yomiuri Nippon SO, 1972-5, the Cologne RSO, 1977-83, the Tonhalle
Orchestra, Zurich, 1987-91, and the Tokyo Metropolitan SO, 1987-95. He
was musical director of the Deutsche Oper am Rhein, Dusseldorf, 1981-6,
and was appointed musical director of the Dresden Staatsoper in 1991 and
of the Tokyo Chamber Opera Theatre in 1995. His broad repertory ranges
from the early Baroque to contemporary music, and he has given the
premiéres of many works, including Takemitsu’s Winter (1971) and Spirit
Garden (1994).

MASAKATA KANAZAWA

Walacinski, Adam

(b Krakow, 18 Sept 1928). Polish composer and critic. He studied the violin
with Eugenia Uminska at the State Higher School of Music in Krakow
(1947-51) and took private composition lessons with Kisielewski (1952-5).
Until 1956 he was a violinist with the Polish radio orchestra in Krakéw.
Thereafter he divided his time between composing and writing articles and
criticism for the Polish musical press, in particular Ruch muzyczny, Forum
musicum, Studio and Dziennik polski. From 1971 to 1987 he was chairman
of the Krakow section of the Polish Composers’ Union. He is a contributor
to the Encyklopedia muzyczna, of which he became an editor in 1984, and
in 1979 he was appointed lecturer in theory at the Krakow Academy



(formerly the State Higher School of Music); he was made full professor in
1992. His music to the film Faraon was awarded the State Prize in 1966.

WORKS

(selective list)

Str Qt, 1959; Introspekcje, cl, 2 perc, 1961, rev. 1967; Rotazione, pf, 1961; Canto
tricolore, fl, vn, vib, 1962, rev. 1991; Horizons, chbr orch, 1962; Liryka sprzed
zasniecia [A Lyric before Falling Asleep] (M. Biatoszewski), S, fl, 2 pf, 1963;
Sequenze, fl, orch, 1963; Canzona, vc, pf, tape, 1966; Dichromia, fl, pf, 1967,
Allaloa, pf, live elecs ad lib., 1970; Torso, orch, 1971; On peut écouter, fl, ob, bn,
1971, rev. 1998; Divertimento interroto, 13 players, 1974; Mirophonies
(Biatoszewski), S, actor, cl, va, vc, hp, perc, 1974; A travers le miroir, 2 fl, str, 1980;
Moments musicaux, 2 pf, 1987; Dramma e burla, orch, 1988; Pastorale, fl, ob, vn,
1992; Fantasia sopra, Ave Maris Stella, vc, 1997; La vida es suefio, fl, gui, va,
1998; Aria, orch, 1998

Principal publisher: PWM
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Walcha, Helmut

(b Leipzig, 27 Oct 1907; d Frankfurt, 11 Aug 1991). German organist. He
studied with Ramin at the Leipzig Conservatory (1922-7), specializing in
the organ, and worked as Ramin’s assistant at the Thomaskirche in Leipzig
(making his début in the city in 1924), before moving to Frankfurt in 1929.
There he was organist at the Friedenskirche and, from 1946, at the
Dreikonigskirche. His fame as a player quickly spread through international
recitals (including those at the Royal Festival Hall, London, in the late
1960s), broadcasts and recordings. His blindness, far from being a
handicap, enabled him to penetrate an inner world of sound to which Bach
is the key, and he was one of the greatest European interpreters of Bach.
Walcha’s extraordinary technical powers were matched by a prodigious
memory; his interpretations, marked by their objectivity and contrapuntal
clarity, had absolute fidelity to the spirit as well as the letter of the
composer’s design (a quality for which they were criticized). He also
adopted the maxims of the Orgelbewegung (Organ Revival) and rejected
the overly mechanized Romantic organ. Yet his insistence on organs with
mechanically controlled Schleifladen (slider chests) did not preclude a
virtuoso element in his playing. He recorded all Bach’s organ music: the
toccatas, preludes and fugues, fantasias and trio sonatas partly at the St
Laurenskerk, Alkmaar (organ by Schnitger), and partly at St Pierre-le-
Jeune, Strasbourg (restored organ originally by J.A. Silbermann); and all
the liturgically based works (chorale preludes and chorale variations) on



the Strasbourg organ. He also recorded Bach’s six sonatas for violin and
harpsichord (with Henryk Szeryng), composed three volumes of chorale
preludes, published organ versions of the Art of Fugue (including his own
completion of the quadruple fugue) and the ricercare from the Musical
Offering and edited Handel’s 12 organ concertos. Walcha was a professor
at the Musikhochschule in Frankfurt from 1938 to 1972, leading the church
music department and conducting the Frankfurter Bach-Stunden.

STANLEY WEBB/GERHARD WIENKE

Walcker.

German family of organ builders. The firm was founded in 1780 in
Cannstadt by Johann Eberhard Walcker (1756—1843). His son Eberhard
Friedrich Walcker (b Cannstadt, 3 July 1794; d Ludwigsburg, 2 Oct 1872)
moved the business to Ludwigsburg (Wurttemberg) in 1820; he built a large
new organ for the Paulskirche in Frankfurt (1829-33); and he gave the
organ of the Stiftskirche in Stuttgart two pedal-boards, as part of his
rebuilding of that instrument in 1834—45. He also built instruments for Ulm
Minster (1841-56), the Music Hall, Boston (1863), and St Etienne,
Mulhouse, Alsace (1865; highly esteemed by Albert Schweitzer). He
introduced the Kegellade in 1842 (see Organ, §ll, 8). After Eberhard
Friedrich’s death, the firm was run by his sons Heinrich, Fritz, Paul and Karl
Walcker, and organs were built for the Saalbau, Frankfurt (1873), Riga
Cathedral (from 1881), the Petrikirche, Hamburg (1884), the Neues
Gewandhaus, Leipzig (1884), and the Stephansdom, Vienna (1886). The
firm began using pneumatic action in 1889 and electro-pneumatic in 1899.
In 1910 Paul Walcker took over the firm of Wilhelm Sauer in Frankfurt an
der Oder; his most notable organ, made in 1913 for the Jahrhunderthalle,
Breslau (now Wroctaw), is now in Wroctaw Cathedral.

Oscar Walcker (b Ludwigsburg, 1 Jan 1869; d Ludwigsburg, 4 Sept 1948),
a grandson of Eberhard Friedrich, though interested in architectonic
aspects of the organ, devoted himself primarily to representing the firm’s
business interests. Organs built under his direction include those at
Reinoldikirche, Dortmund (1907-9), Michaeliskirche, Hamburg (1909-12),
the musicology institute of the University of Freiburg (the ‘Praetorius’ organ,
1921, with Willibald Gurlitt), City Hall, Stockholm (1924-5), the Exposicion
Internacional Barcelona (1929), and the Kongresshalle, Nuremberg (1936).
In 1916 Oscar succeeded Paul as manager of Wilhelm Sauer. He took an
eager interest in the Alsatian Orgelbewegung, which advocated mixtures
and mutations on all keyboards, and Spanish—French—English Swell boxes
in preference to Venetian. He was made honorary DPhil for his work on the
‘Praetorius’ organ.

In 1948 Oscar’s grandson Werner Walcker-Mayer (b Ludwigsburg, 1 Feb
1923) began running the firm. Under his management about 3200 organs
had been built by the early 1980s, among them those for Ulm Minster;
Zagreb Concert Hall; the Mozarteum, Salzburg; the concert hall for the
Gesellschaft der Musikfreunde, Vienna; the Stiftskirche, Stuttgart; the Liszt
Academy of Music, Budapest; the Bogota concert hall; Trinitatiskirche,
Berlin; Gottweig Abbey; Zagreb Cathedral; Methodist Temple, Evansville,



Kentucky; First Baptist Church, Toccoa, Georgia; and the Chopin Academy
of Music, Warsaw.

In 1965 Walcker-Mayer founded the Walcker-Stiftung fur
Orgelwissenschaftliche Forschung. He received the honorary doctorate
from the Albert-Ludwigs University, Freiburg, in 1980. The firm moved from
Ludwigsburg to Murrhardt in 1974 and again in 1986 to Hanweiler,
Saarland. Large organ-building projects are carried out in collaboration with
an independent sister-company based in Guntramsdorf, near Vienna. The
Wilhelm Sauer Orgelbau was nationalized in 1972, but was returned to the
Walcker firm in 1990, and a new workshop built in Millrose. Four sons of
Werner Walcker-Mayer, Klaus, Gerhard, Michael and Helmut, are working
in the company.
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Walckiers, Eugene

(b Avesnes-sur-Helpe, 22 July 1793; d Paris, 1 Sept 1866). French flautist
and composer. He studied with Jean-Louis Tulou in Paris, where he met
Henri Brod, Rossini and Reicha; the last mentioned is believed to have
taught him harmony and composition. Walckiers’s first compositions were
for flute ensembles, and after 1820 he also wrote piano works, probably
under the influence of Kalkbrenner, Thalberg and Heinrich Wilhelm
Marchand, with each of whom he collaborated on a work for flute and
piano. His works, the vast majority for flute (often with alternative settings)
include 19 solos, 113 duos, 19 trios and 13 quartets. He also made
arrangements of themes from popular operas of the day. Some works
specify flute with either piano or orchestra, but no orchestral parts survive.
In his final years Walckiers also wrote string quintets and piano quintets
(with cello and double bass, or two cellos), and some choral works.
Walckiers also wrote a Méthode de flite and a textbook Principes
élémentaires de musique. ‘His music’, Richard Rockstro believed, ‘abounds
in such delightful freshness and such impulsive variety of sentiment that in
its own peculiar style it is absolutely unrivalled’. All Walckiers’s known



works were published during his lifetime, and some first editions are
housed in the Bibliothéque Nationale in Paris.
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CLAUS REINLANDER

Waldensians.

See Reformed and Presbyterian church music, §l, 4(i).

Walden String Quartet.

American string quartet. Founded in 1934, its original members were the
violinists Homer C. Schmitt (1911-80) and Bernard M. Goodman (b 1914),
the cellist Robert H. Swenson (b 1910) and the viola player LeRoy Collins,
who was replaced by five more players in the first 14 years of the group’s
existence before John C. Garvey (b 1921) became the viola player in 1948.
All of the original members played in the Cleveland Orchestra, and the
quartet was based initially in Cleveland, then at Cornell University (1946—
7), and from 1947 at the University of lllinois. The quartet established itself
as a leading promoter of new string music in the USA, while not neglecting
the classical repertory. It gave premiéres of more than 100 works by
American composers, including Ives, Bergsma, Creston, Quincy Porter,
Piston, Imbrie and Elliott Carter (his String Quartet no.1, 1950-51, was
dedicated to the group), performed the works of modern European masters
including Hindemith, Bartok, Schoenberg, Kodaly, Szymanowski and
Martin(i, and received critical acclaim for its technical prowess and
unanimity of expression. William Magers replaced Garvey for a season in
1971 before Guillermo Perich (b 1924) took over the viola position in 1972;
the violinist Maria Lloyd (b 1922) replaced Goodman in 1974. The quartet
disbanded in 1979 after the retirement of the remaining founding members.

DAVID HUNTER

Walder, Johann Jakob

(b Unterwetzikon, 11 Jan 1750; d Zurich, 18 March 1817). Swiss
composer. He received instruction in music from Johannes Schmidlin and
by at least 1774 was a keyboard teacher in Zurich, where he was also a
cellist in the collegium musicum. In 1785 he went to Grliiningen as a
government official, and from about 1790 became ever more involved in
political duties, serving as a member of the government (from 1799),



president of a district tribunal (1807—14) and chief justice of the canton
(from 1814). A composer of local importance, Walder was a follower of the
Berlin lied school together with Johann Heinrich Egli (with whom he
published several lied collections), but he also fostered choral singing. His
Anleitung zur Singkunst (1788), containing over 50 songs with continuo,
was important in the development of school music and was the most
successful singing method in German-speaking Switzerland well into the
19th century.

WORKS
all published in Zlrich

Der lezte Mensch (cant., L. Meister), vs (c1777

Pedagogical: Anleitung zur Singkunst (1788, 6/1828)
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A. Nef: Das Lied in der deutschen Schweiz Ende des 18. und Anfang des
19. Jahrhunderts (ZUrich, 1909)

JURG STENZL

Walderth, Ignaz [Joseph].

See Walter, Ignaz.

Waldflote

(Ger.).
An Organ stop.

Waldhorn

(Ger.).

A hunting horn. See Horn.

Waldis, Burkhard [Burchard,
Burckart, Burkard]

(b Allendorf an der Werra, ¢1490; d Abterode, ¢1557). German theologian,
Protestant poet and hymn writer. Born of a ‘comfortably and honorably
ancient family’ (Sessions, 129), he entered the Franciscan monastery in
Riga by 1522. He was sent to Rome in 1523—4 with a delegation from the



monastery to elicit support against the rising Reformation in Latvia; while
passing through Nuremberg on his return he was imprisoned with fellow
monks for several weeks. This experience, together with an unfavourable
impression of the church and the secular behaviour of the priests received
during his stay in Rome, led him to leave the order and become a
Lutheran. He married and became a tinsmith, which led to extensive travel.
From 1536 to 1540 he was imprisoned and tortured by the Teutonic
Knights for his active part in promoting the Reformation and released on
the intervention of Philipp of Hesse. On 23 October 1541 Waldis
matriculated at Wittenberg University and in 1544 he was ordained pastor
and provost at Abterode, a post he held until 1556 when illness forced his
resignation.

Waldis was widely recognized as a poet. Particularly well known were his
De Parabell vam vorlorn Zsohn (Riga, 1527; ed. G. Milchsack, Halle,
1881), a spiritual Festnachtspiel in Low German for Shrove Tuesday,
launching a polemic against the papacy, which has been considered one of
the most significant works of 16th-century dramatic literature; Der Esopus
(Frankfurt, 1548), a collection of 400 animal fables dealing perceptively
with contemporary or social conditions that continued to be included in
books of fables into the 18th century; a contrafactum of Ich stund an einem
Morgen; and a translation into German (1554) of Naogeorg's Regnum
papisticum. In 1542 he wrote satirical poetry for Philipp of Hesse against
antagonists of the Reformation.

Waldis provided many hymns for the new church. In De Parabell vam
vorlorn Zsohn he included Luther's Nun bitten wir den Heiligen Geist, Jesus
Christus, unser Heiland and Aus tiefer Not as integral parts of the play
(sung by all), and he provided rhymed versions of various psalms and
translations of several Latin hymns for use at the end of the prologue, at
the end of the second act, and near the close of the final act. In 1537 he
assisted Andreas Knopken with a second edition of a hymnbook for Riga.
His most extensive and significant contribution, however, was Der Psalter,
in newe Gesangsweise und klinstliche Reimen gebracht (Frankfurt, 1553),
a translation of the entire Psalter into metrical verse made during his
imprisonment at Riga. Waldis used Minnesang verse structures and
provided them with original melodies. In 1523 he had met Hans Sachs,
who was very much impressed with the quality of Waldis's work and
borrowed one of Waldis's hymns to use in a work of his own. Five of the
psalms appeared in two versions, and three of them shared melodies with
others, making a total of 155 hymns and 152 melodies. Both the texts and
the melodies are of a high standard, yet the hymns rarely appeared in
contemporary hymnbooks. They were, however, influential on the hymn
writing of Vulpius, and Heugel set the melodies in 156 compositions for four
and five voices in 1555-70.
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Waldkirch, Henrik

(d Copenhagen, 1629). Danish music printer. He was the first Danish
music printer of any importance and probably a member of a Danish
printing family in Schaffhausen, where he may have been born. In 1586 he
was granted a privilege to print a Danish Bible, and in 1598 he established
with Mads Vingard a printing business at Copenhagen University,
continuing on his own when Vingard died in 1623. Waldkirch visited the
Frankfurt book fairs and took publications from Nuremberg houses to
Denmark. The bulk of the 25 musical titles that can be assigned to
Waldkirch (listed in Davidsson) is made up of psalm books and other
liturgical volumes in Danish. He also published music by Borchgrevinck,
Brachrogge and Pedersen, who were working in Venice at that time, and
Hans Kraft's treatise, Musicae practicae rudimenta (1607).
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Waldstein, Ferdinand Ernst
Joseph Gabriel, Count von
Waldstein und Wartenberg zu Dux

(b Dux [now Duchcov], 24 March 1762; d Vienna, 29 Aug 1823). German
musical patron of Bohemian birth. He was the youngest of four sons of the
11 children of Count Philibert Waldstein und Wartenberg zu Dux and Maria
Anna Theresias, born Princess von Liechtenstein. In 1787 at Ellingen he
began his novitiate in the Teutonic Order, transferring in early 1788 to the



court of Elector Max Franz in Bonn and receiving his order there in June.
He served on diplomatic missions between 1788 and 1792 (Mann).

Waldstein became acquainted with Beethoven through the circle of the von
Breuning family and was an invaluable supporter of the composer until the
early 1790s; Beethoven'’s childhood friend Franz Wegeler called him
‘Beethoven’s first and in every respect most important patron, his
Maecenas’. Waldstein was a gifted improviser on the piano and was
credited by Wegeler with developing Beethoven’s ability to improvise
variations. About 1792 Beethoven composed a set of piano variations for
four hands on a theme of Waldstein (woo67), and in 1791 his Ritterballett
woo1 was performed with an attribution to Waldstein. When Beethoven left
for Vienna in 1792, his close friends gave him an autograph album; and
Waldstein’s inscription ends: ‘With the help of assiduous labour you shall
receive: Mozart’s spirit from Haydn’s hands’. This close friendship was
most valuable to Beethoven in establishing himself in Vienna.

From 1795 to 1807 Waldstein served in the British army as a field marshal,
in 1809 he returned to Vienna, but did not resume his friendship with
Beethoven. In 1812 he resigned from the Teutonic Order and married
Countess Isabella Rzewuska. He was erudite, a gifted linguist, and at ease
at court, but he was reckless, mercurial and financially imprudent. He went
bankrupt in 1816, and died a pauper. Waldstein’s extant compositions
(most in D-BNba) include a Symphony in D (ed. in Denkmaler rheinischer
Musik, i, Dusseldorf, 1951), three solo cantatas and two songs.
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Waldteufel.

A type of friction drum. See String drum.

Waldteufel [Lévy], (Charles-)Emile

(b Strasbourg, 9 Dec 1837; d Paris, 12 Feb 1915). French composer,
pianist and conductor. His father Louis (1801-84) and brother Léon (1832—
84) were violinists and dance composers, and his Bavarian mother was a
pianist. In 1842 the family moved to Paris, where his father's dance
orchestra gained prominence in Society circles. Emile studied the piano
with his mother and Joseph Heyberger, and in December 1853 he was
formally admitted to the Conservatoire in Adolphe Laurent's piano class,



where his fellow students included Massenet. For a time he earned a living
testing pianos for the manufacturer Scholtus, besides giving piano lessons
and playing at soirées. He was appointed court pianist to Napoléon Il in
1865 and conductor of the state balls the following year, directing the music
in the Tuileries, at Biarritz and at Compiégne. He took part in the war of
1870-71 as a volunteer and in 1871 he married the singer Célestine
Dufau. After the war his recognition remained restricted to French society,
until in October 1874 he was introduced to the Prince of Wales (later
Edward VII). This led to the hugely successful launch of his waltz Manolo in
London and to long-term publishing contracts (1875-88) with the London
firm of Hopwood & Crew. From this time dated a succession of
internationally acclaimed dances, including the waltz Les patineurs (1882).
He declined an invitation to New York in 1882 but in November 1885
conducted at Riviére's Promenade Concerts in London and in 1889
appeared in Berlin. He conducted at the Opéra Balls in Paris in 1890-91
and was in charge of the music at presidential balls at the Palais de
I'Elysée until his retirement in 1899. Waldteufel remains the most widely
popular waltz composer after the Strauss family; though his works lack the
Strausses' rhythmic and melodic variety, they possess a distinctive poetic
grace and charm.

WORKS

Selective list from ¢300 dances published in Paris and/or London for pf; most also
appeared in orch versions. Dates indicate publication or (in a few cases where publication
was delayed) preparation of plates. The standard opus numbering, begun retrospectively
in 1883 by Litolff, is incomplete and chronologically misleading.

Over 180 waltzes, incl. Joies et peines (1859); Mello (1866); Vergissmeinnicht
(Myosotis) (1867); Manolo (1873); Bien aimés (1876); Violettes (1876); Mon réve
(1877); Pomone (1877); Toujours ou jamais (1877); Les sirénes (1878); Tres jolie
(1878); Pluie de diamants (Pluie d'or) (1879); Amour et printemps (1880); Dolorés
(1880); Je t'aime (1882); La barcarolle (1882); Les patineurs (1882); Sur la plage
(1883); Estudiantina (1883) [after P. Lacome]; The Grenadiers, valse militaire
(1886); Espafia (1886) [after Chabrier]; Acclamations (1888); Tout Paris (1889);

Fleurs et baisers i1904i

Babiole, pizzicati [for strinﬁs] i1907i
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Walenn, Herbert

(b London, 25 June 1870; d London, 10 Feb 1953). English cellist and
teacher. He studied at the RCM, at the RAM with Edward Howell and at the
Hochschule fur Musik in Frankfurt with Hugo Becker, and subsequently
toured Germany as a soloist. He made his London début in 1902, and
played frequently at the Saturday Concerts at St James's Hall. He was a
distinguished chamber music player and was for four years a member of
the Kruse Quartet; he later formed his own quartet with his brother Gerald
as leader. In 1919 he founded the London School of Violoncello, where his
pupils included Boris Hambourg, Zara Nelsova, William Pleeth and
Barbirolli. Casals wrote his Sardana for 16 cellos for a performance at the
school in 1927. Walenn later taught at the RAM. Through his teaching he
made a very significant contribution to the development of cello playing in
Britain. (CampbellGC)

MARGARET CAMPBELL

Wales.

A principality in the United Kingdom of Great Britain and Northern Ireland.
Wales was a separate country from 613 to 1282, when it came under
English rule. It is largely a highland area with a traditionally pastoral
economy, although in parts of lowland south Wales agriculture is also
important, and investment from outside Wales brought new industries to
the principality in the late 20th century. The population includes
descendants of various pre-Celtic, Celtic and other stocks, and about a
quarter are Welsh-speaking. As a result, the Welsh are actively conscious
of their Celtic heritage, and this is reflected in their music and in the late
survival of archaic forms and instruments. Despite a long history of
traditional music, it was not until the 19th century, when the development of
coalfields in north-east and south Wales created dense urban centres, that
art music, outside the church, began to develop.

I. Art music
Il. Traditional music

GERAINT LEWIS (1), LYN DAVIES (I, bibliography), P. KINNEY (lII)
Wales

l. Art music

1. To ¢1850.

2. From ¢1850 to 1945.
3. Since 1945.
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1. To ¢1850.

After the long and slow alignment of the Celtic Church with Rome, the Latin
period was fully established by Norman times (11th century) and it
continued until the Reformation. Archbishop Peckham (/Injunctions, 1284)
charged the clergy to observe the canonical house as before and to



celebrate Mass with fitting reverence cum cantu. At St David’s, Wales'’s
foremost cathedral, Bishop Adam Houghton ordered (¢c1382) that the
master and seven priests ‘live together in a collegiate manner and perform
the Divine Office according to the Salisbury Missal’. Song scholars and
church music flourished until the Reformation, but on coming to the English
throne the Tudors, though of Welsh descent, opposed the continuation of a
separate Welsh culture and language (in the Act of Unification in 1536).
Welsh musicians followed the Welsh nobility to England to live and speak
in the English way, and this inevitably weakened the partnership between
music and the Welsh language. The names of Welsh minstrels at the
English court appear in account books of the late 15th and 16th centuries
and Welsh names occur among the Gentlemen of the Chapel Royal,
singing men and children. Elway Bevin was a Gentleman Extraordinary of
the Chapel Royal in 1605. Composers with Welsh names contributed to the
polyphonic tradition in England: they included Sion Gwynedd (fl mid-16th
century) and Philio ap Rhys (fl 16th century) ‘off saynt poulls in london’,
who composed an organ mass. Thomas Tomkins (1572-1656), though of
Cornish parentage, was born at St David’s.

In Wales itself, church music was virtually destroyed when the
monasteries, priories and chantries were dissolved in 1536, 1538 and 1547
respectively. Not even a fragment of musical manuscript remains in the
cathedral libraries of Wales. Unlike England, Wales was slow in responding
to the Reformation spirit and only in 1621, some 80 years after the metrical
psalms were first introduced in England, was the first Welsh translation of
the Book of Common Prayer published, the work of Edmund Prys: it
contained 12 English psalm tunes. In England in the same year Thomas
Ravenscroft published The Whole Booke of Psalmes, which purported to
contain a few Welsh tunes. But the poverty of the Church, and the
disinclination of the Welsh-speakers to adopt the Reformed faith, kept its
music at a low ebb for a long time. Despite the encouragement given to
music and organ playing by the Six Articles of 1539, the choir of Llandaff
Cathedral was suppressed and its organ destroyed as late as 1691.

In about 1735 a native Methodism arose among Welsh-speaking preachers
of the established Church. The movement appealed particularly to the
Welsh-speaking peasants and became known as the Methodist Revival;
official separation from the Church followed in 1823, and by 1880 four-fifths
of the population was nonconformist. Inspired by Wesley and Whitefiled in
particular, the revivalists introduced congregational singing in about 1740.
In response to appeals to compose hymns, William Williams (Pantecelyn)
published his Aleluja, neu Casgliad o hymnau (‘Alleluia, or Collection of
hymns’, 1744) and Selection of Psalm- and Hymn-Tunes (1787); the music
for both consisted mostly of popular English tunes. Welsh folktunes were
later adapted and used; this was an important turning-point, for traditional
musical values were again finding a place in Welsh religious life. Of some
40 of the more important hymnbooks published between 1816 and 1867,
most have both Welsh and foreign tunes. In the 18th century progress in
propagating hymns was slow; few could read music, and performance was
restricted to unison singing. But during the 19th century better tunes were
found, harmonized versions were published and, from about 1862, taught
in Sol-fa notation in the chapel schools. Singers at cymanfa ganu (hymn-
singing festivals) began including oratorio choruses, such as those of



Handel and Mendelssohn, in their repertory, and Welsh chapels rapidly
became the focus for the musical life of the community.

Wales, §l: Art music
2. From ¢1850 to 1945.

Musical life in Wales flourished during the Victorian era, though mainly at
an amateur level. The industrial communities of south Wales in particular
supported the formation of large mixed-voice choirs partly fuelled by
religious revivalism. The acknowledged pioneer in the field was leuan Ddu,
who established a fine choir in Merthyr Tydfil about 1840. Choirs were also
driven by a competitive spirit which found an outlet in much-prized visits to
London's Crystal Palace and in the annual meetings of the National
Eisteddfod. The latter fostered competitions in all fields, including
composition, and a number of Welsh composers became proficient and
quite ambitious. With oratorios of Handel, Haydn and Mendelssohn
established as staple fare, ‘Tanymarian’ wrote the first Welsh oratorio,
Ystorom Tiberias (‘The Storm at Tiberia’), in 1868 and Joseph Parry the
first Welsh opera, Blodwen, in 1874. Solo singing, both public and
domestic, encouraged a huge output of songs, many of which (particularly
some by Parry and R.S. Hughes) have remained popular.

There was also in the mid-19th and early 20th centuries a considerable
amount of orchestral and instrumental activity (mostly amateur), particularly
in south Wales, and by the last decades of the 19th century the anual
large-scale oratorio and cantata performances at the National Eisteddfod
were usually accompanied by a full symphony orchestra. Welsh composers
whose works were performed in these concerts, and at the triennial
festivals held in Cardiff from 1892 to 1910, included David Evans, Daniel
Protheroe and David Jenkins, as well as Joseph Parry. But even earlier, in
the late 1830s, the Crawshaw family had established at Cyfarthfa Castle,
near Merthyr Tydfil, the first British brass band. This included among its
members some who were acknowledged as Europe’s finest
instrumentalists, and they performed transcriptions of some of the most
recent European works (including Verdi overtures) even before they
reached London. New compositions, such as Parry’s impressive overture
Tydfil, were also encouraged.

Parry’s death in 1903 marked the end of the Victorian era in Welsh music,
and a new generation of composers began looking towards wider horizons
and to react healthily against Parry’s legacy. The University of Wales
started awarding its own music degrees in 1905, and in 1912 conferred a
BMus degree on the most interesting of these young composers, Morfydd
Owen (1891-1918). The pivotal figure in Welsh musical life in the years
immediately following the First World War was Walford Davies (1869—
1941). His appointment to the Gregynog chair of music at Aberystwyth in
1919 coincided with the setting-up of the University Council of Music, which
he headed and which transformed musical life for thousands of people
throughout the principality. A notable innovation was the creation of
resident chamber ensembles at the university colleges of Cardiff and
Aberystwyth (the first of their kind in Britain). Davies left Aberystwyth in
1926 but continued to be influential in Welsh musical affairs, partly through
his connection with a remarkable series of festivals at Gregynog Hall in



Montgomeryshire, which flourished until World War Il and brought to Wales
Elgar, Holst, Vaughan Williams, Adrian Boult and other distinguished
musicians.

Davies also attempted, through the University Council of Music, to
establish a national orchestra for Wales, and in 1928 a concert by an
orchestra of 70 players, conducted by Sir Henry Wood, was given in the
City Hall, Cardiff, and broadcast by the BBC. An appeal for financial
support from local authorities was unsuccessful, however, and the
orchestra was disbanded in 1931. When Wales was granted regional
broadcasting status in 1936, the BBC took up the reins and an ensemble
was established which set the foundations of the present BBC National
Orchestra of Wales. During this period several composers were active in
both vocal and instrumental music, notably David de Lloyd (1883—1948),
J.R. Heath (1887-1950), Cyril Jenkins (1889—-1978), T. Hopkin Evans and
Bradwen Jones (1892-1970); David Vaughan Thomas (1873-1934),
however, is the only composer of this generation whose music retains a
secure place in the repertory. These were also the years when the
collecting of Welsh folk-music began to have an impact on the music of
Welsh composers.

Wales, §l: Art music
3. Since 1945.

The end of World War Il marks a major turning-point in the development of
Welsh music. In 1946 the Welsh National Opera was established in Cardiff
by Idloes Owen, and the National Youth Orchestra of Wales, under
Clarence Raybould, began its work as an invaluable training-ground for
generations of instrumentalists and composers. In 1947 the first
International Eisteddfod, a brainchild of the scholar and composer W.S.
Gwynn Williams, was held at Llangollen, and in the same year the
Swansea Festival was inaugurated in the newly-built Brangwyn Hall.
Swansea was the home of Daniel Jones (1912-92), one of a number of
gifted professional composers who revitalized Welsh musical life in the
1940s. Another was Grace Williams (1906—77), whose career was assisted
by the presence at the BBC of two active composers, Mansel Thomas
(1909-86) and Arwel Hughes (1909-91). Best remembered as composers
for the vocal miniatures, Thomas and Hughes expended much of their
practical efforts on behalf of their contemporaries, most notably Alun
Hoddinott (b 1929) and William Mathias (1934-92), the only Welsh
composers so far to have found international success. Two notable song-
writers who recognized that their gifts were best suited to a small canvas
were Meirion Williams (1911-76) and Dilys Elwyn-Edwards (b 1918),
whose best works are likely to endure as long as the Welsh language itself.

In 1954 the Guild for the Promotion of Welsh Music was established by
John Edwards to encourage audiences and performers to explore the new
repertory; it also published a valuable journal, Welsh Music. David Wynn
(1900-83) was one of the most prominent composers supported by the
Guild; his pupils Robert Smith (1924-99) and Mervyn Burtch (b 1929) have
also been closely associated with the Guild’s activities. In the late 1950s
the British Council established a Welsh committee which later became the
Welsh Arts Council, eventually gaining autonomy from London and, in



1994, its own royal charter. It has done much to promote Welsh music,
notably by commissioning over 1000 new works, issuing recordings and
attracting British and foreign orchestras to Wales with a remit to perform
works by Welsh composers. It has also supported music festivals at
Llandaff, the Vale of Glamorgan, Cardiff, Fishguard, St Aspah and St
David’s Cathedral, and in 1973 it entered into an agreement with the BBC
to expand the BBC Welsh Orchestra to full symphonic strength. This was
finally achieved by 1987, and in 1995 the orchestra was renamed the BBC
National Orchestra of Wales. From 1974 the WNO, too, was consolidated
as a fully professional company with its own full-time chorus and orchestra;
it has since achieved wide acclaim as one of the finest British opera
companies.

Music education also took enormous strides after World War II. The Cardiff
College of Music and Drama, founded in 1949, was later expanded to form
a national conservatory. Music departments in the University of Wales at
Cardiff and Bangor also entered into a period of expansion and developed
a higher profile. The Gregynog Chair at Aberytswyth, filled by the composer
lan Parrott from 1950 to 1983 and then by David Wulstan, was left
unoccupied in 1987 when the department closed for full-time study, but
musical life in the college has continued to flourish. In 1976 a Welsh Music
Information Centre was established jointly by University College, Cardiff,
and the Welsh Arts Council to assemble an archive of Welsh music which
could then be promoted effectively. The centre was suspended in 1997, but
the intention was formed to re-open it in 2002 as part of a more
comprehensive Ty Cerdd (Music House) to be developed in conjunction
with the Welsh Amateur Music Federation at a new Wales Millennium
Centre. Most of the centre’s manuscript archives were transferred to the
National Library of Wales in Aberystwyth.

Composers of a new generation, including many taught by Hoddinott or
Mathias, were able to profit from study abroad, from a greater awareness
of the international avant garde and from well-developed institutions. Of
several who made some initial impact, including Jeffrey Lewis (b 1942),
Richard Elfyn Jones (b 1944), Howard Rees (b 1945) and John Hopkins,
only John Metcalf (b 1946) has gone on to fulfil early expectations with a
mature style of some individuality based on white-note harmony and
intense lyricism. Two of Metcalf's contemporaries who have worked a good
deal in the USA are Hilary Tann and Rhian Samuel, both of whom are also
active as academics. Composers who have settled and worked in Wales
include Charles Barber, whose work is deeply influenced by African and
gamelan music (alongside other ‘world’ musics), while John Cale and
Richard Barrett have enjoyed most of their success, in popular and avant-
garde music respectively, outside Wales. Composers such as Gareth Glyn,
Lyn Davies (b 1955), John Hardy and Dalwyn Henshall (b 1957) have been
more acutely conscious of their indigenous heritage, but it perhaps remains
for those of a younger generation, including Pwyll ap Sion, Guto Puw, Paul
Mealor, Huw Watkins and Ceiri Torjussen, to explore fully the interaction of
Welsh classical and popular cultures within the full range of international
developments.

Among Wales’s most prominent musical ambassadors during the 20th
century were singers who achieved international success in opera,



including Geraint Evans, Stuart Burrows, Gwyneth Jones, Margaret Price,
Robert Tear, Dennis O’Neil, Bryn Terfel, Gwyn Hughes Jones and
Rebecca Evans — an impressive list for a relatively small country. Many of
these made their operatic débuts with the WNO but found it impossible to
return to the company at the height of their careers because of the
inadequate resources of Cardiff's cramped New Theatre. Plans for a new
opera house in Cardiff Bay were abandoned in 1997, but the Millennium
Centre is intended by 2002 to house the WNO alongside other performing
companies in conditions of unprecedented splendour for Wales. The
launch of National Youth Arts Wales early in 2000 consolidated the
achievements of the Welsh National Youth Orchestra, Brass Band, Choir
and Chamber Ensemble and laid foundations for future progress.

See also Cardiff; Swansea.
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Wales, §lI: Traditional Music

1. Early period.

OCOoONOOODWN -

No manuscripts of Welsh secular music exist prior to the early 17th
century. Although music was an important part of Welsh life, the secular
tradition was an oral one. Music of the court was sophisticated, complex,
bound by strict rules and passed on orally from teacher to pupil. The songs
and dances of rural harpers, ploughmen or maidservants were not noted
down before the 18th century, and knowledge of music from the period
before 1600 depends mainly on literary references, passages from the
Welsh Laws and comparison with other Celtic societies, especially Ireland.

An early reference to music in Wales describes praise-singing in Welsh
courts. In De excidio et conquestu Britanniae (mid-6th century) the monk
Gildas chastised the ruler of north-west Wales for disregarding God's
praises, sung with sweet rhythm in tuneful church melody, and listening
instead to court bards yelling forth his own praises like bacchanalian



revellers. This, the earliest reference to bards in Wales (see Bard, §2),
gives a picture of contrasting singing styles: the ecclesiastical, pleasing and
harmonious; the bardic, strongly declamatory. About half a century later, in
a famous couplet, the churchman Venantius Fortunatus noted that the
instrument used by the Britons to sing God's praises was the crofta, the
vernacular name for the type of lyre which later developed into the bowed
Crwth.

The earliest substantial knowledge of the position of music in Wales comes
from the sections dealing with bards in the Welsh Laws which tradition says
were formulated in the 10th century although the earliest copies date from
the 12th and 13th centuries. Music and poetry were closely connected in
Wales; in Welsh terminology a cerdd can be either poem or song and
caniad refers to either poetry or music. The pencerdd (chief bard) was an
important court official and usually had a datgeiniad (declaimer) to declaim
his songs. Lesser bards might declaim their songs to their own harp
accompaniment. The Laws mention three instruments in the court, harp,
crwth and pipes. The high status of the harp is indicated by the fact that the
king presented the pencerdd with a harp on his appointment.

Music and poetry as described in the Laws were essentially aristocratic. It
is the Norman-Welsh ecclesiastic Giraldus Cambrensis who gives the first
significant account in the 12th century of the music of other classes of
society, describing a saint's day festival with men and women sometimes
dancing and sometimes singing unpolished peasant songs, ltinerarium
Cambriae (Dimock, 1868). In this connection Giraldus mentions oxen
songs, a type which continued in use in Glamorganshire until the end of the
last century. He also corroborates references in the Laws that state that the
Welsh play three instruments and confirms the predominance of the harp.
When he writes of musical instruments in Wales, he repeats what he had
written about Irish instrumental performers in The Topography of Ireland,
showing how close the two cultures were. Here Giraldus is not discussing
the songs of ordinary people but professional instrumentalists performing
elaborate music for an aristocratic audience. He seems to be describing
music that differs from the general trend of European music of that period,
but the words are open to more than one interpretation.

In a later chapter Giraldus describes Welsh singing:

They do not sing in unison like other nations, but in many
voices and in many rhythms and intervals. In a company of
singers, as is usual with this nation, there are as many tunes
and varieties of voice as there are heads, all uniting finally in
harmonious concord with the smooth sweetness of B flat, in
one integrated melody. (Descriptio Cambriae, |, Dimock,
1868, 189-90).

This description has caused considerable dissension. As an educated
12th-century ecclesiastic who had travelled abroad, Giraldus would have
been familiar with the church music and polyphony of his day. It is possible
that what he heard was heterophony, which is still performed by the Gaelic
hymn-singers of the Hebrides. There is some evidence that Welsh
congregations used to sing in the same way. The 19th-century hymn writer
John Roberts (leuan Gwyllt) (1822—77), chastised singers for singing



something they had made up themselves instead of being true to the
melody, some rushing ahead, some lingering on the notes, some
overloading each note with three, four or even half a dozen grace-notes
(Roberts, 1863). This 19th-century description may be a distant echo of
what Giraldus heard in the 12th century, although it can also be argued
that he was describing the rondellus.

Lack of evidence makes it difficult to know what kind of music was used in
the Celtic church before the Normans took control, but two Welsh church
music manuscripts exist from a later period: a Bangor Pontifical and the
14th-century Penpont Antiphonal (Edwards, 1990) which includes matins,
lauds and vespers for St David's Day and is the earliest existing manuscript
of music-making in Wales by Welshmen. Poetry of the period is rich with
terms relating to church music.

Political and economic developments helped to end the hierarchical bardic
system which was already in decline by the 16th century. The accession of
a Welsh dynasty to the English throne in the late 15th century saw many
bardic patrons leaving Wales in hope of preferment in England, and the
increasing anglicization of these patrons doomed the bardic order. Efforts
were made to preserve their art through writing down what had previously
been passed on orally. The earliest surviving collection of secular music in
Wales is the ‘Musica neu Beroriaeth’ (GB-Lbl Add.14905), a manuscript
compiled by the poet and professional harpist, Robert ap Huw (c1580—
c1665). This source may represent the work of poets and musicians from
the 13th to the 16th centuries; the compositions, which are for a horsehair-
or gut-strung harp played with the fingernail, are probably the oldest
surviving European harp music. The works have a range of 24 notes
(‘measures’) and utilize five basic tuning patterns; the notation itself is a
form of tablature, based upon letters of the alphabet. The decipherment of
the Robert ap Huw manuscript was long the cause of debate and
conjecture; only recently has scholarship clarified the likely meaning of the
source (see in particular Taylor, 1998). For a more detailed discussion of
the source and its significance see Robert ap Huw.

There are numerous references to the learned music of the bardic order
but very few to traditional music before the 17th century. Apart from
Giraldus's mention of oxen songs, there is a 16th-century poem that
alludes to singing verses with the harp in a tavern and a description of
entertainment at a 16th-century saint's day festival where professional
bards declaimed their poetry and young women sang popular songs.
Verses to be sung to ballad tunes such as Adew my pretie pusie and About
the bank of Helicon were noted in 16th-century manuscripts. By the 17th
century there was considerable change in Welsh music. Foreign tunes
brought in by drovers, students or seasonal workers contended with
traditional culture: the verses of one Welsh ballad intermingle titles of
popular English tunes such as Greensleeves and Queen Dido with Welsh
terms from the bardic tradition. As tunes with a distinct rhythm and regular
metre became more popular, improvisation tended to die out and much
poetry was now written to specific airs, some of them foreign. This is borne
out by tune-names in Welsh books and manuscripts where Welsh poetry is
written to be sung on such tunes as Crimson Velvet or Spanish Pavan.
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2. Calendar customs.

In spite of the decline of the bardic order, poetry continued to be
predominant among the Welsh, and many acknowledged poets produced
verse for folk celebrations such as Christmas and May Day. A pre-
Reformation Christmas service was gradually adapted into a Protestant
carol service called the plygain, the chief purpose of the carols being to
propagate basic Christian beliefs. They were serious and doctrinal in
nature and tended to be longwinded, some depicting man's history from
Creation to Armageddon, others outlining the life and acts of Christ. There
were very few stories from the New Testament Apocrypha, no lullaby
carols and no Nativity, Annunciation or Epiphany carols corresponding to
English folk carols of the period. The poetry was complex, retaining some
of the features of bardic poetry such as consonance, alliteration and
internal rhyme but using regularly accented metres. Some of the most
popular plygain tunes were native Welsh ones, such as Ffarwel Ned Puw,
but others were written to be sung to popular English ballad tunes, e.g. See
the Building or Let Mary Live Long.

Traditions in south Wales were different; the poetry was less complex and
the words could be read or sung. Cwndidau (from the Latin conductus) in
15th- and 16th-century Gwent and Morgannwg were moral or religious
songs in traditional metres, and the homely carols of Vicar Prichard
(?1579-1644) in the 17th century delighted generations of the faithful;
some of the carols have come down in oral tradition to the 20th century.
Another type of traditional religious song was the halsing of south-west
Wales. It was often performed at home or at religious festivals, but when
sung in church the custom was for eight or ten people to divide into two
groups and chant the carol alternately, finishing together with a chorus. The
18th-century antiquarian Edward Williams (lolo Morganwg) (1747—1826)
described the north Wales carol as ‘adapted to a particular or set Tune ...
in a very artificial and complex kind of stanza’ and the south Wales style as
‘a loose recitative kind of verse sung with a Cathedral-like Chant'.

Christmas carols were also sung from door to door, as were May carols,
which were simpler and more joyous in nature though still moral in tone.
There is evidence that these were accompanied: a Christmas carol in 1736
was to be sung by two men and two boys with harp and fiddle, and some
music manuscripts of May carols include phrases for the harp. The most
interesting is a carol noted by the 18th-century antiquarian William Jones of
Llangadfan (1726-95), who set down the music with the directions ‘So’
(solo voice) and ‘Sy’ (symphony/instrument) above the notes, indicating
that the singer enters at certain points while at others the instrument plays
alone (GB-AB 171E). There are at least three versions extant of the tune
played by the harp but none of these indicates the vocal part which may
well have been improvised. However in a 19th-century manuscript (GB-AB
1940) there is an unaccompanied May carol which fits the harmony of the
instrumental tune and may have been sung with it (ex.1).



The custom of going from house to house at holiday seasons was not
confined to religious carols. Some calendar customs may be related to pre-
Christian rituals at the winter solstice. In south Wales the Mari Lwyd (‘Grey
Mare’) party processed from door to door during the Christmas season
(fig.1). The Mari Lwyd was a horse's skull with a pole inserted into it and
draped in a white sheet decorated with coloured ribbons. The pole that
moved the horse's jaws was carried by one of the party hidden under the
sheet. He was escorted by a leader and other members of the party, all
male, sometimes including, a fiddler or a harper. This custom differs from
other pre-Christian horse ceremonies in the poetic competition that took
place before the singers were allowed in the house. The Mari Lwyd party
would sing extempore verses outside the house but could not enter as long
as the party inside could match them. Once inside, wassailing took place.



More than one Mari Lwyd tune exists but that found most often is an
angular tune with a pentatonic basis and much repetition (ex.2).
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Gwyl Fair y Canhwyllau or Candlemas (held on 2 February) was another
occasion when a party of male singers gathered outside a house and a
ritual poetic contest followed. After the singers gained the right to enter, the
wassail bowl was passed in order to pledge the health of the Virgin Mary
and Child, represented during the ritual by a young girl seated in the centre
of the room. This was followed by entertainment with riddles and feat
songs, which included singing tongue-twisting words, remembering the
greatest number of verses or performing cumulative songs. The ritual
appears to have died out after the 18th century but some feat songs have
remained popular, such as Cyfri'r geifi (‘Counting the Goats’).

Other Welsh calendar customs involving singing were New Year and
Shrove Tuesday quéte songs and Hunting the Wren, part of Twelfth Night
activities. After a wren was caught it was taken in procession by the young
men of the neighbourhood. Two kinds of song were connected with the
ceremony: one in question-and-answer form setting out the pattern of the
hunt, the other describing the wren's capture.
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3. Notated sources of the 18th century.
(i) Secular and instrumental.

During the 17th century, publishers catered for an increasingly literate
public. Although moral or religious themes pervaded most Welsh books of
this period, lighter ballads and verses in almanacs were written to be sung
on popular tunes of the day. But no Welsh music was published until the
early 18th century when Aria di Camera (c1730) ‘a choice collection of
Scotch, Irish and Welsh airs’ printed five Welsh tunes without words, all
dance tunes. In 1742 the most famous Welsh harper of the day, blind John
Parry (?1710-82), and his amanuensis, fellow harper Evan Williams (b
1706-), brought out Antient British Music, which claimed to be ‘tunes never
before published’ and ‘supposed ... to be the remains of the music of the
Antient Druids’. Neither claim was correct: three of the tunes had appeared
previously in Aria di Camera and the connection with the druids has long
since been discounted. The volume contains 24 untitled airs, about half of
which appear to be Welsh, while some are derived from 16th-century
dance tunes formerly popular in England but retained in the repertory of
Welsh musicians and passed on orally. The arrangements have Baroque
features and represent a cultivated urban style designed to appeal to



wealthy patrons. Though the melodies were instrumental in style and no
words were included in the printed collection, manuscript references
indicate that poetry could be sung to at least two-thirds of them.

A recent discovery throws some light on this singing. It was known that
Parry and Williams had intended to bring out a second volume ‘which will
show the Nature of singing with the Harp, Violin, etc., at this time by the
Welsh at their Musical Meetings’. A specimen copy was prepared in 1745
but nothing came of the plan (GB-Lbl Add.14927, .130). When the
manuscript was rediscovered more than two centuries later at the Royal
College of Music in London bound in with a copy of Antient British Music, it
was found to contain six songs in which symphonies for the harp alternate
with the voice, occasionally in a regular pattern but more often irregular. In
spite of musical arrangements that owe more to art song than traditional
music, this manuscript is invaluable in showing for the first time how voice
and instrument are fitted together, a craft known in Wales as canu penillion
(singing verses) or canu gyda'r tannau (singing with the strings) (fig.2).

Other manuscripts containing Welsh traditional music begin to appear in
the second half of the 18th century. One of the most important is the
tunebook of John Thomas (GB-AB J. Lloyd Williams MS 39), a professional
fiddler whose manuscript dated 1752 contains about 470 tunes, some
copied from printed sources as diverse as Antient British Music and country
dance collections. From Thomas's repertory, it is possible to deduce where
he performed and who were his audience. He undoubtedly played for
dances attended by the gentry; the manuscript contains numerous minuets,
hornpipes and rigadoons as well as country dances. It would have been
the gentry, too, who called for Lully’s Minuet, selections from Handel
operas, parlour songs and theatre pieces. Other tunes in his collection,
often noted without key signatures, accidentals or barlines, came from oral
tradition. His manuscript is valuable for the earliest notation of many tunes
popular in 18th-century Wales which were used interchangeably for
ballads, plygain carols and the music of the anterliwt. This was a rustic
drama with dialogue, songs and dances, usually accompanied by the
fiddle. It included phallic dances for the Fool, and it is probable that
Thomas played the fiddle in this entertainment since a tune to one of the
phallic dances is to be found in his manuscript along with almost 50 tunes
used in the anterliwtiau of the period (ex.3).
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A different light is shed on traditional Welsh music by a fiddle manuscript
dated 1778 (Archive of the University of Wales, Bangor, 2294). Morris
Edwards was also a professional fiddler but although he and Thomas
played some of the same repertory, the differences between the
manuscripts are great. Edwards's collection is much smaller, about 150
tunes, but more carefully written with time and key signatures and bar lines.
Like Thomas he includes pieces copied from printed books but most come



from Welsh publications rather than country dance books. This collection
gives the impression of being more conservative than Thomas's and more
traditionally Welsh; several tunes carry suggestions of earlier music. In
1761 John Parry (of Ruabon) brought out A Collection of Welsh, English
and Scotch Airs containing 21 harmonized airs with elaborate variations for
harp and 12 unharmonized airs for guitar. Only a dozen of these were
Welsh and five had been published previously. Parry's most important
contribution to traditional music came out in 1781, the year before his
death. He makes no attempt to connect this publication with the druids or
with antiquity, calling it simply British Harmony. The collection contains 42
airs, many with variations and all without words. The arrangements are
simpler, the traditional element includes a tune associated with May
carolling and another connected with New Year quéte singing, and there
are fewer purely instrumental tunes.

The influence of the 18th-century antiquarian movement was strong on
edward Jones (ii) (1752—-1824), the most important collector and editor of
traditional Welsh music, a harper and the first to print tunes with Welsh
words, including the earliest appearance of Ar hyd y nos (‘All through the
Night’) and Nos Galan (‘Deck the Halls’). Jones's interest in druidism and
the urge to connect tune names with ancient legends make his antiquarian
notes to the tunes almost worthless, but there is much of interest in the
introductions to Musical and Poetical Relicks of the Welsh Bards (1794)
and The Bardic Museum (1802). Although many pieces are no earlier than
the 18th century, some have an older pedigree; these include an
interpretation of the tablature of Caingc Dafydd Brophwyd in the Robert ap
Huw manuscript as well as other tunes mentioned in 16th-century music
treatises. By the early 19th century, Jones's collections had become a
quarry for publishers and editors.

(ii) Sacred song.

Side by side with secular music for the harp there developed a strong
tradition in religious song. Two examples have come down in oral tradition
from the period when Wales was Roman Catholic: a Christmas carol with a
pentachordal melody in plainchant style and a prayer for the release of a
soul in purgatory (ex.4). With the rise of Protestantism, Welsh church goers
sang metrical psalms as well as halsingod and plygain carols, but the
remoteness and relative poverty of Welsh churches meant that there were
very few choirs. The greatest outpouring of religious music in Wales came
in the 18th century with the evangelical hymn. During the period 1816-59
over 50 hymnbooks had been published with tunes taken from Welsh
folksongs, English hymns and secular tunes, adaptations of classical
pieces, or compositions by local musicians, many of whom had learnt the
basic principles of music from the introductions to some of these books.
Their harmonies were often crude and monotonous, melodies full of slurs,
melismas and repetitions, and music badly barred, causing
misaccentuation. By mid-century John Roberts, a Presbyterian minister
strongly influenced by his admiration for the German chorale, had revised
this collection of hymns, omitting some, correcting others and establishing
a corpus of Welsh hymns that has remained the backbone of the tradition.
His endeavour was aided by the development of Tonic Sol-fa which made
music-reading easy and inexpensive for Welsh congregations, and the



Cymanfa Ganu (hymn-singing festival) which taught them to sing with
discipline.
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(iii) Carols and ballads.

Other music for voice included carols and ballads. Their words were
published in almanacs which appeared at irregular intervals for over 150
years from the mid-17th century, as well as in books and ballad sheets until
the end of the 19th. Much of this poetry was moralistic in tone and no
music was printed, although tune names were given.
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4. The Eisteddfod.

Revival of the Eisteddfod, a competitive meeting of bards and musicians
which had fallen into decay after 1567, was instigated by publishers of
almanacs, who advertised eisteddfod sessions in their publications. These
were small affairs where poets and musicians met in taverns and competed
for ale but they led to the revival of the eisteddfod as a cultural institution.
By the end of the 18th century, the eisteddfod was patronized by a society
of London Welshmen who set standards with regard to poetry and music.
Welsh gentry and literary clerics began to take an interest, hoping to inspire
their compatriots to catalogue ancient Welsh manuscripts and collect
traditional tunes. The earliest collector of this kind of tune in Wales and one
of the earliest in Europe was Edward Williams (lolo Morganwg) whose
collection, frequently noted on the backs of envelopes or scribbled on bits
of paper, is still largely unpublished. He noted Welsh dances, songs with
words and at least half a dozen tunes to which the ancient Welsh metre
cywydd deuair fyrion were sung. In an eisteddfod held in 1837 the prize for
a collection of native Welsh folksongs was awarded to a young south
Wales gentlewoman, Maria Jane Williams (1795-1873), and in 1844 her
collection of 43 songs with Welsh words and accompaniment for harp or
pianoforte was published. Although there are clear indications that she
edited both words and music of Ancient National Airs of Gwent and
Morganwg (Williams, 1844), the volume is valuable as the first publication
in Wales to print the songs of the people, including wassail songs, feat
songs, ballads, dance tunes, a May carol, a nursery song, a dialogue song
and an archaic dream/vision ballad. The wide compass and highly



ornamented melodies include several modal tunes in sharp contrast to the
harp tunes of north Wales. The following year John Thomas (1795-1871),
the second-prize winner in the same eisteddfod, published The Cambrian
Minstrel, a book of 148 unaccompanied tunes including folk airs noted from
south Wales singers, popular ballads, harp tunes and many of his own
compositions. The value of this interesting collection is impaired by
numerous printing errors, by his inability to deal with modal tunes and by
his discarding the original words in favour of his own verses.

Among the literary clerics who promoted traditional Welsh culture in the
eisteddfod was the vicar of Kerry, John Jenkins (Ifor Ceri) (1770-1829).
During the period 1815-25, and probably earlier, he collected 212 tunes
from Welsh oral tradition (GB-AB 1940; J. Lloyd Williams 36). Unlike the
18th-century collectors, Jenkins looked for airs connected with words and
meant to be sung. He noted tunes familiar to him, collected others from
musical friends and preferred to obtain them from singers rather than
instrumentalists, sometimes naming the informant or place beside the title
of the song. Jenkins was from south Wales but his parish was in mid-Wales
and there are abundant examples from both parts of the country. His three
manuscript volumes form the most important systematic collection of Welsh
traditional music made before the 20th century, but any analysis of musical
styles based on it must take account of the fact that there are no modal
tunes in his collection: all are major or minor and it is probable that Jenkins,
who played the cello and had had musical training, ‘corrected’ some modal
tunes by setting them down in the minor.

The eisteddfod continued to grow in importance and concerts began to be
held in the evenings to attract anglicized members of the audience. During
the day, in addition to poetic contention, there were competitions in harp
playing and in canu gyda'r tannau. A drawing of such a competition in 1824
shows a group of men gathered around a single harp with an audience in
the background. Adjudicator and harper chose a tune and the contestants
drew straws to determine the order of competition. The contest began after
the harper had played the air once through. The first singer could choose
any metre he wished; he could not begin with the harp but had to strike into
the tune with an improvised descant at least a bar after it had started, being
careful to choose a metre that would allow him to finish exactly with the
harp. The remaining contestants had to follow the same metre but without
repeating the same verses. At the end of the round, those who had made
mistakes were eliminated and the next round began with a different air on
the harp as well as a change in the order of performance. The competition
continued until all but one had been eliminated; in the 1824 eisteddfod it
took the best part of a day.
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5. The 19th century.

By the 19th century, the finest performers had discarded the single harp in
favour of the triple harp introduced into Britain from Italy in the 17th
century. This became so popular in Wales that it was known as the Welsh
harp. The single harp, usually used for dancing, had about 30 strings and
stood about four feet high; transposition was effected by the dextrous use
of the fingers. The triple harp, with a compass of about five octaves, had



about 95 strings in three rows (the outer diatonic strings being tuned in
unison and the middle row providing the chromatic tones) and was used to
display technical brilliance in harp competitions.

Harpers had special significance as tradition bearers and as the 19th
century progressed their status rose. It was probably the harp's importance
in the eisteddfod tradition that saved it from the zeal of the Methodists. The
religious revivals of the 18th and 19th centuries ‘put an end to all the merry
meetings for dancing, singing with the harp, and every kind of sinful mirth’,
according to one preacher. One man buried his harp after a religious
experience and other harps were burnt. Dancing was hit even harder with
the abandonment of the twmpath (dancing on the green) and maypole
dancing. Old calendar customs fell into disuse. Preaching festivals took the
place of patronal celebrations and wakes became prayer meetings. In
south Wales, one vicar transformed an excessively violent annual football
match between two villages into a religious festival, Canu’r pwnc (‘Singing
the text’) (Jenkins, 1971). This custom has survived in churches and
chapels in south-west Wales. The participants gather in the meeting-house
and declaim passages from the Bible in a distinctive stylized chant; the
tempo is regular and the delivery somewhat staccato with punctuation
marked by a fermata on the first word of a phrase and a strong snap with a
dip in pitch on commas or full stops. The chanting may be in unison or in
parts, usually on the octave, the fifth or the fourth, but sometimes on the
major second and there is at least one example of chanting on the
augmented fourth.

The later 19th century saw increased publication of traditional airs; many
were arrangements of published harp music with words in English or in
Welsh commissioned from contemporary poets. Some collections were
published without words. Most of the tunes in the first volume of John
Parry's The Welsh Harper (1839) were taken from Edward Jones's
collections, and airs from Jenkins's manuscript collections formed a large
part of the second (1848). Parry edited the tunes ruthlessly, including
words to only a few and almost all of those in English. Numerous
manuscripts, including one which won the prize for the best collection of
Welsh traditional tunes at the 1858 eisteddfod (GB-AB Add.331), provided
the tunes for Bennett's two-volume collection Alawon fy Ngwlad (1896),
again without words and with much editing of the airs.
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6. Modern trends.
(i) Influence of immigrants.

Industrialization and the growth of cities and towns brought rapid and far-
reaching changes. The popularity of Irish songs sung by immigrants,
English parlour songs, music-hall tunes and American minstrel songs had a
profound influence. There are almost two dozen Welsh versions of St
Patrick's Day in the Morning used as a dance tune, blacksmith's song,
immigrant ballad, macaronic love song, nursery rhyme and hymn. Home
Sweet Home was often sung with carol words and The King of the
Cannibal Islands was a favourite. Over half a century after minstrel parties
toured Wales, a Cardiganshire schoolteacher noted a number of Welsh
folksongs in his rural area; eight of the tunes were American including Wait



for the Wagon, Oh Susannah, Ring the Bell, Watchman and The Ship that
Never Returned.

(ii) Institutions.

As Wales began to acquire cultural institutions such as the University of
Wales, a National Museum and a National Library, the conservation of the
cultural heritage became increasingly important and in 1908 the Welsh
Folk-Song Society was formally established. The editor and guiding genius
was Dr J. Lloyd Williams (1854—1945), a botany lecturer and musician who
encouraged his students to collect folksongs in their native areas. Lloyd
Williams was indefatigable in the work of the young society, collecting a
substantial number of songs himself, researching old manuscripts,
promoting the use of folksongs in schools, giving lectures on their
importance in the Welsh cultural tradition and editing the Journal of the
Welsh Folk-Song Society from 1909 until his death. Most important of all,
he established a scientific basis for the collection and analysis of Welsh
songs, emphasizing the necessity of detailed information about performer,
area and background, and demonstrating the division of tunes into families
by comparative study.

The Welsh Folk-Song Society was followed in 1935 by Cymdeithas Cerdd
Dant Cymru (The Cerdd Dant Society of Wales), established to revive the
art of singing with the harp. The term cerdd dant (‘the craft of the string’)
links it with the long history of the art in Wales. The impromptu oral tradition
of singing to the harp was in serious decline by the early 20th century and,
rather than see it die out, a society was formed to standardize rules and
formalize competitions. In its new form, the art became a popular element
of the eisteddfod and, as trained musicians took an interest it, became
more sophisticated. The impromptu element has disappeared; vocal
descant is written rather than improvised and small groups and choirs take
part. There is a cerdd dant festival in a different part of Wales each year
with hundreds of performers and large audiences.

The Welsh Folk Dance Society, established in 1949, had a much harder
task. Traditional dancing in connection with ancient customs or for social
purposes had been almost entirely wiped out by cultural changes and
nonconformist disapproval. The only traditional dancers left were step- and
clog-dancers, many of them Welsh gypsies, who contributed much to
Welsh traditional music through their talented harpers and fiddlers.
Traditional social dances have had to be reconstructed from manuscripts
and from the memories of people who, when young, had seen them
danced. The revival has been extremely successful and there are
numerous folkdance parties throughout Wales as well as athletic young
male dancers performing traditional steps. Because dance does not
demand language fluency, it attracts large numbers of both Welsh and
English speakers.

The eisteddfod was central to the development and social acceptance of
these traditional activities. In addition to numerous local eisteddfods, there
are two main festivals: the National Eisteddfod and the Welsh League of
Youth Eisteddfod, concerned with both Welsh traditional and European
classical culture. The National Eisteddfod stages the main ceremonies and
competitions which include folksong, folkdance and cerdd dant as well as



classical music and recitation. Other events are dedicated to literature, arts
and crafts, popular music or public lectures. The language of the festival is
Welsh. The Welsh League of Youth holds a similar, smaller eisteddfod.

(iii) Fusions and revivals.

Traditional activities are also flourishing outside the formality of the
eisteddfod. Some Welsh pop groups specialize in traditional vocal and
instrumental music, and some use traditional instruments such as harp and
crwth in combination with bouzoukis, fiddles, mandolins, pipes or bodhran.
Their treatment of the music is lively and less reverential than the rather
careful singing in the eisteddfod. Dancing is also thriving and the twmpath
has been revived in modern form. The harp is blossoming, particularly after
the formation of the Welsh Harp Society in 1961. Even the triple harp,
which nearly disappeared with the inauguration of the pedal harp, is being
revived and interest in early Welsh music and performing traditions has led
to a revival of instrument making and research. Folkdance groups have
revived the Mari Lwyd, though without the poetic contention formerly
central to the ritual, and plygain carol services are increasing (fig.7). The
Museum of Welsh Life (formerly the Welsh Folk Museum) at St Fagans,
Cardiff, has contributed greatly to research in traditional Welsh music and
has issued two volumes of songs transcribed from its tape archives as well
as several records. In 1981 a department of ethnomusicology was
established at the University of Wales, Bangor, to promote research into
traditional music with particular attention to Wales. There has been less
interest in the traditional music of non-Welsh-speaking areas.
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7. Musical characteristics.

The first systematic investigation of the tonal basis of Welsh folksong was
made by Peter Crossley-Holland in a pioneering study of a controlled
sample of 400 tunes taken from the first four volumes of the Journal of the
Welsh Folk-Song Society (Crossley-Holland, 1968). The results indicated
that diatonic scale patterns are the most common, frequently in seven-, six-
or five-note scales. Most are in some form of major or minor scale; about
14% are in the D-Dorian mode but there are few examples of other modes
and the pentatonic scale also seems to be uncharacteristic of Welsh
folksong. The tonic is placed low more often than centrally, and tonic and
final are almost always identical except for eight circular airs. None of these
scales is exclusively Welsh and all have parallels in other European
countries, but most appear to be nearer to English than to either Irish or
Scottish modes.

The compass of these melodies ranges between 5 and 13 tones, with most
in @a medium compass of 8 or 9. Some wide-compass tunes have come
from sources outside Wales. More than one 18th-century Welsh ballad or
carol was written to be sung on English broadside ballad tunes such as
See the Building or Let Mary Live Long and wide-compass Irish tunes were
also popular. A surprising number of Welsh tunes are pentachords, a type
rare in English folksong (Kinney, 1986). These pentachordal tunes occur in
many diverse categories (ex.5); they are found in almost every part of
Wales and printed in collections since 1794. Most are unornamented and
many were sung to words in traditional Welsh poetic metres. Descants to



canu gyda'r tannau in the mid-19th century (Jones, 1885) show some of
the same characteristics of narrow compass and lack of ornamentation and
it is possible that the folksong style may have been influenced by the
tradition of declamation associated with Welsh poetry.

xl

Declamation in the folk tradition is found in canu’r pwnc and in the hwyl (a
heightened form of speech used by preachers in the 19th and early 20th
centuries), and there are also traces of declamation in Welsh folksongs.
About 30 songs open with the singer chanting on a single note, usually the
fifth of the key (ex.6); in one song each of the first three phrases opens with
chanting on the fifth and in another the first three phrases open with
chanting on the tonic, the third and the fifth respectively.

xl

Ornamentation of Welsh folksongs tends to be simple and consists largely
of passing notes or slurs with almost no melismas. About 40% have no
ornamentation; this includes not only the more archaic type of song such
as calendar customs and cumulative songs but also ballads and love
songs. By contrast only 18% are highly ornamented; this includes many
older ballads and carols as well as tunes from the English or Irish tradition
but none of the archaic tunes. There is some evidence that ornamentation
was at one time more widespread and perhaps more prevalent in the south
than in the north. The south Wales tunes published by M.J. Williams (1844)
are notable for the high degree of ornamentation in the airs, though the
graces, appoggiaturas, trills and melismas found there may be more
closely related to art music of the period than to Welsh tradition (ex.7).



Conjunct melodic movement is frequently found in Welsh traditional music;
the most popular cadence pattern is a three-note descent by step, ending
on an accented syllable; next in popularity is a cadence pattern that
finishes with a double tonic on an unaccented syllable. In Welsh, which is
markedly polysyllabic, the strong accent usually falls on the penultimate
syllable and this results in a large number of musical phrases that finish on
an unaccented syllable. In traditional singing there is a tendency to ‘snap’
these unaccented syllables giving the effect of syncopation or of an
appoggiatura.
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8. Song forms and types.

The majority of Welsh folksongs are strophic, with four equal phrases; the
most popular formal patterns are AABA and ABCD. Songs in the older
categories tend to have irregular phrase lengths, as do the older ballad and
carol tunes. The latter are frequently long with seven or more phrases and
these are sometimes made more irregular by the style of the singers who
extend anacruses and cadences. By contrast, songs performed with the
harp tend to be regularized by the instrumental accompaniment.



Refrains are common in Welsh folksong between lines of verse and/or as a
burden at the end of a verse or couplet. There is evidence that some
instrumental symphonies later became sung refrains. The 18th-century
tune Triban Morganwg appeared in manuscript with symphonies for the
harp interpolated in the vocal line (GB-AB 171E). When a variant of the
tune was later printed in Ancient National Airs of Gwent and Morganwg, the
symphonies for the harp had become ‘fa la 1a’ refrains for the voice, and
later variants replaced the ‘fa la la's with vocables (Kinney, 1984) (ex.8).

xl




Songs associated with Welsh calendar customs are many and varied. In
addition to the May and plygain carols discussed above, there were three
peripatetic customs around the winter solstice which involved singing.
Several different tunes have been noted in connection with the Mari Lwyd
ceremony, one melodic type with a pentatonic basis contrasts with another
type in which step-wise motion is prominent. All contain considerable
repetition, which may be due in part to the improvisatory nature of the
verses. Repetition is also a feature of the processional songs used in
Hunting the Wren where each question and answer is repeated four times.
Several of the processional tunes are extant, showing some diversity: one
major key version is a variant of the tune called Dargason in Playford's
English Dancing Master; another is a minor key pentachordal tune (ex.9).
The third of these customs featured quéte songs connected with the New
Year and called calennig. The custom was for young men and children to
sing at the doors of the neighbourhood, wishing the family a happy New
Year and asking for calennig, which might be money or a gift of food.
Songs connected with this custom also vary: some are in a dancing rhythm
with four regular phrases, others are chanted with considerable repetition in
a limited compass. Feat songs, which played a notable part in Gwy! Fair
festivities, included the singing of cumulative songs in which the feat was to
sing the verses in correct order and in one breath as quickly as possible. In
one case at least the singer danced at the same time, accelerating the
dance with the increasing pace of the refrain.

xl

Probably the largest category of Welsh folksongs comprises those
connected with love, including praise of the loved one and sorrow over
parting. There are numerous night-visit songs, happy, sad or humorous,
and some of these courtship songs deal with an old Welsh custom known
as caru yn y gwely (courting in bed), similar to bundling in the USA. When
the songs were published early in this century, references to this custom
were deleted. This also applied to erotic songs which were not published,
apart from ballad sheets, until the 1970s. The imagery is usually that of
mowing the grass or milling the grain, but there is one based on the



collier's trade. All these song types are found in other parts of the British
Isles but the device of sending a bird as love messenger seems to be
popular only in Wales. This was called llatai in classical poetry but folk
poets also used it. In folksong, the love messenger is usually a blackbird
and some of the poetry is macaronic, mixing Welsh and English (ex.10).

xl

Welsh broadside ballads follow love songs in popularity. Some ballads are
narratives, although child ballads are rare in Wales and only two have been
collected from oral tradition. Many of the rest have comic, moralistic and
even doctrinal themes. In the 17th and 18th centuries, countless ballads
were written in simple folk metres and sung to familiar folk melodies. At the
same time, other more ambitious poets were writing ballads and carols in
cynghanedd (a complex system of assonance, alliteration and internal
rhyme) set to English tunes of the day such as Gerard's Mistress or Heart
of Oak. In the 19th century, ballads continued to be produced in great
volume, but taste had changed. Poetry in cynghanedd was discarded and
simpler metres were sung to popular Welsh tunes or others from abroad
such as The Girl | Left behind Me and Just before the Battle, Mother.

Many traditional Welsh songs deal with the natural world. This category
includes songs about birds and animals, both wild and domesticated, with
words that are sometimes humorous or satirical. Birds are sought out not
only as love messengers but also as love counsellors, taking part in
dialogues with humans. There are songs praising the holly tree as the
finest tree in the wood, and others where flowers and herbs play a symbolic
role. Perhaps those songs that display love of place are the most
characteristically Welsh. Some praise a favourite spot, others enumerate
the stops on a journey, and sailors' farewell songs list the places passed on
the way out to sea.

These farewell songs are very different from sea shanties. There is only
one Welsh-language shanty extant, used as a capstan or rope shanty,
though others in English have recently been discovered in Barry, south
Wales. In general, most Welsh songs of occupation are about the work of
fishing, shepherding, milling or farming, rather than songs used to lighten
the burden. There is one example of a Welsh folksong used in the smithy
when striking the anvil, and in the 18th century lolo Morganwg noted a
milkmaid's song used to call the cattle, but the most important category is
that of oxen songs, which were used in the Vale of Glamorgan until the end
of the 19th century. The chore of ploughing was accomplished by two
people, a man to guide the plough and another, usually a young lad, to
walk backward facing the oxen, holding a goad and singing throughout the



day ‘to keep the oxen in good heart’. The singer was expected to know
literally hundreds of verses on any subject, satirical or serious. These
quatrains were distinguished from other songs by the ‘call’ to the oxen at
the end of each verse. At least 21 oxen song tunes are extant, the last
being recovered in oral tradition as recently as 1978, and about half of
these belong to one melodic family (Kinney and Evans, 1986) (ex.11).

xl

Humour can be found in all the above categories as well as in songs of
exaggeration and satire, and in some macaronic songs. Much of the satire
is directed at lazy neighbours, clumsy lovers, miserly employers and wives,
although there are also songs where women have revenge. There are only
a few specifically women's songs, and none among the peripatetic
calendar customs which were male rituals. Some songs give the woman's
view of courtship and marriage, including arranged marriages and mother-
in-law troubles. A very few, mostly still unpublished, deal with the problems
of pregnancy outside marriage.
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9. Musical instruments.

Early references to the telyn (harp) are to be found in medieval
manuscripts but its origins are obscure and no native instrument has
survived from before about 1700. The small 30-string
medieval/Renaissance harp was succeeded by increasingly larger single-
string harps (see §5 above) which in turn gave way to the 95-string triple
harp. By the end of the 19th century, the triple harp had been displaced by
the pedal harp, which still survives and flourishes as a popular instrument
in Wales, although there is a revival of interest in the triple harp (see Harp,

8V, 5(i)).

The lyre which accompanied early Celtic bards (see Rotte (ii)) gradually
developed into the rectangular crwth (crowd) in Wales. Early forms had
three strings, later enlarged to six, with a flat bridge that enabled the
performer to play chords (fig.9). In time, a bow was adopted and drone
strings added to be plucked with the left hand while the right used the bow.
Its status was officially acknowledged in medieval courts but its popularity
declined and by the 18th century the crwth was discarded in favour of the
fiddle, which for a time also acquired its name in Wales though not its
status. Fiddlers played an indispensable part in wakes and weddings,
dances and fairs; Welsh gypsy fiddlers kept the tradition alive into the 20th
century.



The pibau (pipes), though mentioned with telyn and crwth in medieval
treatises, did not have the same status because they did not accompany
bardic declamation. The Pibgorn (horn pipe) had a single reed, cowhorn
bells and wood or bone barrels pierced by seven finger-holes. Like the
crwth, its use had declined by the 18th century. A related instrument used
in south Wales was the cornicyll (pipe) with a concealed reed and a
mouthpiece that screwed on and off. Unlike the pibgorn, the pibau cod
(bagpipe) continued in popularity into the 19th century, playing an
important part in country ‘horseback weddings’. A 17th-century manuscript
shows two sets of bagpipes: one a single-chanter and the other a double-
chanter bagpipe (GB-Lbl Add.15036, f.66r).

An engraving illustrating instruments considered to be traditionally Welsh
includes a large single-string harp, a six-string crwth with two drone strings
and a bow, a three-string crwth, a pibgorn, a semicircular bugle horn called
corn buelin, and a tabwrdd (tabor) (Jones, 1794).

Among instruments popular in the tavern or in the stable-loft where
farmhands were housed were the biwbaw or sturmant (jew's harp), made
of wood or metal, held between the teeth and struck with the finger, as well
as the mouth-organ which superseded it and the concertina.
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Walkeley, Anthony

(b ?Wells, 1672; d Salisbury, 16 Jan 1718). English cathedral musician. He
appears to have come from Wells where he was probably a chorister, and
where two older generations of men by this name had served in the choir.
He was admitted organist, informator choristarum and lay vicar at Salisbury
Cathedral on 1 August 1700, remaining as such until his death ‘aged 45’.
Three services and 13 anthems by him are known. The morning services in
E[tand A survive in score (GB-Lbl and Ob), and the service in F in parts.
These works, along with the anthem O Lord, thou hast searched me out,
which also survives complete, exhibit modest competence.

WORKS

services

Morning Service, A (TeD, Jub), 4vv, GB-Ob; Morning Service, E[t:(TeD, Jub; To Mr
Wise’s Evening Service), 4vv, Lbl, Y; Whole Service, F (TeD, Jub, San, Ky, Cr,
Mag, Nunc), 4vv, DRc (inc.), Ob, Och

anthems

If the Lord himself, verse, GB-EXcl (inc.), Lcm (inc.); In the trouble, Lcm (inc.); O
Lord thou hast searched me out, verse, 4vv, EIRE-Dcc, GB-Cu, EXcl (inc.), H (inc.),
LF (inc.), Ob, WB (inc.); O sing to the Lord, Lcm (inc.); Unto thee will | cry, O Lord



my strength, verse, Ob

Songs
To the loud trumpets martiall breath (London, ¢1700)
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IAN SPINK

Walker.

English firm of organ builders. Joseph William Walker (b London, 17 Jan
1803; d London, 1 Feb 1870) was reputedly ‘parlour apprentice’ to G.P.
England (see England (ii)) in London; he worked with W.A.A. Nicholls
(England's successor) and then set up business as a pipe maker. He built
his first organ in 1827. Joseph Walker's instruments are notable for their
full-toned diapasons and bright upperwork; most had one or two manuals
but he built larger organs for the Exeter Hall (1839), Highfield Chapel,
Huddersfield (1854), and the International Exhibition of 1862. Under his
son, James John Walker (b 21 Aug 1846; d 19 Sept 1922), the firm
secured a series of prestigious contracts including Holy Trinity, Sloane
Square, London (1891), St Margaret's, Westminster (1898), and York
Minster (1903). All these instruments were characterized by a restrained
opulence in which fully developed flue choruses co-existed with strings,
orchestral reeds and bright flutes.

The firm played a significant part in the reform of English organ-building
after 1945. Influenced by collaborations with Ralph Downes at Buckfast
Abbey, Devon (1952), and Brompton Oratory (1954), the typical Walker
organ of the period had a neo-classical tonal scheme and electro-
pneumatic action. Examples include the Italian Church, Hatton Garden,
London (1959), Corpus Christi, Osmondthorpe (1962), Ampleforth Abbey
(1963), Liverpool Metropolitan Cathedral (1967) and Blackburn Cathedral
(1969).

In 1975 the firm, reconstituted, moved its premises from Ruislip, Middlesex,
to Brandon, Suffolk, since when it has increasingly concentrated on the
building of new mechanical-action instruments (Albert Hall, Bolton, 1985; St
Martin-in-the-Fields, London, 1990; St Chad's Cathedral, Birmingham,
1993).

Surviving organs from the earlier phase of the firm's history include those
at St Mary's, Bermondsey (1853), Romsey Abbey (1857 and 1888), St
Cross Hospital, Winchester (1863 and 1907), St Mary's, Portsea (1891),
Bristol Cathedral (1907) and the Church of the Sacred Heart, Wimbledon
(1912 and 1935).
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NICHOLAS THISTLETHWAITE

Walker, Aaron Thibeaux.

See Walker, T-Bone.

Walker, Alan

(b Scunthorpe, 6 April 1930). English musicologist, active in Canada. He
studied at the GSM (ARCM 1949), at Durham University (BMus 1956,
DMus 1965) and privately with Hans Keller (1958-60). After teaching as
professor of harmony and counterpoint at the GSM (1958—-61) he was a
producer for the BBC music division (1961-71) and produced a complete
Liszt cycle for Radio 3. He subsequently became chairman and professor
in the music department at McMaster University, Hamilton, Ontario (1971—
95). His chief areas of research are Romantic music, musical aesthetics,
and criticism. He has edited useful anthologies on the life and works of
Schumann, Chopin and Liszt, and produced two books on the creation and
perception of music (A Study in Musical Analysis and An Anatomy of
Musical Criticism). In both he argued that the underlying unity of a work is
unconsciously formulated by the composer and is apprehended intuitively
by the listener, ideas which are closely related to those of Hans Keller, to
whom A Study in Musical Analysis is dedicated. His major achievement,
however, is the magnificent three-volume biography of Liszt (1883—96),
which dominated his work for a quarter of a century and which is the first
mongraph to comprehend the scope and complexity of Liszt's own life and
work. With its critical approach to the many Liszt sources, its wide cultural
grasp and its accessible style it set new standards for Liszt scholarship.
Walker’'s personal archive of several thousand letters to musicians was
placed in the library of McMaster University in 1997. He is the recipient of a
Festschrift in honour of his 65th birthday (New Light on Liszt and his Music:
Essays in Honor of Alan Walker, ed. M. Saffle and J. Deaville, Stuyvesant,
NY, 1997).

WRITINGS

‘Schoenberg's Classical Background’, MR, xix (1958), 283-9

‘Aesthetics versus Acoustics’, The Score, no.27 (1960), 46-50

‘Back to Schonberg’, MR, xxi (1960), 140-47

A Study in Musical Analysis (London, 1962)

An Anatomy of Musical Criticism (London, 1966)

ed.: Frédéric Chopin: Profiles of the Man and the Musician (London, 1966,
2/1973 as The Chopin Companion incl. ‘Chopin and Musical Structure:
an Analytical Approach’, 227-57)

ed.: Franz Liszt: the Man and his Music (London, 1970, 2/1976) [incl.
‘Liszt's Musical Background’, 36—78; ‘Liszt and the Twentieth Century’,
350-64]

‘Liszt and the Beethoven Symphonies’, MR, xxxi (1970), 302—-14



Liszt (London, 1971)

ed.: Robert Schumann: the Man and his Music (London, 1972, 2/1976)
[incl. ‘Schumann and his Background’, 1-40]

‘Liszt's Duo Sonata’, MT, cxvi (1975), 620-21

Schumann (London, 1976)

‘Schumann, Liszt and the C major Fantasie, op.17: a Declining
Relationship’, ML, Ix (1979), 156—65

‘Liszt and the Schubert Song Transcriptions’, MQ, Ixvii (1981), 50-63; Ixxv
(1991), 248-62

Franz Liszt (London and New York, 1983-96, vols.i—ii rev. 2/1988-93; Fr.
trans. of vols.i—ii, 1989-90; Hung. trans. of vols.i—ii, 1986—94)

‘Liszt and Vienna', New Hungarian Quarterly, xxvi (1985), 253-9; repr. in
Journal of the American Liszt Society, no.xix (1986), 10-20

‘A Boy Named Daniel’, New Hungarian Quarterly, no.102 (1986), 204-20;
repr. in Journal of the American Liszt Society, no.20 (1986), 56—80

‘Liszt and Agnes Street-Klindworth: a Spy in the Court of Weimar?’, Ferenc
Liszt: Budapest and Veszprém 1986 [SMH, xxviii (1986)], 4764

ed., with G. Erasmi: Liszt, Carolyne and the Vatican: the Story of a
Thwarted Marriage (Stuyvesant, NY, 1991)

‘Joukowsky's Portraits of Liszt’, Hungarian Quarterly, no.130 (1993), 142—
7; repr. in Journal of the American Liszt Society, no.34 (1993), 43-50

ed.: Living with Liszt: from the Diary of Carl Lachmund, an American Pupil
of Liszt (Stuyvesant, NY, 1995)

‘Liszt and the Lied’, Hungarian Quarterly, no.144 (1996), 155-9

‘Tribute to Hans Keller’, Canadian University Music Review, xvii (1996),
118-28

JOHN TYRRELL

Walker, Don(ald John)

(b Lambertville, 28 Oct 1907; d Trenton, NJ, 12 Sept 1989). American
orchestrator and composer. After early experience playing various
instruments and arranging, he pursued studies in business at Rider College
(Trenton) and then the University of Pennsylvania. He arranged a hit record
for Fred Waring before graduation (1927) and afterwards joined his staff.
His work for Waring, Fred Culley, and Al Goodman in radio, live shows and
recordings led to orchestration for Sigmund Romberg’s radio series, a
success which added credentials as a ‘legitimate’ orchestrator to his
already-established jazz expertise; it also began an association with
Romberg that included Walker’s first full Broadway assignment, May Wine,
and the development of material left at Romberg’s death into the score for
The Girl in Pink Tights. The arrangers under contract to Chappell Music
(Bennett, Spialek and later Royal were the others besides Walker) would
assist each other as needed; for instance, Walker took over Carousel after
Bennett had orchestrated only two numbers (suspending work on his own
Memphis Bound to do so0), and he provided orchestrations without credit for
Kiss Me, Kate, South Pacific, and The King and I. After ending his Chappell
contract around 1950, Walker eventually worked with most of the great
names in musical theatre.

Walker’'s work stands out in several respects. Coming from the world of
radio and recordings, he was a pioneer in eliminating the automatic



doubling of the vocal line in the orchestra, the previous Broadway norm.
Exceptional stylistic versatility is obvious when one juxtaposes the large-
scale operatic lyricism of Carousel and The Most Happy Fella, the
unpretentious liveliness of Damn Yankees and The Music Man, the delicate
romance of She Loves Me, and the specific milieux of Fiddler on the Roof
and Cabaret. Related to this is his inclination to create a unique
instrumental complement for every show rather than relying on some
standard layout. This may involve the omission of violins and violas
altogether (Anyone Can Whistle), the use of instruments reminiscent of the
klezmer ensemble (Fiddler on the Roof) or Berlin cabaret (Cabaret), or
displaying specific solo timbres (cimbalom in The Gay Life, harmonica in
Shenandoah). In all cases, Walker’s choices instantly evoke and create the
world of the particular work to an extent that knows no superiors.

WORKS

(selective list)

Musicals: Allah Be Praised! (with B. Bergersen) 1944; Memphis Bound (after A.S.
Sullivan) 1945; Courtin’ Time 1951; The Inn People 1973

The Pajama Game (R. Adler and A. Ross), 1954; Damn Yankees (Adler and Ross),
1955; Silk Stockings (Porter), 1955; The Most Happy Fella (F. Loesser), 1956; The
Music Man (M. Willson), 1957; Greenwillow (Loesser), 1960; The Unsinkable Molly
Brown (Willson), 1960; The Gay Life (Schwartz), 1961; She Loves Me (J. Bock),
1963; Anyone Can Whistle (S. Sondheim), 1964; Fiddler on the Roof (Bock), 1964;
Flora, the Red Menace (J. Kander), 1965; Cabaret (Kander), 1966; Zorba (Kander),
1968; The Rothschilds (Bock), 1970; Shenandoah (G. Geld), 1975
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B. Allison: ‘The Further Adventures of Don Walker’, New Hope Gazette (8
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JON ALAN CONRAD

Walker, D(aniel) P(ickering)

(b London, 30 June 1914; d London, 10 March 1985). English historical
scholar. He read French at Oxford University (BA 1935); he was also a



classicist and studied composition and chamber music. This combination of
skills provided the context for his doctoral dissertation on French verse in
16th-century music (1940) and his later research. In 1945 he was
appointed lecturer and reader in French at University College, London, and
in 1961 reader in Renaissance Studies at the Warburg Institute, University
of London. He remained at the Warburg until his death, having been
elected Fellow of the British Academy in 1974. His interdisciplinary
scholarship continues to influence musicologists and cultural historians
working in quite different fields. His pioneering work on musique mesurée
remains a source of stimulus to students of both French music and
Renaissance humanism. More recently, his innovative study of Ficino's
astrological music and the associated concept of spiritus (a vital substance
mediating between the heavens and earth, and between soul and body),
has become the starting-point for new research into the Renaissance
magical tradition and its influence on musical ideas in the 16th and 17th
centuries.

WRITINGS

Studies in Musical Science in the Late Renaissance (London, 1978) [W]

P. Gouk, ed.: Music, Spirit and Language in the Renaissance (London,
1985) [G]

French Verse in Classical Metres, and the Music to which it was Set, in the
Last Quarter of the Sixteenth Century (diss., U. of Oxford, 1940)

‘Musical Humanism in the 16th and Early 17th Centuries’, MR, ii (1941), 1—
13, 111-21, 220-27, 288-308; iii (1942), 55-71 [G]

‘The Aims of Baif's Académie de poésie et de musique’, JRBM, i (1946-7),
91-100 [G]

‘The Influence of musique mesurée a l'antique, particularly on the airs de
cour of the Early Seventeenth Century’, MD, ii (1948), 141-63 [G]

with F. Lesure: ‘Claude le Jeune and musique mesurée’, MD, iii (1949),
151-70 [G]

‘Some Aspects and Problems of musique mesurée a I'antique: the Rhythm
and Notation of musique mesurée’, MD, iv (1950), 163—-86 [G]

‘Le chant orphique de Marsile Ficin’, Musique et poésie au XVle siecle:
Paris 1953, 17-28 [G]

‘Ficino's spiritus and Music’, AnnM, i (1953), 131-50 [G]

‘La musique des intermédes florentins de 1589 et I'humanisme’, Les fétes
de la Renaissance [l]: Royaumont 1955, 133—44 [G]

‘Kepler's Celestial Music’, Journal of the Warburg and Courtauld Institutes,
xxx (1967), 228-50 [W]

‘La tradition mathématico-musicale du platonisme’, Platon et Aristote a la
Renaissance: Tours 1973 (Tours, 1976), 249-60; Eng. trans. in W

‘Some Aspects of the Musical Theory of Vincenzo Galilei and Galileo
Galilei’, PRMA, c (1973-4), 3347 [W]

‘Joan Albert Ban and Mersenne's Musical Competition of 1640°, ML, Ivii
(1976), 233-55 [W]

‘The Musical Theories of Giuseppe Tartini’, Modern Musical Scholarship:
Oxford 1977, 93—111 [W]

‘Seventeenth-Century Scientists' Views on Intonation and the Nature of
Consonance’, Archives internationales d'histoire des sciences, xxvii
(1977), 263-73 [W]



‘La valeur expressive des intervalles mélodiques et harmoniques d'aprés
les théoriciens et le probléme de la quarte’, La chanson a la
Renaissance: Tours 1977, 93—105; Eng. trans. in W

EDITIONS

Claude le Jeune: Airs [1608] (Rome, 1951-9)

with F. Ghisi and J. Jacquot: Musique des intermédes de ‘La pellegrina’,
Les fétes du mariage de Ferdinand de Médicis et de Christine de
Lorraine, Florence, 1589, i (Paris, 1963)
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PENELOPE GOUK

Walker, Edyth

(b Hopewell, NY, 27 March 1867; d New York, 19 Feb 1950). American
soprano and mezzo-soprano. She studied with Aglaia Orgeni in Dresden,
made her first appearance at a Gewandhaus concert in Leipzig and her
operatic début as Fidés in Le prophete at the Berlin Hofoper on 11
November 1894. She was a member of the Vienna Hofoper from 1895 to
1903. On 16 May 1900 she made her Covent Garden début as Amneris
and sang Ortrud, Fricka, Erda and Waltraute in the same season. From
1903 (début on 30 November as Amneris) until 1906 she was a member of
the Metropolitan Opera. There she began to add soprano roles, including
Brunnhilde in Die Walklire, to her repertory and at the Hamburg Opera
(1903-12) she appeared regularly both as soprano and mezzo. In 1908
she sang Ortrud and Kundry at Bayreuth and returned, as Isolde, to Covent
Garden, where she was accounted one of the greatest Wagnerian artists to
have sung there. Under Beecham, in 1910, she was the first London
Electra, winning high praise for both singing and acting; she also appeared
as Thirza in Ethel Smyth’s The Wreckers. From 1912 until 1917 she sang
in the Munich Festivals. After her retirement from the stage she taught
singing, chiefly privately but also, from 1933 to 1936, at the American
Conservatory in Fontainebleau and subsequently in New York. The few
published recordings of her voice were made between 1902 and 1908.

ERIC BLOM/HAROLD BARNES

Walker, Ernest

(b Bombay, 15 July 1870; d Oxford, 21 Feb 1949). English teacher, writer
on music, composer and pianist. His boyhood was marked by omnivorous
self-instruction which was intensified when in 1887 he entered Balliol
College, Oxford, and was befriended by its master, Benjamin Jowett.
Taught by R.L. Nettleship, who profoundly influenced Walker's
philosophical interests, and W.R. Hardie, he took the BA in classics (1891),
after which followed the BMus (1893) and DMus (1898). In 1891 Balliol
appointed him assistant organist to John Farmer, who had established



there the series of Sunday concerts to whose fame and scope Walker
signally contributed, particularly from 1901 when he succeeded Farmer as
director of music. Walker’s concerts brought to Oxford such artists as
Plunket Greene, Steuart Wilson, Fanny Davies and Adolf Busch, and
helped to create the climate for the acceptance of music as a serious
discipline, a process which culminated in 1944 with the establishment of an
independent faculty of music. At the Balliol Concerts Walker gave the first
performances in England of Brahms’s op.117 and of the Rhapsody op.119.
He resigned the post of organist in 1913 and as director of music in 1925.
He was made an honorary Fellow of Balliol in 1926.

Walker’s passion for integrity of craftsmanship and his aversion to
theatricality show in his music. Outstanding in his word settings are the
Five Songs from England’s Helicon and the solemn anthem Lord, Thou
hast been our refuge. The Cello Sonata (1914) combines passion and
harmonic adventure.

WORKS

(selective list)

Secular vocal: 5 Songs from England’s Helicon, op. 10, SATB, pf, 1900; Hymn to
Dionysus (Euripides, trans. G. Murray), op.13, chorus, orch, 1906; Ode to a
Nightingale (J. Keats), op.14, Bar, chorus, orch, 1908; Soft Music (R. Herrick),
op.48, SSATBB, 1931; Dirge in Woods (G. Meredith), op.65, SATB, 1939; many
other songs and partsongs

Inst: Fantasia, D, op.32, str qt, 1905; Sonata, f, op.41, vc, pf, 1914 (1928);
Variations on a Theme of Joachim, op.40, vn, pf, 1918 (1927); Fantasia-Variations
on a Norfolk Folksong, op.45, small orch, 1930, arr. pf duet; 3 Fughettas, op.49, pf,
1932; 10 Preludes on the Lady Margaret Hall Hymntunes, op.50, org, 1932;

Rhapsodi and Fuiue, pf duet, 1932 i1934i; sonatas for vn and va, etc.

Principal publishers: Novello, OUP, Williams

For complete list see Deneke

WRITINGS

‘Brahms’, PMA, xxv (1898-9), 115-38

Beethoven (London, 1905)

A History of Music in England (Oxford, 1907, 2/1924, enlarged 3/1952 by J.
Westrup)

‘Brahms as a Song-writer’, MT, Ixxiv (1933), 406-10

Free Thought and the Musician (London, 1946)
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M. Deneke: Ernest Walker (Oxford, 1951)

J. Dibble: C. Hubert H. Parry: his Life and his Works (Oxford, 1992)
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IVOR KEYS/DUNCAN J. BARKER

Walker, Frank

(b Gosport, 10 June 1907; d Tring, ¢25 Feb 1962). English musicologist.
From Portsmouth Grammar School, he entered the GPO cable and
wireless service, and remained in it until his death. During the war he was
attached to the Royal Corps of Signals in Italy. Walker devoted all his
leisure to musical research. He was self-taught in musicology and acquired
a fluent command of German and Italian. His interests were limited to Wolf,
Verdi and certain aspects of earlier Italian music, but within these limits he
achieved the highest possible standard of critical and literary excellence.

His book on Wolf was originally planned, in 1936, in collaboration with
Walter Legge, but Walker ultimately wrote it himself. When he visited
Austria at the end of the war, he met some of Wolf's descendants with
whom (and with others who had known the composer) he had already
corresponded. They made available to him new letters and documents,
some of which did not appear in print, however, until the second edition of
the book. His long research bore fruit in a critical biography which is one of
the classics of English musical literature. An elegant, lively style is linked to
apparently effortless control of a mass of material, which, in the hands of a
lesser writer, could have become oppressive. Walker showed keen
judgment in sifting the conflicting evidence which surrounded various parts
of Wolf's life. Indeed, his devotion to the truth was surpassed only by the
compassion he showed for the composer's frailties. The criticism of the
music, though selective, shows a sensitive understanding of Wolf's genius
for melody and rhythm, but says little about his astonishing harmonic
audacities.

The same qualities and methods are found in the masterly book on Verdi,
which subjects the growth of the composer's character to a brilliantly
iluminating scrutiny, enhanced by Walker's own vivid translation of
numerous letters and other documents. Again he proved his genius for
handling a huge mass of material, much of it new, without producing a dull
page. He showed marvellous insight into the subtleties of Verdi's mind and
the richness of his human relationships.

Walker's very lively, valuable essays on Italian and, especially, Neapolitan
subjects exhibit his gifts within a smaller framework — ironic ridicule of
pretentious, inaccurate writing, and penetrating assessments based on
meticulous research, some of which he began during his war service. The



research for his later articles, as for much of his book on Verdi, was
undertaken during his holidays in ltaly. Walker's death, by suicide, was a
great loss to English musical scholarship.

WRITINGS

‘New Light on Hugo Wolf's Youth’, ML, xx (1939), 399411

‘Wolf's Spanish and Italian Songs’, ML, xxv (1944), 194-209

‘Verdi and Francesco Florimo: some Unpublished Letters’, ML, xxvi (1945),
201-8

‘The History of Hugo Wolf's Italian Serenade: the End of a Controversy’,
MR, viii (1947), 161-74

‘Hugo Wolf's Vienna Diary, 1875/76°, ML, xxviii (1947), 12-24

‘Cav. Giacomo Leo and his famous “Ancestors™, MR, ix (1948), 241-6

‘Four Unpublished Verdi Letters’, ML, xxix (1948), 44—7

‘Two Centuries of Pergolesi Forgeries and Misattributions’, ML, xxx (1949),

297-320; xxxii (1951), 295-6
Tre giorni son che Nina”: an Old Controversy Re-Opened’, MT, xc (1949),
432-5

‘Salvator Rosa and Music’, MMR, Ixxix (1949), 199-205; Ixxx (1950), 13—
16, 32-6

‘Verdi's Ideas on the Production of his Shakespeare Operas’, PRMA, Ixxvi
(1949-50), 11-21

‘Goldoni and Pergolesi’, MMR, Ixxx (1950), 200-5

‘A Chronology of the Life and Works of Nicola Porpora’, ltalian Studies, vi
(1951), 29-62; pubd separately (n.p., 1951)

‘Emanuele d'Astorga and a Neapolitan Librettist’, MMR, Ixxxi (1951), 90-96

Hugo Wolf: a Biography (London, 1951, enlarged 2/1968/R; Ger. trans.,
1953)

‘Some Notes on the Scarlattis’, MR, xii (1951), 185-203

‘Verdi and Vienna: with some Unpublished Letters’, MT, xcii (1951), 403-5,
451-3

‘Hugo Wolf and Funiculi, Funiculda’, MR, xiii (1952), 125-8

‘Orazio: the History of a Pasticcio’, MQ, xxxviii (1952), 369-83

‘Pergolesi Legends’, MMR, Ixxxii (1952), 144-8, 180-83

‘Verdian Forgeries’, MR, xix (1958), 273-82; xx (1959), 28-37

‘Giuditta Turina and Bellini’, ML, xI (1959), 19-34

with H.F. Redlich: ‘Gesu mori: an Unknown Early Verdi Manuscript’, MR,
xx (1959), 23343

‘Conversations with Hugo Wolf', ML, xli (1960), 5-12; Ger. trans. in SMz, c
(1960), 218-24

‘Hugo Wolf an Josef Breuer’, OMz, xv (1960), 64—6

‘Un problema biografico verdiano (lettere apocrife di Giuseppina Verdi al
suo confessore)’, RaM, xxx (1960), 338—49

The Man Verdi (London, 1962/R; It. trans., 1964)
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ALEC HYATT KING

Walker, George (Theophilus)

(b Washington, DC, 27 June 1922). American composer and pianist. He
studied the piano as a child and later attended the Oberlin College
Conservatory (BMus), the Eastman School of Music (DMA), the Curtis



Institute of Music and the American Conservatory, Fontainebleau; his
teachers included Nadia Boulanger, Robert Casadesus, Clifford Curzon
and Rudolf Serkin. An accomplished pianist, he toured extensively both in
the USA and abroad. His teaching appointments have included positions at
Dillard University, the New School of Social Research, Smith College, the
University of Colorado, Boulder and Rutgers University (1969-92). Among
his honours are Fulbright, Whitney, Guggenheim, Rockefeller and
MacDowell fellowships, an award from the American Academy and Institute
of Arts and Letters (1982), a Pulitzer Prize (1996, for Lilacs), and
commissions from orchestras such as the Boston SO and the New York
PO.

Walker completed his first major composition, the String Quartet no.1, in
1946. His mature style reflects the influence of serialism, but is also
characterized by neo-classical forms and textures, engaging melodies,
dramatic instrumental colouring, rhythmic complexity and frequent
references to black folk idioms. Other influences include the music of
Stravinsky, Schoenberg, Debussy and Ravel. Several of his works have
been recorded.

WORKS

(selective list)

Orch: Lament, 1941; Trbn Conc., 1957; Address, 1959; Sym., 1961; antifonys, str,
1968; Variations, 1971; Spirituals, 1974; Dialogues, vc, orch, 1975-6; Pf Conc.,
1975

Chbr and solo inst: Str Qt no.1 ‘Lyric’, 1946; Pf Sonata no.1, 1953; Pf Sonata no.2,
1957, Spatials, pf, 1961; Spektra, pf, 1971; Music for Three, pf trio, 1972; Pf Sonata
no.3, 1975; Sonata, va, pf, 1989; 2 Pieces, org, 1996
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Speaks (Metuchen, NJ, 1978) [incl. interview, work-list]

D. de Lerma: ‘The Choral Works of George Walker’, American Choral
Review, xxiii/1 (1981) [special issue, incl. work-list, discography]

D.L. Boe: The Evolutionary Development of Compositional Technique and
Style in the Piano Sonatas of George Walker (diss., U. of North Texas,
1995)

M. Clague: ‘George Theophilus Walker, Jr’, International Dictionary of
Black Composers (Chicago, forthcoming)

GUTHRIE P. RAMSEY JR

Walker, Joseph Cooper

(b Dublin, 1761; d Dublin, 1810). Irish antiquary. He was influenced by
contemporary European interest in exotic music, and wrote the first book



on Irish music Historical Memoirs of the Irish Bards (Dublin, 1786, enlarged
2/1818) when he was 24 and a treasury clerk in Dublin Castle. Romantic in
sensibility, prolix in style and largely derived from printed sources in
English (Walker knew no Irish), the work nonetheless preserves original
information researched by him, particularly in relation to the harper
Turlough Carolan, and has served as a model for later writers. It also
contains some of the earliest translations into English of Gaelic heroic lays.
The appendixes include contributions from fellow antiquaries and an
interesting group of 15 melodies which range from bagpipe laments and a
plough tune to Gaelic song airs and harp tunes. An extra 28 melodies in
the posthumous second edition are all from contemporary printed sources.

NICHOLAS CAROLAN

Walker, Luise

(b Vienna, 9 Sept 1916; d Vienna, 30 Jan 1998). Austrian guitarist and
composer. She studied the guitar with Josef Zuth, then with Jakob Ortner
at the Vienna Music Academy (where she later became professor of guitar)
and finally with Heinrich Albert and Llobet Soles. She began her
international concert career in 1940. Her many recordings (which include
excerpts from Paganini’s guitar quartets, Schubert’s G major Trio and
guitar concertos by Torelli and Giuliani) testify to her fine musicianship and
astonishing technique. Together with Presti and Anido she is considered
one of the 20th-century grandes dames of the guitar, and one of those who
were unfortunate in dwelling in the shadow of Segovia. She has been
notably active in chamber music. Walker’s love affair with the guitar,
described in her autobiography, Ein Leben mit der Gitarre (Frankfurt,
1989), lasted over 70 years; she continued to teach and perform until
shortly before her death.

JOHN W. DUARTE

Walker, Robert (Ernest)

(b Northampton, 18 March 1946). English composer. He was a chorister at
St Matthew’s, the remarkable Northampton church that commissioned work
from Graham Sutherland, Henry Moore and Britten. After studying at
Cambridge (1965-8), five years as Director of Music at Grimsby Parish
Church (1968-73), and five years working at Novello (1973-8), Walker
made the decision to become a full-time composer in 1978. For many
years his base was Brinkwells, the Sussex cottage where Elgar wrote his
Cello Concerto. He founded the festival in the nearby town of Petworth.
From 1982 to 1991 he was a professor of composition at the London
College of Music. His style is well described by his own note on his Piano
Quintet: ‘Vernacular materials are strongly evident, and there’s no attempt
to be stylistically pure. Old forms, shapes and tonalities rub shoulders with
more contemporary devices'. In this, Walker was years ahead of fashion,
and suffered official neglect as a result, much to the bewilderment of his
enthusiastic audiences. De profundis (1990), a choral setting of Oscar
Wilde, signified a deep spiritual and professional dissatisfaction. In 1992
Walker left Britain to live in Bali. The return to a self-sufficient artistic



society like those of his early career brought about a new serenity, and a
style influenced by a hands-on knowledge of the gamelan.

WORKS

(selective list)

Orch: Variations on a Theme of Elgar, 1982; Sym. no.1, B, orch, 1987; My Dog Has

Fleas, 1990; Fraiments of Eliar, orch, 1997

Choral: Canticle of the Rose (E. Sitwell), S, Bar, chorus, orch, 1980; De profundis,
(O. Wilde), Bar, chorus, orch, 1990; Journey into Light (choral sym. C. Fry), chorus,
orch, 1992; Mele livida (Catullus), chorus, 3 perc, pf, str, 1997

Principal publishers: Novello, Maecenas

DAVID OWEN NORRIS

Walker, Sarah

(b Cheltenham, 11 March 1943). English mezzo-soprano. After studying in
London she appeared with the Ambrosian Singers, then made her solo
début in 1970 as Octavia with Kent Opera, adding Poppea, Penelope and
Andromache (King Priam) for that company. Dido in Les Troyens for
Scottish Opera followed in 1972, and a variety of roles for the ENO, among
them Dorabella, Fricka, an eloquent Mary Stuart, a compelling Countess
(Queen of Spades), a moving Cornelia (Giulio Cesare) and an imperious
Elizabeth | (Gloriana), all of which displayed her as a singing-actress of
significant presence. Among her most vivid Covent Garden parts, following
her 1979 début as Charlotte, were Baba the Turk and Mrs Sedley, both of
which she has recorded. Walker's other roles have included Madame
Larina and Filipyevna (Yevgeny Onegin) and Mistress Quickly. Her
appreciable career in recital has encompassed lieder, mélodies and British
song, to each of which she has brought her gift for deft characterization,
based on verbal acuity and dramatic immediacy, qualities that have
informed her operatic appearances and her many recordings. She was
made a CBE in 1991.

ALAN BLYTH

Walker, T-Bone [Aaron Thibeaux]

(b Linden, TX, 28 May 1910; d Los Angeles, 17 March 1975). American
blues singer and guitarist. As a youth he accompanied the blues singer Ida
Cox, and at the age of 19, under the name of Oak Cliff T-Bone, made his
first recording, Wichita Falls Blues (1929, Col.) which showed an
indebtedness to Blind Lemon Jefferson. In the early 1930s he travelled
widely working in medicine shows, and in 1934 moved to California. He
appeared with great success in Les Hite’s orchestra in 1939-40, and with
Hite made his second recording, as a singer, the well-known T-Bone Blues
(1940, BN). Between 1940 and the late 1960s he toured frequently as a



soloist; he began recording regularly from 1945, making a large number of
recordings of rhythm and blues.

A self-taught instrumentalist, he took up the amplified guitar after hearing
Les Paul on that instrument, and developed electric guitar techniques in
blues contemporaneously with Charlie Christian in jazz. His Call it Stormy
Monday (1947, Cap.) was a seminal modern blues to small-group
accompaniment. Walker was generally supported by a band, which
compensated for his thin voice and allowed him to extemporize on the
guitar. Too Much Trouble Blues (1947, Cap.) and Alimony Blues (1951,
Imper.) are characteristic of his style, with their witty lyrics and vibrant,
rapid guitar phrases. The strength of his orchestras sometimes threatened
to dominate him, but re-recordings of his best-known blues, Stormy
Monday and Mean Old World (both 1956, Atl.), show his work to
advantage. His deft execution greatly influenced the transition from folk to
virtuoso blues playing. The arpeggio style of Jefferson, Rambling Thomas
and other Texas acoustic guitarists was elaborated in Walker’s single-string
work on the amplified instrument. The electric guitar enabled him to make
clearly defined, elaborate improvisations even at fast tempos, as can be
heard on his outstanding Strollin’ with Bones (1950, Imper.). Walker thus
linked the Texas folk tradition with modern blues as exemplified by the
work of B.B. King, who was much influenced by him.
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PAUL OLIVER

Walker, William

(b nr Cross Keys, SC, 6 May 1809; d Spartanburg, SC, 24 Sept 1875).
American composer and tune book compiler. His first and most famous
tune book Southern Harmony (New Haven, CT, 1835, 5/1854R) was
published in four-shape notation (see Shape-note hymnody, fig.1). A tune
book rich in folk hymnody, Southern Harmony was the first collection to
publish several well-known folk hymns, including Amazing Grace with its
now-familiar tune ‘New Britain’, and was perhaps the most popular tune
book in the South before the Civil War. Walker's second tune book,
intended as a supplement to Southern Harmony, was the Southern and
Western Pocket Harmonist (Philadelphia, 1846); it included a greater
number of revival spirituals. Following the Civil War, Walker, under the
influence of Lowell Mason and others, changed to a seven-shape note
system of his own invention for his Christian Harmony (Philadelphia, 1867,
2/1872/R); it included more European music and more pieces by Mason
and his followers. Walker’s last collection, Fruits and Flowers (Philadelphia,
1873), was designed for children. Southern Harmony and Christian
Harmony remain in use in singing conventions in the South.
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HARRY ESKEW

Walker Brothers, the.

American pop vocal group. Its members were Gary Leeds (b Glendale, CA,
3 Sept 1944), John Walker (John Maus; b New York City, 12 Nov 1943)
and Scott Walker (Noel Scott Engel; b Hamilton, OH, 9 Jan 1944). The trio
was formed in Hollywood before moving to London in 1964, and over the
following three years they performed extensively throughout Britain and
continental Europe. They recorded a series of hit singles which generally
featured the smooth baritone of Scott Walker and lush string arrangements
by Johnny Franz which recalled those of Phil Spector. Their hit songs — all
composed by American writers — included Love her (1965, by Barry Mann
and Cynthia Weil), Make it easy on yourself and Another tear falls (1965
and 1966, by Burt Bacharach and Hal David), My ship is coming in (1966,
Joey Brooks) and The sun ain't gonna shine anymore (1965, Bob Crewe
and Bob Gaudio). The group split up in 1967 but reunited in 1975 when
they recorded a further hit, No Regrets by Tom Rush. Scott Walker made a
number of critically acclaimed solo recordings including versions of songs
by Jacques Brel as well as albums of his own compositions.

DAVE LAING

Walking bass.

(1) In jazz, a line played pizzicato on a double bass in regular crotchets in
4/4 metre, the notes usually moving stepwise or in intervallic patterns not
restricted to the main pitches of the harmony. The style arose as the use of
Stride piano patterns declined, and its first master was Walter Page in the
late 1920s and early 1930s; it has since become lingua franca for jazz bass
players, allowing them to contribute pulse, harmony and counter-melody
simultaneously.

(2) In boogie-woogie piano style, a repeating left-hand pattern of broken
octaves. See Boogie-woogie, ex.2.

(3) In Baroque music, especially early Italian, a term used informally for a
bass line that moves steadily and continuously in contrasting (usually
longer) note values to those in the upper part or parts; it is a particularly
common feature of Strophic variations and was also used by Alessandro
Grandi (i) in some of his motets. See also Cantata, §I, 1.

GUNTHER SCHULLER (1-2)



Wallace, John (Williamson)

(b Methihill, Fife, 14 April 1949). Scottish trumpeter. He attended King’s
College, Cambridge (1967-70), and subsequently studied with Alan Bush
at the RAM (1970-72) and with David Blake at York University (1972—4).
His début was in 1965 in Estoril with Haydn’s Trumpet Concerto. Wallace
was principal trumpeter with the Philharmonia Orchestra (1976-95), and in
1988 joined the London Sinfonietta. He is also artistic director of the brass
department at the RAM. In 1986 he founded the Wallace Collection, a
brass ensemble of flexible instrumentation, with which he has toured and
recorded extensively. In 1988 he gave the first performances of concertos
by Tim Souster and Peter Maxwell Davies, both dedicated to him; his other
first performances include Souster’s The Transistor Radio of St Narcissus
for flugelhorn and live electronics (1983), concertos by Malcolm Arnold
(1982) and Dominic Muldowney (1993), Robert Saxton’s Psalm of Ascents
(1993), James Macmillan’s Epiclesis (1993) and Turnage’s Dispelling the
Fears (1995). Wallace has edited the Companion to Brass Instruments
(Cambridge, 1997) with Trevor Herbert, as well as a series of brass music
and educational collections, and has made many recordings. He was made
an OBE in 1995.

EDWARD H. TARR

Wallace, Lucille

(b Chicago, 22 Feb 1898; d London, 21 March 1977). British pianist and
harpsichordist of American birth. She was educated at the Bush
Conservatory, Chicago, where she took the BMus degree, then went to
Vassar College, where in 1923 she was awarded a fellowship which
enabled her to go to Vienna to study music history under Adler and Alfons
Dopsch. The following year she moved to Paris, and studied at the
Sorbonne under Nadia Boulanger and Landowska. She also took piano
lessons in Berlin from Schnabel, but her interest in earlier music led her to
concentrate on the harpsichord and on such composers as Bach, Couperin
and Scarlatti. Following Landowska’s example, she used a Pleyel
instrument and, like her, devoted much thought to questions of fingering
and touch. In 1931 she married the pianist Clifford Curzon. An extremely
serious-minded musician, she became increasingly self-critical; about 1952
she gave up her public career to look after the two orphaned sons of the
singer Maria Cebotari.

LIONEL SALTER

Wallace, (William) Vincent

(b Waterford, 11 March 1812; d Chateau de Haget, Vieuzos, Hautes-
Pyrénées, 12 Oct 1865). Irish composer. His early reputation was made as
a pianist and violinist in many parts of the world; the production of Maritana
in 1845 established his position as a composer of operas for the London
stage.



1. Life.

Walllace’s father was Sergeant William Wallace of Ballina, Co. Mayo,
bandmaster of the 29th or Worcestershire Regiment. Little is known of his
mother. They had three children: William, Wellington (b 1813) and Eliza
(1814-79), who married the Australian singer John Bushelle and was
herself a singer of some note. William took the additional name Vincent
when he was received into the Roman Catholic Church in 1830, and
thereafter used Vincent as his principal name.

His father, who taught him how to play a great many different instruments,
was discharged from the army in 1825, and shortly afterwards the family
moved from Waterford to Dublin. William became second violinist at the
Theatre Royal, and on occasion deputized for the leader, James Barton.
He studied the piano with W.S. Conran, and the organ with Haydn Corri. In
January 1830 he was appointed organist of Thurles Cathedral (Roman
Catholic) and professor of music at the Ursuline convent there. He fell in
love with one of the pupils, Isabella Kelly, but her father objected to the
marriage on the grounds that Wallace was a Protestant. He was therefore
baptized in the Catholic Church in the autumn of 1830, and married
Isabella the following year. In August 1831 he returned to Dublin and again
joined the band of the Theatre Royal, where he was much stimulated by
the visits of Paganini. At the age of 22 he made his début as a composer,
playing a violin concerto of his own at the Dublin Anacreontic Society.

In 1835 Wallace emigrated to Tasmania with his wife and his sister-in-law
Anna Kelly, on a ship that left Liverpool on 9 July and arrived at Hobart on
31 October. He gave a number of concerts there, then moved in January
1836 to Sydney, where he led an active musical life. He appeared at a
concert at the Royal Hotel under the patronage of the governor of New
South Wales, Sir Richard Bourke, on 12 February, where he played a
piano concerto by Herz and a violin concerto by Mayseder: this dual role
was typical of his concert-giving years, but it was usually as a violinist that
he received the most applause. The Australian press treated him as a
wonder, an ‘Australian Paganini’, and he is still regarded as ‘the first
outstanding instrumentalist to visit Australia’. He soon became, in Beedell's
words, ‘Sydney’s undisputed musical emperor’. On 4 April 1836 Wallace
and his wife, with his sister Eliza, a soprano who also lived in Sydney,
opened an academy of music in Bridge Street, under the governor’s
patronage, for the instruction of young ladies. He may also have engaged
in sheep farming, though it is difficult to find any hard evidence for this. At
any rate he left Sydney on 11 February 1838, leaving behind him debts of
nearly £2000 and also his wife and small son William, who probably
returned to Ireland soon afterwards. In later life he told stories about his
activities at this time, some of which were reported by Berlioz: he is said to
have taken part in a punitive expedition against the Maoris in New Zealand,
and to have visited India, where he was received by the Begum of Oudh;
but these are mere tales. His actual destination was Valparaiso, Chile,
where he joined an ‘active and progressive British colony, very influential in
the development of Chilean music’, in the words of Eugenio Pereira Salas
(quoted in Graves). He played the piano and the violin at a concert in
Valparaiso on 3 June 1838, and later at Santiago de Chile. In the next few
years he made expeditions to Buenos Aires, Lima, Jamaica and Cuba,



eventually reaching Mexico City, where he conducted the Italian opera
season in 1841, and composed a mass for performance at the cathedral.
He proceeded to New Orleans (1841), Philadelphia (1842) and Boston
(1843), at last reaching New York, where he made his début at the Apollo
Saloon on 6 June. His reputation had gone before him, and he was lionized
by New York society, and regarded as ‘decidedly the first violinist and
pianist in this country’. His piece de résistance was his own Introduction
and Variations entitled Cracovienne, which he played on either the violin or
the piano.

Wallace probably left New York in 1844, and made a tour of Germany and
the Netherlands before he at last appeared in London, at a concert in the
Hanover Square Rooms on 8 May 1845. On this occasion he played the
piano only, including the famous Cracovienne. The long years of travel
leading up to this event can be seen as the indulgence of a restless spirit,
but they also prepared the way for a successful career; for the romantic
tales that preceded Wallace’s arrival certainly helped to attract audiences.
Soon afterwards Wallace was introduced to the librettist Edward Fitzball,
who was looking for a fresh musical talent and had been much impressed
by Wallace’s playing. Together the two men worked on Maritana, which
was performed under Bunn’s direction at Drury Lane on 15 November, with
Emma Romer as Maritana and William Harrison as Don César (see fig.2).
It is probable that Wallace used for this opera a good deal of music that he
had composed earlier: “The Harp in the Air’ is said to date from his days at
the convent of Thurles, while the story that he composed much of the
music at the Bush Inn, Hobart, in 1835 has never been either proved or
disproved. At any rate Maritana had an immediate success excelled only
by that of Balfe’s Bohemian Girl (1843). It ran for over 50 nights, and the
lllustrated London News correctly prophesied that the song ‘Scenes that
are brightest’ would be heard everywhere, ‘in the gilded drawing-room, and
under the blue canopy of the skies with the barrel-organ’. Maritana was
staged at Dublin in 1846, at Vienna in 1848 (with Staudigl) where Wallace
enjoyed another triumph, at Philadelphia also in 1848, and in most major
centres of opera before long. Yet from the first, some critics received it with
reservations: Chorley said Wallace was ‘in search of a style, since there
are half-a-dozen different manners tried in as many portions of the opera’.

He was never able to repeat his success. His next two works were more
ambitious, aspiring to the manner of grand opera; but Matilda of Hungary,
performed in 1847, was a failure, and Lurline, commissioned for the Paris
Opéra in August 1848 and also announced for performance at Covent
Garden the same year, was not given at either theatre. It is said to have
been staged as Loreley in Germany in 1854, but Wallace had to wait until
1860 for a London production, by the Pyne—Harrison company. Meanwhile
he had contracted serious eye trouble, and in 1849 he returned to South
America, ostensibly for the ‘change of scene’ which was widely regarded
as a cure for all ailments. Another long series of journeyings followed,
including several years in New York, where in about 1850 he ‘married’
Héléne Stoepel, a pianist who had made her début on 16 June 1850. In
1859 Wallace wrote to his sister-in-law, the former Anna Kelly, that he
believed his marriage to Isabella had never been legal, but whether this
was recognized by the New York authorities is not known. No record of the
New York marriage has been found, and on 1 February 1883 Héléne



Stoepel (using her maiden name) married one Henry John Miller in New
York. At any rate Héléne appeared in programmes from January 1851
onwards as ‘Mrs Wallace’. She played with Wallace in New York concerts
for several years, and remained with him for the rest of his life. His
movements in the next few years are uncertain. He was in Germany from
September 1858 to January 1859. With the production of Lurline at Covent
Garden on 23 February 1860 begins the last phase of his career. It was a
success, though hardly on the scale of Maritana. But Wallace made no
money out of it, having assigned the copyright to the Pyne—Harrison
partnership on 18 March 1859. In the following three operas Wallace made
a last effort to establish an English grand opera tradition: they were far
more elaborate than other English operas of the time, but none of them
caught the popular imagination. He did not give up, and was working on an
opera Estrella in 1864 when he became very ill (he had been suffering from
heart attacks for years); he crossed the Channel and retired to Passy,
where he was visited by Rossini and other musical celebrities. In
September 1865 he moved to the Chateau de Haget, where Héléne nursed
him through his last illness. His body was returned to London, and he was
buried in Kensal Green Cemetery on 23 October. Of his two wives, Héléne
was the first to die, at New York in 1885; Isabella lived on in Dublin until 25
July 1900.

2. Works.

Wallace wrote a great many piano pieces, most of them based on vocal
music already in existence. Some are concert pieces of enormous difficulty,
similar to Liszt’'s works of the same kind; others, for home use, are more
reminiscent of Chopin. His mastery of piano technique is evident. Very little
of the violin music has survived. Of his songs, duets and partsongs, the
best and most popular ones generally turn out to have come from one of
the operas; an exception is The Bell Ringer (Oxenford), which was often
sung by Santley and became well known.

The chief interest lies in his operas, and more particularly in Maritana, in
which he achieved at one blow a degree of popular success, at home and
abroad, which had eluded British composers (with the exception of Balfe)
for generations. As Forsyth put it, ‘If we judge Wallace’s best work by the
standards of his English predecessors we shall be forced to allow it a
certain elemental vigour and spontaneity which were unknown till his day’.
This quality derived from the many foreign influences which had acted on
Walllace, and which set him apart from Loder, Barnett or Macfarren. He had
picked up the ability to write a ‘big tune’ in the style of Meyerbeer, which
swept his audience through an extended choral scene in a way that no
English ballad could ever do; a typical example from Maritana is ‘Angels
that around us hover’ (ex.1), but an even more powerful tune closes the
second act of Lurline (Wallace, like Meyerbeer, took care to introduce the
tune first in a previous act, so that it would be familiar when it came back).
He could also write a sustained dramatic finale on almost Mozartian lines
(Maritana, Act 2), or a rollicking 6/8 melody like Donizetti or early Verdi
(“Turn on old time’). But the most striking innovation in Maritana was his
use of exotic colouring to illustrate Spanish and gypsy elements. With
knowledge of Carmen and later imitations, the beginning of ‘It was a knight
of princely mien’ (ex.2), with its flat supertonic and bolero rhythm, strikes



one as an orthodox and even hackneyed symbol of Spain. But Chorley’s
comment on this very passage shows how little any such convention
existed in 1845: ‘Maritana’s first romanza has a far-fetched turn in the
second bar, which might pass in a French melody, where improbability is
the law, not the exception, but among more smoothly written music sounds
like affectation’. The spirit of Carmen is even more strongly present in the
charming fortune-telling song and chorus ‘Pretty Gitana, tell us’ (ex.3), and
in several other numbers. These colourings were new, not only in English
opera, but in any well-known opera; previous operas such as La favorita
(1840), Don Pasquale (1843) and Ernani (1844), had contained fandangos
and boleros, but with orthodox harmonies. Even Chopin’s Bolero (1834) did
not use the flattened supertonic in this way. It is hardly fanciful to infer that
Wallace absorbed this idiom from the popular music of Spanish America,
where he had spent several years; nor is it far-fetched to point to a direct
influence on Bizet, when one remembers that Maritana was one of the
most successful operas of its generation throughout Europe.
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In Lurline, composed in 1847 but perhaps greatly revised for the 1860
production, there is a considerable change of style — a much more
ambitious use of the chorus, soloists and orchestra to produce grand
scenes. To judge from critical reactions these failed not because they were
ineffective but because they were felt to be un-English — as indeed they
were. The drinking-chorus ‘Drain the cup of pleasure’ has the force of a
Verdi chorus; the trio ‘Ah! dare | hope’ has as much action and
characterization as an entire opera of Balfe’s. A new element can be
observed in the style of Wallace’s later operas — the influence of
Mendelssohn; three melodies of the ‘song without words’ type can be found
in Lurline — ‘When the night winds sweep the wave’, ‘Go from this heart’

and the F[tminor tune in the overture. Though inferior to Loder’s, Wallace’s
orchestration was coarsely effective. He would still insert an occasional
ballad for those that liked it — in this form he had never been a match for
Balfe — but he could also write an erotic song of surprising passion, such as
‘Sweet form that on my dreamy gaze’. Bernard Shaw wrote after hearing a
revival of Lurline: ‘There are several moments in the opera in which the
string of hackneyed and trivial shop ballad stuff rises into melody that
surges with genuine emotion’.

In many ways The Amber Witch represents Wallace’s full maturity,
achieving at last ‘an effective structural scheme and a decent level of
musical characterization’ (Burton, GroveO). The audience is drawn into
sympathy with the heroine’s plight to an extent rarely found in Victorian
opera; the overture, also, is a vast advance on the typical potpourri of
earlier years.

WORKS

operas
all first produced in London and published there in vocal score

Maritana (3, E. Fitzball), Drury Lane, 15 Nov 1845 (1846

Lurline i3, Fitzballi, 1847, Covent Garden, 23 Feb 1860 i1859i, B-Bc

Love’s Triumph i3, J.R. Planchéi, Covent Garden, 3 Nov 1862 i1862i, GB-Lbl



Not perf.: The Maid of Zurich; The King’s Page (J.E. Carpenter); Estrella (H.B.
Farnie), inc.; Gulnare (It. operetta); Olga (It. operetta)

other works
(selective list)

Wedding Hymn, hymn tune

Many pf solos, most (London, 1845—65), incl. La gondola (1846) and La grace
(1851), both repr. in LPS, xvi (1985); La belle danseuse (1864), concert studies,
variations, dances, characteristic pieces

Songs, duets, partsongs, many adapted from pf pieces
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Wallace, William

(b Greenock, 3 July 1860; d Malmesbury, 16 Dec 1940). Scottish composer
and writer on music. The son of an eminent Scottish surgeon, he was
educated at Fettes College and took medicine at Edinburgh and Glasgow
universities. He then studied ophthalmology in Vienna and Paris, practising



briefly in London. In 1889 he turned from medicine to music, entering the
RAM for a year, his only formal musical training. His compositions began to
be performed at the Crystal Palace and Queen's Hall, notably the
symphonic poem The Passing of Beatrice in 1892. Wallace wrote widely in
journals, editing the New Quarterly Musical Review for a few years. He
examined the physiological and psychological aspects of music in his
books The Threshold of Music and The Musical Faculty, two of the best
contributions to the subject area. He was honorary secretary of both the
Philharmonic Society (1911-13) and the Society of British Composers.
During the war years Wallace worked again as a doctor and in later life
became librarian and professor of harmony and composition at the RAM.

Walllace's series of symphonic poems made him the first British exponent
of the genre, modelling them on those of his idol Liszt both formally and
stylistically; Villon (1909) was his most successful essay. He also drew on
Scottish idiom in A Scots Fantasy and the Jacobite Songs, coupled with
Wagnerian influences in The Massacre of the Macpherson (¢1910). In
Wallace ad 1305—1905 he used the traditional melody ‘Scots wha hae wi’
Wallace bled'. He was stylistically more advanced and less conservative
than his compatriots MacCunn and Mackenzie, but his music is primarily
that of a thinker, although in his first book, The Threshold of Music
(London, 1908), he gave the view ‘there is no mental process which in any
respect resembles music’.
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Spanish Improvisations, vocal qt, pf, 1893 (1911); My Soul is an Enchanted Boat
(P.B. Shelley), Bar/C, vn, pf, 1896;




MSS in GB-Lam and GB-En

WRITINGS
MS documents and letters in GB-En and Lbl

The Divine Surrender: A Mystery Play (London, 1895)

The Threshold of Music: an Inquiry into the Development of the Musical
Sense (London, 1908)

The Musical Faculty: its Origins and Processes (London, 1914)
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Liszt, Wagner and the Princess (London, 1927)
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DUNCAN J. BARKER

Wallaschek, Richard

(b Brno, 16 Nov 1860; d Vienna, 24 April 1917). Austrian writer on music.
He studied law and philosophy in Vienna, Heidelberg and Tlbingen (1878—
85), and graduated in philosophy at Tubingen in 1885 and law at Berne in
1886. After the publication in 1886 of his Asthetik der Tonkunst he became
a lecturer in philosophy in Freiburg. From 1890 to 1895 he studied in
London, and in 1896 he went to the University of Vienna to lecture on the
psychology and aesthetics of music. In 1908 he was made an extraordinary
(unsalaried) professor, and in 1911 a salaried university professor. He
taught the aesthetics of music in the conservatory of the Gesellschaft der
Musikfreunde (1900-02) and also wrote music articles and reviews for Die
Zeit (1896-1904).



According to Graf (1974), Wallaschek's appointment in 1896 to the
University of Vienna marks the beginning of the field of comparative
musicology. Noted for his positivistic and empirical approach to
musicological study, in Primitive Music (1893) he made a detailed
examination of the musical instruments of ethnic groups and developed
Wagner's theory that the origin of music lies in rhythm and the dance; he
opposed Herbert Spencer's idea that music is an outgrowth of speech. His
article ‘On the Difference of Time and Rhythm in Music’ (1895) discusses
rhythm as ‘the form of the objective movement’ and time-sense (Takt) as
‘the form of the perceiving subjective mind’. His theory of feeling was
developed from Schopenhauer and Wagner, but he himself was a pioneer
in his work on musical psychology. His most important ideas are
consolidated in the posthumous Psychologische Asthetik (1930), which
includes an assessment by his friend and disciple Robert Lach.

WRITINGS
(selective list)

Asthetik der Tonkunst (Stuttgart, 1886)

‘On the Origin of Music’, Mind, xvi (1891), 375-86 [reply to H. Spencer:
‘The Origin of Music’, ibid, xv (1890), 449-68; see also Spencer, ibid,
xvi (1891), 535-7, and Wallaschek, ibid, new ser., i (1892), 155-6]

‘Das musikalische Gedachtnis und seine Leistungen bei Katalepsie, im
Traum und in der Hypnose’, VMw, viii (1892), 204-51

Primitive Music (London, 1893/R, enlarged 2/1903 as Anfdnge der
Tonkunst)

‘How We Think of Tones and Music’, Contemporary Review, Ixvi (1894),
259

‘On the Difference of Time and Rhythm in Music’, Mind, new ser., iv (1895),
28-35

Psychologie and Pathologie der Vorstellung (Leipzig, 1905)
Das k.k. Hofoperntheater (Vienna, 1909)
Psychologie und Technik der Rede (Leipzig, 1909, 2/1914)

Psychologische Asthetik, ed. O. Katann (Vienna, 1930)

BIBLIOGRAPHY

R. Lach: ‘Zur Erinnerung an Richard Wallaschek’, Zeitschrift fiir Asthetik
und allgemeine Kunstwissenschatft, xii (1917), 352-9; repr. in
Psychologische Asthetik (1930)

W. Graf: ‘Osterreichs Beitrage zur Musikethnologie’, Beitrédge Osterreichs
zur Erforschung der Vergangenheit and Kulturgeschichte der
Menschheit (New York, 1959)



W. Graf: ‘Die vergleichende Musikwissenschaft an der Universitat Wien’,
Mitteilungen der Anthropologischen Gesellschaft in Wien, xcv (1965),
155-61

W. Kummel: ‘Musik und Musikgeschichte in biologistischer Interpretation’,
Biologismus im 19. Jahrhundert (1973), 108—46

W. Graf: ‘Die vergleichende Musikwissenshaft in Osterreich seit 1896’,
YIFMC, vi (1974), 1543

E. Partsch: ‘Von der Historie zur Empire: Richard Wallascheks Entwurf
einer Reformierten Musikwissenschaft’, SMw, xxxvi (1985), 87-110

S. McColl: ‘Positivism in Late Nineteenth-Century Thought about Music:
the Case of Richard Wallaschek’, SMA, xxvi (1992), 34—47

J.A. FULLER MAITLAND/DAVID CHARLTON/SUZANNE M. LODATO

Wallberg, Heinz

(b Herringen, nr Hamm, 16 March 1923). German conductor. He studied at
the Dortmund and Cologne conservatories and began his career as a
violinist and trumpeter in Cologne and Darmstadt. He made his conducting
début in Le nozze di Figaro at Munster in 1947 and worked in several
German cities, serving as music director at the Augsburg Stadtische
Buhnen in 1954 and at Bremen, 1955-60. He was music director at
Wiesbaden, 1960-74, and at the same time appeared regularly at the
Vienna Staatsoper. He made his Covent Garden début in 1963 with Der
Rosenkavalier. As music director at Essen (1975-91) he opened the new
Aalto-Theater there (1988). He was also chief conductor of the Bavarian
RSO (1975-82), with which he recorded more than a dozen operas and
operettas, including Humperdinck’s Kénigskinder, Leoncavallo’s La
boheme, Lortzing’s Zar und Zimmermann, Flotow’s Martha, Egk’s Peer
Gynt and a much-praised version of Weinberger's Svanda the Bagpiper.
Other recordings include orchestral works by the Czech composer Jindfich
Feld, and choral ballads by Schumann. His work in Australasia included the
first production in New Zealand of Die Meistersinger, at Wellington in 1990,
and in 1991 he made a belated American début with the National SO,
Washington, DC.

NOEL GOODWIN

Wallek-Walewski, Bolestaw

(b Lwoéw, 23 Jan 1885; d Krakow, 9 April 1944). Polish composer,
conductor and teacher. He studied in Lwow with Sottys, Niewiadomski
(theory and composition) and Maliszowa and Zelinger (piano), at the
Krakéw Conservatory with Zelenski and Szopski, and in Leipzig with
Riemann (musicology) and Prufer. In 1910 he was appointed professor at
the Krakow Conservatory, where he was made director in 1913. Founder,
artistic director and conductor of the choral society Echo Krakowskie, he
also conducted opera and orchestral concerts. As a composer, employing
a traditional Romantic style, he excelled particularly in choral music. His
opera Pomsta Jontkowa was planned as a sequel to Moniuszko’s Halka.

WORKS



(selective list)

Ops: Pan Twardowski (A. Bandrowski), 1911, Krakoéw, 1915; Dola [Lot] (Wallek-
Walewski), Krakow, 1919; Pomsta Jontkowa, 1926; Legenda o krolewnie Wandzie
[The Legend of the King’s Daughter Wanda] (M. Jaroszanka), 1936; Zona dwoch

mezow [The Wife of Two Husbands], inc.; Kochanek Marili [Marila’s Lover], inc.

Orch: Pawet i Gawet, sym. poem after A. Fredro, perf. 1908; Zygmunt August i
Barbara, sym. poem, 1912; Intermezzo fantastyczne, before 1913; incid music

Principal publishers: Krzyzanowski, PWM
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MIECZYStAWA HANUSZEWSKA

Wallen, Errollyn

(b Belize City, Belize, 10 April 1958). British composer, pianist and singer
of Belizean birth. Educated in the British Isles from the age of two, she
trained as a dancer at the Maureen Lyons School of Dancing and the
Urdang Academy before taking dance classes at the Dance Theater of
Harlem (1976-8). She studied music at Goldsmiths College, London (BMus
1981) and composition with LeFanu and Lumsdaine at King’s College,
London (MMus 1983). After working with the cabaret band Pulse, she co-
established the Wallen Parr recording studio and music production
company in 1986. As well as composing for film and television, she wrote
many of her early works for Nanquidno (four players on two pianos) and
her own Ensemble X. Her tribute to Nelson Mandela, In Our Lifetime for
baritone and tape (1990), was later choreographed for the London
Contemporary Dance Company. In 1993 her chamber opera Four Figures
with Harlequin was first performed by the Garden Venture of Covent
Garden. Other works have been commissioned by a wide range of groups
and performers including the Hallé, Birmingham Contemporary Music
Group, the Royal Ballet, the BBC, the baritone Thomas Buckner and the
jazz saxophonist Courtney Pine.

Wallen draws inspiration from a great diversity of sources in her music. It is
above all characterized by a deeply expressive lyricism, as in the Christine
de Pisan setting Dark Heart (1991), and a delight in vibrant dance rhythms,
as in the last movement of the Concerto for Percussion and Orchestra
(1994), commissioned and broadcast by the BBC. She has also produced
an album on which she performs her own songs, Meet me at Harold
Moores (1998).

WORKS

(selective list)



Dramatic: The Singing Ringing Tree (musical play, C. Keatley), 1991; Heart (ballet,
choreog. D. Wong), 1992; 1-2-3-4 (elec ballet, choreog. J. Marley, Wong, B.
Mathias), 1993; E.D.R. (ballet, choreog. Wong), 1993; Four Figures with Harlequin
(chbr op, Wallen), 1993; Waiting (ballet, choreog. C. Bruce), 1993; Look! No Hands!
(op, C. Oswin), 1996; Horseplay (ballet), 1997; Nijinska’s Whistle (music theatre, K.
Westbrook), 1998; 3 radio plays

Chbr and solo inst: Variations, str qt, 1983; Mythologies, cl, sax, vn, vc, pf, perc,
1988; Str Qt no.2, 1988; Memorias de un corazén en un pueblo pequefio, fl,
gui/mand, db, perc, 1989; Jelly Dub Mix, sax, str qt, tape, 1990; Until You Do, 2 pf,
sax, elec b gui, drums, 1991; Mondrian, wind gnt, b cl/sax, tpt, pf, str qt, db, 1992;
Dogness, elecs, 1994; Phonecalls from Besieged Cities (J. Shapcott), spkr, tape,
1994; Rapture, va, pf, 1998

Vocal: Take (Wallen), S, pf, tape, 1988; It All Depends on You (P. Larkin), S, 2 cl,
tape, 1989; In Our Lifetime (Wallen), Bar, tape, 1990; Dark Heart (C. de Pisan), S,
pf, 1991; Having Gathered his Cohorts (Wallen), Bar, 2 cl, 1991; | Hate Waiting
(Wallen), 1v, cl, sax, tpt, pf, elec b gui/db, perc, tape, 1991; Are You Worried about
the Rising Cost of Funerals? 5 Simple Songs (Wallen), S, str qt, 1994; Gastarbeiter
(J. Kay), Mez, cl, va, db, perc, 1994; Shit in her Eyes (D. Levy), 1v, amp vn, elec b
gui, drums, 1994; Music for Alien Tribes (Wallen, G. Simpson), 1v, vn, kbd, elecs,
tape, 1996; One Week Short of a Valentine (Wallen), Mez, fl, vc, db, pf, 1997; The
Devil and the Doctor (Wallen), 1v, str, pf, 1997; Benediction (Bible: Zephaniah iii.3),
SSA, 1998; Demon (Wallen, after Bible: Mark xiii), SATB, orch, 1998; Meet me at
Harold Moores (Wallen), song album, 1998
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SOPHIE FULLER

Wallenstein, Alfred

(b Chicago, 7 Oct 1898; d New York, 8 Feb 1983). American conductor and
cellist. Educated in Los Angeles, he played in various theatre orchestras
before joining the cello section of the San Francisco SO at the age of 17.
After moving to the Los Angeles PO (1919), he studied medicine in Leipzig
as well as the cello with Julius Klengel. He was principal cellist with the
Chicago SO (1922-9) and the New York PO under Toscanini (1929-36).
He conducted his first orchestral concert for a New York broadcast in 1931,
and formed the Wallenstein Sinfonietta two years later. Returning to Los
Angeles in 1943, he became musical director of the Los Angeles PO, a
post he held with authority and distinction until 1956. He was active in
numerous educational projects, and served as musical director for the radio
station WOR in New York. He joined the faculty of the Juilliard School of



Music in New York in 1968, becoming head of the orchestral department in
1971.

MARTIN BERNHEIMER

Waller, Fats [Thomas Wright]

(b New York, 21 May 1904; d Kansas City, MO, 15 Dec 1943). American
jazz and popular pianist, organist, singer, bandleader and composer.

1. Life.

His father Edward Waller, a Baptist lay preacher, conducted open air
religious services in Harlem, at which as a child Fats Waller played the
reed organ. He played the piano at his public school and at the age of 15
became organist at the Lincoln Theatre on 135th Street. His father hoped
that Waller would follow a religious calling rather than a career in jazz, but
after the death of his mother, Adeline Waller, in 1920 he moved in with the
family of the fellow African American pianist Russell Brooks. Through
Brooks, Waller met James P. Johnson, under whose tutelage he developed
as a pianist, and through whose influence he came to make piano rolls,
starting in 1922 with Got to cool my doggies now (QRS).

In October 1922 Waller made his recording début as a soloist for Okeh with
Muscle Shoals Blues and Birmingham Blues and the same year began a
series of recordings as an accompanist for several blues singers. A
collaboration with Clarence Williams in 1923 led to the publication of
Waller’'s Wild Cat Blues, which Williams recorded with his Blue Five,
including Sidney Bechet (July 1923). Another composition, Squeeze me,
was published the same year, and these began to establish Waller's
reputation as a composer of material performed and recorded by other
artists. 1923 also saw his broadcasting début for a local station in Newark,
followed by regular appearances on WHN, New York. Waller continued to
broadcast as a singer and soloist throughout his life, including, from 1932
to 1934, ‘Fats Waller's Rhythm Club’ and ‘Moon River’ (on which he played
the organ). During the early 1920s he continued as organist at the Lincoln
and Lafayette theatres, New York.

In 1927 Waller recorded his own composition Whiteman Stomp with
Fletcher Henderson’s orchestra (Col.); Henderson also made use of further
pieces by Waller, including I'm crazy ‘bout my baby and Stealin’ Apples.
Waller also worked as a composer with the lyricists Edgar Dowell, J.C.
Johnson, Andy Razaf and Spencer Williams. With Razaf he worked on
much of the music for the all-black Broadway musical Keep Shufflin’
(1928). Their later collaborations for the stage included the show Connie’s
Hot Chocolates (which opened in May 1929 and incorporated the songs
Black and Blue and Ain’t Misbehavin’) and the revue Load of Coal (which
included Honeysuckle Rose). Waller's Carnegie Hall début was on 27 April
1928, when he was the piano soloist in a version of James P. Johnson’s
rhapsody Yamekraw for piano and orchestra.

Waller began his recording association with Victor in 1926. Although he
recorded with various groups, including Fats Waller's Buddies (1929, one



of the earliest interracial groups to record), his most important contribution
was a series of solo recordings of his own Harlem stride piano
compositions: Handful of Keys, Smashing Thirds, Numb Fumblin’ and
Valentine Stomp. After sessions with Jack Teagarden (1931) and Billy
Banks’s Rhythmakers (1932), he began in May 1934 the voluminous series
of recordings with a small band known as Fats Waller and his Rhythm.

In the mid-1930s Waller worked on the West Coast with Les Hite’s band at
Frank Sebastian’s New Cotton Club. He also appeared in two films while in
Hollywood in 1935: Hooray for Love! and King of Burlesque. For tours and
recordings Waller often led his own big band. The group’s version of | got
rhythm includes a ‘cutting contest’ of alternating piano solos by Waller and
Hank Duncan (1935, HMV).

In 1938 Waller undertook a European tour and recorded in London with his
Continental Rhythm as well as making solo pipe-organ recordings for HMV.
His second European tour the following year was terminated by the
outbreak of war, but while in Britain he recorded (also for HMV) his London
Suite, an extended series of six related pieces for solo piano: ‘Piccadilly’,
‘Chelsea’, ‘Soho’, ‘Bond Street’, ‘Limehouse’ and ‘Whitechapel’. It is
Walller’'s longest composition and represents something of his aspirations
to be a serious composer rather than just the author of a string of hit songs.

The last few years of Waller’s life involved frequent recordings and
extensive tours of the USA. In early 1943 he returned to Hollywood to
make the film Stormy Weather with Lena Horne and Bill Robinson, in which
he led an all-star band which included Benny Carter and Zutty Singleton.
He undertook an exceptionally heavy touring load in that year, as well as
collaborating with the lyricist George Marion for the stage show Early to
Bed. The touring, constant abuse of his system through overeating and
overdrinking and the nervous strain of many years of legal trouble over
alimony payments all took their toll and his health began to break down. He
was taken ill during a return visit to the West Coast as solo pianist at the
Zanzibar Room, Hollywood, and died of pneumonia while travelling back to
New York by train with his manager, Ed Kirkeby.

2. Works and style.

Waller’'s greatest importance lies in his several contributions to jazz piano.
His original stride pieces in the Johnson tradition, including Handful of
Keys, Smashing Thirds, Numb Fumblin’, Valentine Stomp, Viper’s Drag,
Alligator Crawl and Clothes Line Ballet (all Vic.), clearly illustrate his
imaginative and broadly expressive style. The fullness and variety of his
tone are still unsurpassed, and he used a wide dynamic range to great
expressive and dramatic effect. Harmonically, he sometimes added inner
pitches to the customary octaves or 10ths in the left hand, producing richly
voiced three-note chords; his chromatic alterations and passing notes
undoubtedly influenced Art Tatum. His improvised melodies were perhaps
even more tuneful and less formulaic than those of his mentor Johnson,
though in this he was not as consistently inventive as Earl Hines. Waller’s
use of rhythm was in the classic stride tradition, and its characteristics
included occasional three-beat cross-rhythms in the left hand. All of these
features were present in his playing by 1929, as is made clear by My
feelin’s are hurt (ex.1), which was recorded in that year. With his group



Fats Waller and his Rhythm he produced many musically rewarding
sessions for Victor during the 1930s. Performances such as Swingin’ them
Jingle Bells (1936) reveal a remarkably tight ensemble and memorable
solos by his sidemen.

Waller was the first significant jazz organist. During the mid-1930s he was
one of the first musicians to employ the celesta in jazz and frequently
played the instrument in combination with the piano.

Waller’'s successful popular songs Ain’t Misbehavin’ and Honeysuckle
Rose are typical of a long series of such works that were responsible for
his fame as a satirical entertainer and songwriter and brought him a
following rivalling that of Louis Armstrong. Because of this the serious side
of his musical personality was little appreciated during his lifetime and
remained largely underdeveloped. As a singer he could give creditable jazz
renditions of songs which he considered to have real musical merit. His
vocal style, clearly in the tradition established by Armstrong, showed a
tasteful and highly personal use of vibrato. On his own novelty songs, such

as Your feet’s too big (1939, BD), his use of comic effects and spoken or
shouted asides showed at times a genuine sense of comedy; more often,
however, he used his wit to draw subtle but unmistakable attention to the
vapidity of the material he was expected to record. Unfortunately, Waller's
public often demanded more of his exaggerated stage personality than of
his unique creative gifts.

xl

WORKS

(selective list)

complete listing in Wright

stage
Keep Shufflin’ (musical comedy, A. Razaf), Philadelphia, Gibson’s, 13 Feb 1928




club], May 1929 ]
Fireworks of 1930 irevuei, New York, Lafaiette, 28 June 1930, collab. J.P. Johnson

Early to Bed (musical comedy, G. Marion), Boston, Shubert, 24 May 1943
instrumental

Pf: Hog Maw Stomp, 1924; Alligator Crawl [renamed House Party Stomp], 1925;
Old Folks Shuffle, 1926, collab. C. Williams; The Digah’s Stomp, 1928; Gladyse,
1929; Valentine Stomp, 1929; Handful of Keys, 1930; Numb Fumblin’, 1930; Viper's
Drag, 1930; African Ripples, 1931; Smashing Thirds, 1931; Clothes Line Ballet,
1934; Functionizin’, 1935; Bach Up to Me, 1936; Black Raspberry Jam, 1936;
Fractious Fingering, 1936; Lounging at the Waldorf, 1936; Paswonky, 1936; London
Suite, 1939; Jitterbug Waltz, 1942

songs

Wild Cat Blues, 1923, collab. Williams; Squeeze me (Razaf), 1923; Anybody here
want to try my cabbage (Razaf), 1924; In Harlem’s Araby (J. Trent), 1924; Georgia
Bo-Bo (Trent), 1926; Come on and stomp, stomp, stomp (C. Smith, I. Mills), 1927;
I’m goin’ huntin’, 1927, collab. J.C. Johnson; Ain’t Misbehavin’ (Razaf), 1929; My
feelin's are hurt (Razaf), 1929; Blue, turning grey over you (Razaf), 1929;
Honeysuckle Rose (Razaf), 1929; My fate is in your hands (Razaf), 1929; Sweet
Savannah Sue (Brooks, Razaf), 1929; What did | do to be so black and blue
(Razaf), 1929, collab. Brooks; Zonky (Razaf), 1929; I'm crazy 'bout my baby and my
baby’s crazy 'bout me (Hill), 1931; How can you face me (Razaf), 1932; Keepin’ out
of mischief now (Razaf), 1932; Strange as it seems (Razaf), 1932; Ain’t cha glad
(Razaf), 1933; You're breakin’ my heart (S. Williams), 1933; Stealin’ Apples (Razaf),
1936; Joint is Jumpin’ (Razaf), 1938; Spider and the Fly (Razaf, Johnson), 1938;
You can’t have your cake and eat it (S. Williams), 1939; Old Grand Dad, 1940; All
that meat and no potatoes (E. Kirkeby), 1941; Slightly less than wonderful (Marion),
1943

Principal publishers: Joe Davis, Mills, Southern Music, Williams
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ALYN SHIPTON (1), BILL DOBBINS (2)

Wallerstein.

See Oettingen.

Wallerstein, Anton

(b Dresden, 28 Sept 1813; d Geneva, 26 March 1892). German violinist
and composer. He began his career at the age of nine, playing in taverns
and in private houses, but also making a sensational appearance in Berlin
in 1827. In 1829 he joined the court orchestra in Dresden, then moved to
Hanover as Konzertmeister in 1832. He undertook several concert tours,
finally giving up regular employment in 1841 to devote himself to
performing and composition. He began to compose in 1830, becoming
famous for his large number of light salon pieces, mostly for violin and
piano, and especially for his dance music — polkas, quadrilles and galops.
The best-known included La coquette, Rédova parisienne (1846),
Studentengalopp and Erste und letzte Liebe. He also wrote some songs.
His last published work was also one of his more ambitious, a Souvenir du
pensionnat op.275 (Leipzig, ?1877), a suite of five contrasted dance
pieces.

JOHN WARRACK

Walleshauser, Johann Evangelist.

See Valesi, Giovanni.

Wallfisch [née Hunt], Elizabeth
(Tamara)

(b Melbourne, 28 Jan 1952). Australian violinist. She took lessons from
Jack Glickman and made her début in 1969 playing the Mendelssohn Violin
Concerto with the Melbourne SO. In 1971 she came to the RAM in London,
where she studied with Frederick Grinke; two years later she won the Bach
prize in the Flesch competition. She took up the Baroque violin in 1979 and
since 1982 has led the Raglan Baroque Players, with whom she has



recorded an award-winning disc of Locatelli's op.3 violin concertos. In 1989
she became leader of the Orchestra of the Age of Enlightenment (with
whom she has recorded the Bach and Haydn violin concertos) and in 1993
was appointed leader of the Carmel Bach Festival Orchestra in the USA.
Wallfisch's repertory extends well into the 19th century: she has performed
Brahms's Violin Concerto and Double Concerto (with her husband
Raphael), as well as works by Joachim. Between 1985 and 1991 she
played with the Purcell Quartet and from 1985 has performed with the
Locatelli Trio, with whom she has recorded sonatas by, among others,
Biber, Locatelli, Tartini and Schubert. Her richly colourful playing can also
be heard on a disc of Bach's unaccompanied sonatas and partitas.
Wallfisch has taught both the Baroque and modern violin at the RAM, and
since 1996 has taught the Baroque violin at the conservatory in The
Hague.

LUCY ROBINSON

Wallfisch, Raphael (Steven)

(b London, 15 June 1953). English cellist. He studied with Amaryllis
Fleming in London, 1967-9, Amadeo Baldovino in Rome, 1969, Derek
Simpson at the RAM, 1970-73, and with Piatigorsky at the University of
Southern California. He made his début in 1974 with the English Chamber
Orchestra at the Queen Elizabeth Hall, and in 1977 won the first prize in
the Gaspar Cassado International Competition in Florence. He has
appeared with many leading orchestras, and first appeared at the Proms in
1989. From 1980 to 1992 he played in a duo with his father, the pianist
Peter Wallfisch, with whom he made notable recordings of Brahms's cello
sonatas. Several works have been dedicated to him including Kenneth
Leighton's Alleluia Pascha Nostrum (1982) and concertos by Christopher
Steele (1990) and Robert Simpson (1992). Wallfisch has specialized in
music by British composers of the late Romantic period, and has recorded
the concertos of Bliss, Moeran, Finzi, Bax, Delius and Leighton; he has
also recorded the original version of Tchaikovsky's Variations on a Rococo
Theme. In 1980 he was appointed professor at the GSM in London.

BIBLIOGRAPHY
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Wallin, Rolf

(b Oslo, 7 Sept 1957). Norwegian composer. He studied composition with
Finn Mortensen and Olav Anton Thommessen at the Norwegian State
Academy of Music (1980-82) and with Roger Reynolds, Vinko Globokar
and Joji Juasa at the University of California, San Diego (1985-6). He is an
exceptionally versatile musician, having distinguished himself not only as
one of the leading Scandinavian composers of his generation, but also as a
performance artist and as a trumpeter within ensembles whose repertory
extends from early music to avant-garde rock. Wallin has received a
number of awards for his compositions: the Norwegian Society of



Composers' ‘Composition of the Year award for ... though what made it
has gone (1988) and the Clarinet Concerto (1996), the Bang & Olufsen
Music Award in 1989 and, for Stonewave, the Best Work award at the 1992
World Music Days in Warsaw. Wallin freely combines computer-generated
systems and mathematical formulae (e.g. fractals) with intuitive approaches
to composition, and the complex yet very plastic textures of his music are
reminiscent of composers such as Xenakis and Ligeti. Many of Wallin's
works play on contrasts between the liquid and solid states or, applied to
the medium of time, between movement and stasis.

WORKS

(selective list)

Stage: The Road between Water and Thirst, tape, 1987; Mannen som fant en
hestesko [The Man who Found a Horseshoe], live elecs, 1989; | hastlav lgper
grgnne damer [Green Ladies Run through the Autumn Leaves], tape, 1989; Da-Ba-
Da, tape, 1990; Varnatt [Spring Night], tape, 1992; Konsekvens, tape, 1993; Det
Talmodige [The Patient], tape, 1996; as the rice fall, tape, 1996

Vocal and chbr: Topologie d'une cité fantdme, chbr ens, 1982; Kaleidophony, brass
ens, 1984; Mandala, 2 pf, 2 perc, 1985; ...though what made it has gone, Mez, pf,
1987; Purge, perc, tape, 1989; Stonewave, 6/3/1 perc, 1990; ning, chbr ens, 1991;
Solve et Coagula, chbr ens, 1992; Too Much of a Good Thing, 6 elec gui, 3 perc,
1993; Twine, xyl, mar, 1995

Principal publishers: Norsk Musikforlag, Norwegian Music Information Centre
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HALLGJERD AKSNES

Wallis, John

(b Ashford, Kent, 23 Nov 1616; d Oxford, 28 Oct 1703). English
mathematician, experimental philosopher and music theorist. He entered
Emmanuel College, Cambridge, in 1632, graduated BA in 1637 and MA in
1640, the same year he was ordained. In recognition of his services to
parliament during the Civil War (e.g. decoding ciphers used by the royalist
army), Cromwell appointed Wallis to the Savilian Chair of Geometry at



Oxford in 1649. He lectured on harmonics as a branch of mathematics and
over the next half century established himself as the foremost English
authority on musical science. He was also one of the experimental
philosophers active in London and Oxford during the Interregnum who
became founder members of the early Royal Society of London. His dual
interest in mathematics and experimental philosophy is reflected in his
music theory, which was written entirely from the perspective of a scholar
rather than a practising musician.

Wallis's outstanding contribution to music theory was his Greek edition with
Latin translation (1682) of Ptolemy's Harmonika (mid-2nd century) and the
commentaries on it by Porphyry and Bryennius (1699). His edition of
Ptolemy, one of the most important sources on ancient Greek music
theory, remained a standard authority until the 20th century. He had been
appointed as Keeper of the University Archives in 1658 and had had
access to Greek manuscripts collated and studied by Peter Turner (a
former Savilian Professor of Geometry) and Edmund Chilmead before the
latter's ejection from Christ Church in the late 1640s. In an appendix to
Ptolemy, Wallis identified the chief differences between ancient and
modern music, and an English summary of his conclusions was published
in the Philosophical Transactions of the Royal Society (1698).

It was also via the Philosophical Transactions in 1677 that he alerted
readers to the discovery of the existence of nodes, made by two Oxford
scholars, William Noble and Thomas Pigot, in about 1674. This curious
property of vibrating strings had already been described in an essay by
Narcissus Marsh in Robert Plot's Natural History of Oxfordshire (Oxford,
1677), and the physics of musical strings (studied by Mersenne and Galileo
Galilei in the 1620s and 30s) had been investigated by Wallis and other
Royal Society members in 1664—5. Wallis was also interested in the organs
of speech and hearing, and wrote extensively on the structure and origins
of language, as well as participating with William Holder in a debate on
teaching the deaf and dumb.

Wallis's knowledge of ancient harmonic doctrine clearly informed his
contribution to modern debates on tuning and temperament. It was in
response to John Birchensha's theories presented to the Royal Society in
1664 that he first began to articulate his theory of tonality based on
Ptolemy's authority in a series of letters to the society's secretary, Henry
Oldenburg. Only by the third letter did Wallis acknowledge the contribution
of more recent authors such as Kepler and Mersenne to this subject. In the
1670s and 80s he gave public support to Thomas Salmon's scheme for
improving the tuning of fretted instruments described in the latter's A
Proposal to Perform Musick; Perfect and Mathematical Proportions
(London, 1688). By means of an adjustable fingerboard it would be
possible to play the intervals of Ptolemy's syntonic diatonic scale (i.e. just
intonation). The same Ptolemaic ideal underpins Wallis's 1698 article in
which he describes the system of equal temperament used by the organ
builder Renatus Harris. While accepting the need for some system of
temperament in instruments, he seems to have shared Salmon's conviction
that if music could be played using just intonation this might produce the
kind of ethical effects described by ancient authors. In his letter to Andrew
Fletcher ‘Concerning the Strange Effects reported of Musick in Former



Times’ (1698), Wallis attributed most of these effects either to exaggeration
by the authors themselves, or to the simplicity of ancient people. Yet
having noted that the aim of modern music is to please the ear, he
observed that musicians probably would still be able to excite the passions
of their listeners if this was their intention.

The brief articles Wallis published in the Philosophical Transactions seem
to have had a far greater influence on later readers than his more original
Latin writings. Like other areas of his work, however, his musical
scholarship relied considerably on other people's ideas, and he tended to
pass them off as his own. As Anthony Wood observed, he could ‘at any
time, make black white and white black, for his own ends, and hath a ready
knack of sophistical evasion’.

WRITINGS
only those on music

Correspondence with Henry Oldenburg on John Birchensha's tuning, 7, 14,
25 May 1664 (London, Royal Society Library, W1, nos.7-9); ed. A.R.
Hall and M.B. Hall in The Correspondence of Henry Oldenburg
(Madison, WI, 1965-77), ii

‘Of the Trembling of Consonant Strings: Dr Wallis's Letter to the Publisher,
concerning a New Musical Discovery’, 14 March 1677, Philosophical
Transactions, no.134 (23 April 1677), 12, 839-44

Claudii Ptolemaei Harmonicorum libri tres (Oxford, 1682, R/1699 in Opera
mathematica, iii), incl. appx, ‘De veterum harmonica ad hodiernam
comparata’

‘A Question in Musick lately proposed to Dr Wallis, concerning the Division
of the Monochord, Or Section of the Musical Canon: With his Answer
to it’, 5 March 1698, Philosophical Transactions, no.238 (March 1698),
20, 80-88

‘A Letter of Dr John Wallis to Samuel Pepys Esquire, relating to some
supposed Imperfections in an Organ’, 27 June 1698, Philosophical
Transactions, no.242 (July 1698), 20, 249-56

‘A Letter of Dr John Wallis to Mr Andrew Fletcher: Concerning the Strange
Effects reported of Musick in Former Times, beyond what is to be
found in Later Ages’, 18 Aug 1698, Philosophical Transactions, no.243
(Aug 1698), 20, 297-303

Porphyrii commentarius in librum primum Harmonicorum Claudii Ptolemaei:
atque Manuelis Bryennii commentarius in tres libros Harmonicos
ejusdem Ptolemaei ... graece ac latine (Oxford, 1699, as pt of Opera
mathematica), iii

Correspondence with Thomas Salmon on tuning systems (Ob Add. D.105,
ff.92-3, 124—7; English Letters ¢.130)



Letter concerning an ancient Greek MS found at Budapest (GB-Lb/
Lansdowne 763, f.124)
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PENELOPE GOUK

Walliser [Waliser, Walleser,
Wallisser], Christoph Thomas

(b Strasbourg, 17 April 1568; d Strasbourg, 26 April 1648). Alsatian
teacher, composer and choral director. His father, also named Christoph
Thomas (1542-92), left Nuremberg around 1566 and settled in Strasbourg,
taking up a teaching post at the parish school of Jung St Peter. His mother,
Margarethe Offner, was the daughter of the pastor there. Walliser attended
the Schola Argentinensis where he followed the methods of Jean Sturm in
his classical and humanist studies, until his father moved to Heilbronn in
1584. From that time he studied music, science and the liberal arts while
travelling in Bohemia, Hungary, Italy, Switzerland and several places in
Germany. Melchior Vulpius of Speyer and Tobias Kindler of Zittau were
among his teachers. In 1595 he was awarded a scholarship by the
authorities in Strasbourg which enabled him to travel to Italy, where, in
Bologna, he became a student and assistant of Aldrovandus, a natural
scientist.

Walliser returned to Strasbourg in 1598 to become a teacher and
subsequently musicus ordinarius at the Gymnasium, where all students
were required to attend five music classes each week. He wrote and
directed the choral music accompanying theatrical performances,
celebrations and convocations, in addition to fulfilling his duties as a figural
cantor at the cathedral. In 1600 he was appointed vicarius altarius at the
Thomaskirche, and was promoted to the post of magister artium on 24
March 1601. His marriage on 21 July 1601 to Margareta Kieffer, daughter
of the publisher Karl Kieffer, resulted in many children, all of whom died
before their father. In 1605 he assumed directorship of the publicum
exercitium musicum, a group of students from various schools in
Strasbourg and interested townspeople who met weekly at the
Predigerkirche to perform music. A year later he took charge of the music



for Sunday Vespers at the cathedral but faced serious opposition in this
post from a group of radical Protestants who wanted to ban instrumental
music and vocal polyphony from the church. To avoid such a restriction, in
some of his compositions at that time he assigned alternate stanzas of the
chorale to the congregation in unison, interspersed with vocal polyphony,
instrumental interludes or organ solos.

In 1634, a year after the death of his first wife, Walliser married Margarethe
Seuppel. Because of diminishing enrolment at the school due to the Thirty
Years War, he was dismissed from his post in that year. He made his last
public appearance in 1638 on the occasion of the centenary celebration of
the founding of the Protestant Gymnasium, when he directed his work for
double choir, Fons Israelis. His last work, the canon Christe, tui vivo
vulneris auspicio (Christoph Thomas VValliser Argentoratensis), appeared
in 1643. In his last years he was extremely poor and had to depend for his
living on gifts from friends and the sale of his library to the Thomaskirche.

Wallliser’s several musical appointments and his compositions show him to
have been the most important musician in Strasbourg during the period
1600-50. In addition, the wide dispersion of his works attests to his
reputation elsewhere. His teaching methods followed Sturm’s principles,
and in his treatise, Musicae figuralis Praecepta brevia, he included about a
hundred progressive exercises composed on Latin and German texts
which aim at teaching and memorising Latin poetry and moral education. In
the majority of his motets he made use of Strasbourg chorales, including
melodies by Matthias Greiter and Wolfgang Dachstein taken from the
Teutsch Kirchenampt (Strasbourg, 1525). He followed the traditional 16th-
century German practice of stating the entire cantus firmus in one or more
voices in such a way that the melody could be clearly heard. Less
frequently the accompanying voices are constructed with motifs derived
from the cantus firmus. For variety, homophonic passages alternate with
imitative sections, and there is frequent rhythmic alteration of the chorale
melody. Vestiges of 15th—16th century Franco-Flemish counterpoint, and of
the German tenorlied technique, can be seen in his work. In his theatrical
music and compositions not based on a cantus firmus Walliser included,
though never to extremes, some traits of the ‘modern’ Italian secular style —
rapid declamation, sharp rhythmic contrasts, word-painting, concertato
effects and symbolism. His madrigals, unfortunately, are lost.

Wallliser’s father composed a chorale, Am End hilf mir, Herr Jesu Christ,
and set to music the German drama Ein schén tréstlich Spyl nemlich die
schén History Esther, inspired by Hans Sachs’s Die gantze historie der
Hester, which was performed in Strasbourg in 1568.

WORKS

published in Strasbourg unless otherwise stated

Teutsche Psalmen i8 motetsi, 5vv, insts iNurember(';, 1602i

Catecheticae Cantiones Odaeque spirituales Hymni et cantica praecipuorum totius
anni festorum et Madrigalis (1611), lost

In festum nativitatis Domini (3 motets), 5vv (1613)



Te Deum laudamus, 6vv i1617i

Herrn Wilhelmus Salusten von Bartas Triumph des Glaubens, 5vv (1627)

Fons Israelis, 8vv (1641)

2 canons in C. Demantius: Isagoge artis musicae (Jena, 1632, 9/1656

1 chorus from Elias i1613i 1672

Honori et amori ... M. Nicolai Ferberi, 5vv (MS, F-Sm, 1605

Hexaphonia, 6vv (MS, F-Pc, 30 Nov 1643)

Musicae figuralis praecepta brevia (Strasbourg, 1611)
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E. Weber: ‘L'apport de Christoph-Thomas Walliser au théatre scolaire’,
Festschrift Christoph-Hellmut Mahling, ed. A. Beer, K. Pfarr and W.
Ruff (Tutzing, 1997), 1531-40

La musique en Alsace hier et aujourd’hui (Strasbourg, 1970) [incl. J.
Nogues: ‘Cing vieux maitres alsaciens’, 73—82 and R. Kopf: ‘Les
compositeurs de musique instrumentale en Alsace au XVlle siécle,
83-94]

CLYDE WILLIAM YOUNG/EDITH WEBER

Wallmann, Johannes



(b Leipzig, 23 Feb 1952). German composer. He studied at the Weimar
Musikhochschule (1968—73), where his teachers included Gunter Lampe,
and at the DDR Akademie der Klnste, where he attended Friedrich
Goldmann's masterclass (1980-81). He also took instruction in the
philosophy of art with the Gotha painter Kurt W. Streubel (from 1976). He
founded the gruppe neue musik weimar in 1975 and served as its director
until 1985. When his experimental works came into conflict with the cultural
policies of the DDR, he applied for permission to leave the country. He
moved to West Germany in 1988.

Wallmann has applied himself to the acoustic design of human experience
and the human environment. From 1976 he created compositions in space
and sound, and devised musical combination games. Between 1982 and
1986 he developed an extensive theory of ‘Integral Art’, an integration of
music and sound that provides an alternative to the culture of the concert
hall. His first practical realization of the theory came with the Bauhutte
KLANGZEIT WUPPERTAL (1990-93), a large-scale working process
comprised of project groups, concerts, seminars, installations and festivals.
Subsequent compositions have derived from his interest in acoustic space:
GLOCKEN REQUIEM DRESDEN (1994-5), performed on the 50th
anniversary of the destruction of the city by Anglo-American bombers,
made use of 129 Dresden church bells; KLANG FELSEN HELGOLAND
(1996) is scored for soprano, organ, rock acoustics, seagulls’ cries and the
sound of waves.

WORKS

(selective list)

Inst: Str Qt no.1, 1974; Stadien, pf, orch, 1976-8; moderabel 1, 4 variable insts,
1978; Synopsis, fl, cl/vn, eng hn/va, bn, hn, 1979 [with paintings by K.W. Streubel];
axial, orch, 1982; rivolto, fl, vn, bn, pf, 1983; intars, vc, orch, 1985; suite moderabel,
variable insts, 1988; ZEIT-KLANG-LANDSCHAFT, 2 vn, 4 cl, 2 bn, 1993; AURI, ob,
cl, hn, bn, pf, 1994; see also Musical games

El-ac: montagen-de-montage, 4 insts, elecs, 1985; Schweben und héren, aerial
railway, cptr, 1991

Other works: Zustande ‘Ampelspiel fur Publikum’, conceptual work, 1975;
KLANGZEIT WUPPERTAL, conceptual work, 1990-93; Klangsegel, installation,
Wauppertal, 1992, collab. R. Dunkel; ZEITSCHWINGUNG, installation, Berlin-Buch,
1993; GLOCKEN REQUIEM DRESDEN, environmental work, 129 church bells,
1994-5; KLANG FELSEN HELGOLAND, environmental work, S, org, cptr, seagulls,
waves, lighthouse, 1996; ZEITzeit: raumRAUM, installation, Berlin, 1996

Principal publishers: Peters, Deutscher Verlag, TausendKlange/edition integral

WRITINGS



INTEGRAL ART’, Positionen: halbjahreszeitshrift an des Universitéten
Berlin, Hannover, Wien, nos. 6—7 (1990)

‘FUr eine neue Avantgarde’, Positionen: halbjahreszeitshrift an des
Universitaten Berlin, Hannover, Wien, no.8 (1991)

‘Klang und Stille: Utopie und Wirklichkeit einer integralen Klangkunst’, Der
Verlust der Stille: Ansétze zu einer akustischen Okologie: Bad
Herrenalb 1994, ed. K. Nagorni (Karlsruhe, 1995)
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A. Richter: ‘Mentale Zusammenhange’, NZM, Jg.149, no.11 (1988), 28
only

F. Spangemacher: ‘Zwischen den Stuhlen’, MusikTexte, nos.46—7 (1992),
155-6

GISELA NAUCK

Wallner, Bertha Antonia

(b Munich, 20 Aug 1876; d Munich, 29 Oct 1956). German musicologist.
She studied in Munich at the Akademie der Tonkunst and with Sandberger
and Kroyer at the university, where she took the doctorate in 1910 with a
dissertation on music of the 16th and 17th centuries. Subsequently she
worked with Sandberger, preparing inventories for Denkmaler der Tonkunst
in Bayern, including a catalogue of Michael Haydn's works in the Bavarian
State Library. After holding an appointment at the Salzburg Mozarteum
(1942-5), she returned to Munich and continued her research on Bavarian
music to the end of her life. She drew attention to many previously
neglected sources of music and documents of the 15th, 16th and 17th
centuries and did much to define the musical character of Munich and
Bavaria in those periods. Her editions include performing editions of
Beethoven's piano sonatas (Munich, 1952-3) and piano pieces by Mozart
(Munich, 1955).

WRITINGS

Musikalische Denkméler der Steinatzkunst des 16. und 17. Jahrhunderts
nebst Beitrdgen zur Musikpflege dieser Zeit (diss., U. of Munich, 1910;
Munich, 1912)

‘Sebastian Virdung von Amberg: Beitrage zu seiner Lebensgeschichte’,
KJb, xxiv (1911), 85-106

‘Die Musikalien der Wittelsbacher-Ausstellung der kgl. Hof- und
Staatsbibliothek zu Minchen, 1911°, ZIMG, xiii (1911-12), 82-9

Der kunstvolle Liedertisch im Rathause zu Amberg (Amberg, 1912)

Beitrdge zur Geschichte der Kirchenmusik bei St. Peter in Miinchen
(Munich, 1916)

‘Ein Instrumentenverzeichnis aus dem 16. Jahrhundert’, Festschrift zum
50. Geburtstag Adolf Sandberger (Munich, 1918), 275-86

‘Die Grundung der Minchener Hofbibliothek durch Albrecht V. und Johann
Jakob Fugger’, ZMw, ii (1919-20), 299-305

‘Die Bilder zum achtzeiligen oberdeutschen Totentanz, ein Beitrag zur
Musik-lkonographie des 15. Jahrhunderts’,ZMw, vi (1923—-4), 65-74



‘Urkunden zu den Musikbestrebungen Herzog Wilhelms V von Bayern’,
Gedenkboek aangeboden aan Dr. D.F. Scheurleer (The Hague, 1925),
369-77

‘Carl Maria von Webers Messen, Jahns 224 und 251°, ZMw, viii (1925-6),
530-50

‘Die Musikinstrumentensammlung des Deutschen Museums in Minchen’,
ZMw, viii (1925-6), 23947

Beitrdge zur Musikgeschichte von Metten (Metten, 1937)

‘Konrad Paumann’, Miinchner Charakterképfe der Gotik, ed. A.-H.
Bolongaro Crevenna (Munich, 1938), 21-36

‘Kirchenmusik und Frauengesang’,KJb, xxxiv (1950), 81-7

‘Conrad Paumann und sein Werk’,Zeitschrift flir Kirchenmusik, Ixxiv (1954),
188-94

‘Stiftungen Minchener Musiker und deren Familien’, Zeitschrift fir
Kirchenmusik, Ixxv (1955), 118-25

EDITIONS

with F. Schreiber: Johann Erasmus Kindermann: Ausgewéhlte Werke,
DTB, xxxii, Jg.xxi—xxiv (1924)

Johann Christoph Pez: Ausgewéhlte Werke, DTB, xxxv, Jg.XXvii—xxviii
(1928)

Das Buxheimer Orgelbuch (Handschrift Mus.3725 der Bayerischen
Staatsbibliothek, Miinchen), DM, 2nd ser., Handschriften-Faksimiles, i
(1955); repr. in EDM, xxxvii—xxxix (1958-9)

e
Wallner, Bo

(b Lidkoping, 15 June 1923). Swedish musicologist. After studying
musicology with Moberg at Uppsala University (graduated 1955), he
worked as a music critic for Expressen (1949-53), and was president of
Fylkingen (the Swedish section of the ISCM, 1954—6) and adviser to
Swedish Radio (1956—-74). He was appointed lecturer in musicology and
form at the Stockholm Conservatory in 1962 and became professor in
1970. He is one of the most astute observers of the contemporary musical
scene in Scandinavia. His articles on Stenhammar’s chamber music, on
various aspects of the music of Hilding Rosenberg and on Scandinavian
music after World War Il led to his monumental Var tids musik i Norden
(1968), a comprehensive, well balanced and well documented account.
The activities of an interesting group of young musicians in Sweden during
the 1940s (Blomdahl, Back, Leygraf etc.) are described in 40-tal: en
klippbok om Mandagsgruppen (1971) and he published his great
monograph on Wilhelm Stenhammar in 1991. He has also written useful
textbooks on musical form and works on music education.

WRITINGS

‘Melodiken i Hilding Rosenbergs senaste instrumentalverk’, Ord och bild, Ixi
(1952), 359-66

‘Wilhelm Stenhammar och kammarmusiken’, STMf, xxxiv (1952), 28-59;
xxxv (1953), 5-73; xliii (1961), 355-71

with H. Blomstedt and F. Lindberg: Lars-Erik Larsson och hans
concertinor (Stockholm, 1957)



Det musikaliska formstudiet (Stockholm, 1957)

‘Kammarmusikalisk sammanfattning: om Hilding Rosenbergs
strakkvartetter’, Nutida musik, ii (1958-9), no.1, pp.3-7; no.2, pp.5-8

‘Kring Rosenbergs Riflessioni 1-3’, Nutida musik, v/4 (1961-2), 5-11

‘Scandinavian Music after the Second World War’, MQ), li (1965), 111-43

with S. Andersson: Musikens material och form (Stockholm, 1968)

‘Om Rued Langgaard og Sfaerernes Musik’, DM, xliii (1968), 174-9

Vér tids musik i Norden: frén 20-tal till 60-tal (Stockholm, Copenhagen and
Oslo, 1968)

40-tal: en klippbok om Mandagsgruppen och det svenska musiklivet
(Stockholm, 1971)

‘Carl Nielsen — romantiserad’, STMf, liii (1971), 79-90

‘Vagar till kompositionsseminariet’, Svenska musikperspektiv: minnesskrift
vid Kungl. musikaliska akademiens 200-ars jubileum 1971, ed. G.
Hillestrom (Stockholm, 1971), 244-80

‘Rosenberg och 20-talet’, Nutida musik, xv/4 (1971-2), 3—18; xvi/1 (1972—-
3), 20-33

Musiksvenska (Stockholm, 1973, 2/1984)

‘Den stora konserten: om Gustav Mahler i svenskt och finskt musikliv pa
1910-talet’, Juhlakirja Erik Tawaststjernalle, ed. E. Salmenhaara
(Helsinki, 1976), 134—73

‘Ett skapande flode’, Artes [Stockholm], xvi/2 (1990), 79-96 [on D. Bortz]

‘Vision och vilja: om Karl-Birger Blomdahl’, Konsertnytt, xxvi/Nov (1990—
91), 4-29 [Karl-Birger Blomdahl-festival]

Wilhelm Stenhammar och hans tid (Stockholm, 1991) [3 vols]

‘Wilhelm Stenhammar (1871-1927), Musiken i Sverige, iii, ed. L. Jonsson
and M. Tegen (Stockholm, 1992), 457-70

‘Hilding Rosenberg’, ‘Karl-Birger Blomdahl’, ‘Sven-Erik Back’, ‘Ingvar
Lidholm och Mandagsgruppen’, Musiken i Sverige, iv, ed. L. Jonsson
and H. Astrand (Stockholm, 1994), 367-83, 445—61

‘Den symfoniska eran’, Musik i Norden, ed. G. Andersson (Stockholm,
1997), 265-90

‘Tre korta kapitel om strakkvartetter, Hilding Rosenberg och musiklivet i
Stockholm’, Den europeiske Rosenberg, ed. L. Bjelkeborn (Stockholm,
1997), 4—31 [programme book]

‘Om manniskordsten, om den manskliga rosten’, Ingvar Lidholm:
tonséttarfestival, ed. L. Bjelkeborn (Stockholm, 1998), 64—81
[Stockholm Philharmonic Orchestra; programme book; also incl.
complete programme notes by Wallner]

BIBLIOGRAPHY

Lodet och spjutspetsen: en skrift om det konstnérliga utvecklingsarbetet
(Stockholm, 1985) [Festschrift for 60th birthday; incl. list of pubns,
170-84]

JOHN BERGSAGEL/HENRIK KARLSSON

Walls, Peter (Gerard)

(b Christchurch, 24 Sept 1947). New Zealand musicologist. After
completing degrees in English literature and music at Victoria University of
Wellington (1966—71) he took the DPhil in musicology at Oxford (1971-6).
In 1976 he became a lecturer in English at Victoria University and



transferred to the university's school of music in 1978. He became
professor there in 1993. His principal research interests are 17th- and 18th-
century performing practice, particularly in relation to stringed instruments,
and 17th-century English music, especially the music of the court masque.
He has performed as a violinist with several period instrument orchestras
and directs New Zealand's Baroque Players and Tudor Consort, as well as
regularly conducting opera productions and orchestral concerts. Since
1996 he has been deputy chairman of the New Zealand Symphony
Orchestra board.
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Walmisley, Thomas Attwood

(b London, 21 Jan 1814, d Hastings, 17 Jan 1856). English composer and
organist, eldest son of Thomas Forbes Walmisley. His early talent led his
father to send him to Thomas Attwood, his godfather, for lessons in
composition. He was thus in a line of direct teacher-to-pupil succession
from Mozart, who was to be his chief model as a composer. In 1830 he
was appointed organist of Croydon Parish Church where he attracted the
notice of Thomas Miller, who encouraged his literary tastes and also
introduced him to the study of mathematics. Shortly after this he seems to
have been confronted with a choice of musical careers: Monck Mason tried
to secure him for English opera, while Miller, a former Fellow of Trinity
College, Cambridge, was probably influential in obtaining him the offer of
the combined organistships of Trinity and St John's Colleges. He chose
Cambridge, and took up his appointment there in 1833, taking the MusB
from Trinity on 1 July. His exercise for the degree was the anthem with
orchestral accompaniment Let God arise. He continued his literary and
mathematical studies with distinction, matriculating (as a member of
Corpus Christi College) in Michaelmas 1834, and reading for an arts
degree. He was soon called on to act as deputy for the aged professor of
music, John Clarke-Whitfeld: in 1835 he composed an Ode for the
Installation of the Marquis of Camden as Chancellor of the University of
Cambridge, performed on 7 July under Sir George Smart with Malibran as
principal soloist. On Clarke-Whitfeld's death in the following year,
Walmisley was appointed to succeed him in the chair of music, while still
an undergraduate and only 22 years old. In 1838 he took the BA degree
and became a full member of Trinity College. He took the MA in 1841 and
in 1848 presented himself for the degree of MusD.

The chair of music, when Walmisley was elected to it, was a virtual
sinecure, and was so low in prestige and rank that its occupants were not
even allowed to enter the Senate House to present candidates for music
degrees unless a special grace had been passed to admit them. By
attaining the MA degree (he was the first professor of music to do so)
Walmisley at least avoided this humiliating disability; and by his education
and personality he raised the standing of the faculty of music in the
university. He was the first professor to give regular lectures illustrated by
musical examples. Although music degrees had existed at Cambridge for
more than 350 years, there had never been enough candidates to require
any kind of public instruction. Walmisley's lectures, which he gave without
pay and entirely on his own initiative, were designed for the university at
large rather than for the few candidates for music degrees. One series was
entitled “The Rise and Progress of the Pianoforte’. In one lecture Walmisley
startled his audience by prophesying ultimate recognition of the supremacy
of the music of Bach, still at that time unknown to the ordinary English
music lover.

As an organist, Walmisley far surpassed any Cambridge musician of recent
memory, and his playing made an indelible impression on his audiences.
He made innovatory improvements to the Trinity organ, including a 16' stop
on the Great for playing a deep bass and a Choir-to-Pedal coupler for
playing tunes on the pedals. He also contributed ‘Organs’ (of Cambridge



chapels) to The Cambridge Portfolio (ed. J.J. Smith, London and
Cambridge, 1840, i, 194). His ability as a choir trainer was considerable,
and in his hands the joint choir of Trinity and St John's became one of the
best in England. Dickson described hearing, in 1843, a group of
Walmisley's choristers sight-read successfully the difficult and unfamiliar
score of Spohr's Last Judgment. For this choir Walmisley was able to
compose music of some difficulty and to develop the newer style of anthem
and service with independent organ accompaniment.

In addition to playing the organ at Trinity and St John's, Walmisley
occasionally had to deputize (without remuneration) for the organist of
King's and the University Church, John Pratt, who was old and infirm but
who was allowed to retain his position until his death in 1855. As the only
active professional musician in the university Walmisley naturally played a
leading part in most of the festivals, concerts and other musical events in
the town, including those of the University Musical Society (founded 1844).
He was content with such local activity, although his reputation soon
became a national one. He was the leader of a devoted group of musical
amateurs centred at Trinity, which turned its attention to more important
music than the glees and ballads which had been the normal entertainment
at social gatherings: under Walmisley's guidance they even began to
perform the music of Bach. He was able to report to the university
commissioners in December 1850: ‘Music is not cultivated to any great
extent by members of the University, but | believe a taste for the art is
rapidly increasing among us’. At his death, a void was left in Cambridge
musical life which could not be easily filled. The chair of music was for the
first time offered for open election; his worthy successor was Sterndale
Bennett.

As a composer Walmisley, with S.S. Wesley, was responsible for rousing
the tradition of cathedral music from the somnolent condition into which it
had sunk during generations of neglect. He brought to it a sense of drama
and climax derived from Classical instrumental music, and to a lesser
extent from Handel's oratorios, which made his best church music
comparable in colour and interest to the concert hall repertory. William
Gatens has convincingly argued that Hear, O thou shepherd of Israel
(1836) was an early example of the tendency, in Victorian times, for the
genres of oratorio and cathedral music to draw nearer together. The Lord
shall comfort Zion (1840) comes even closer to Mendelssohnian oratorio.
However, Walmisley lacked that fervent emotional response to biblical texts
which gives fire to Wesley's greatest anthems. As an example, the chord of
the German 6th (for instance in From all that dwell and in the Magnificat of
the Service in D), though a century old in European music generally, was a
bold innovation in Anglican cathedral music; yet Walmisley's use of it,
skilful though it is in terms of musical structure, has no relation to anything
in the text. Walmisley's masterpiece is generally held to be his Evening
Service in D minor (probably 1855), one of the highpoints of English
cathedral music. In his maturity he confidently used bold and simple effects
that are lacking in some of his more pretentious works of the 1830s; some
of the greatest moments of this service are achieved with the choir in
simple unison, accompanied by massive organ harmony.



Walmisley's secular music is unknown today, but it is not to be despised.
Several of his songs, duets and trios with piano accompaniment are
charming, and his madrigals, though not of course in a strict 16th-century
style, are equal to some of the best work of Pearsall. In his youth he made
several ambitious attempts at orchestral and chamber music, but gave up
in discouragement, partly perhaps because of Mendelssohn's well-known
rebuff when he showed him his first symphony: ‘No.1! Let us first see what
no.12 will be!'. His sonatinas for oboe and piano, written for the gifted
Cambridge undergraduate Alfred Pollock, would be worth revival. His three
Installation Odes, however, are very much occasional pieces; their texts
are trite, their music mostly dull. His compositions for organ were
numerous, but are mostly lost; if the published Prelude and Fugue in E
minor is representative, they had considerable merit.

Walmisley suffered from an extremely sensitive disposition and fell easily
into bouts of depression, from which he sought escape in wine. According
to George Garrett he threw the manuscript of the D minor Service into the
wastepaper basket, from which it was rescued by his friend, Rev. A.R.
Ward of St John's College. His early death was probably due to alcoholism
and its attendant effects. Soon after his death, Walmisley's father edited
most of his church music and had it published by Ewer & Co.
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all printed works published in London

numerous MSS at the Royal School of Church Music, Croydon [RSCM]

Edition: T.A. Walmisley: Cathedral Music, a Collection of Services and Anthems, ed. T.F.
Walmisley (London, 1875) [W]

service music
Morning Service, D, Sept 1830, RSCM

Kyrie, E, 1833, GB-Ckc

Sanctus, D, 1837 (1844), W, Ckc

Full Service, D, 1843, W

Morning Service, E, 2 S, org, ¢1850, RSCM

Kyrie, A, Ckc
anthems

Lord, how long wilt thou be angry?, 4vv, org, 1832, RSCM (2 copies

Let God arise, 4/4vv, orch, 1833, Lb/

Remember, O Lord, 5/4vv, org, ?1833, W, RSCM; with orch, EIRE-Dam

Lord, help us on thy word to feed, S, org (c1834)



Out of the deep, 4vv, org, Oct 1834, RSCM

Father of Heaven, 1/4vv, org, Aug 1836, W

The Lord shall comfort Zion, 2/4vv, org, Oct 1840, W, RSCM

Praise the Lord, O Jerusalem, 4vv, wind insts, ¢1840, RSCM

Hail, gladdening light, 5vv, Jan 1844 (1847

Ponder my words, 4 S, org, 1849, W

O give thanks, lost

Other sacred: 2 hymn tunes, 1854 (1854): Granta, Cambridge; Chants, pubd and
MS, Ckc, RSCM; Canon 4 in 2, ‘Benedictus qui venit’, Nov 1830, RSCM

other choral

all with orch

Ode for the Installation of the Marquis of Camden as Chancellor of the University of
Cambridge (C. Wordsworth

Coronation Overture, 1838, RSCM

Ode for the Installation of the Prince Albert (W. Wordsworth), 1847 (1849), Cu

partsongs

Hail, Memory (Address to Memory), 4 male vv, Aug 1831, RSCM

Sweete floweres, madrigal, 5vv, May 1839, RSCM

Slow, slow, fresh fount, madrigal, 5vv (1840)

2 trios, 3 S, pf, June 1843 (1852), RSCM: The Approach of May, The Mermaids
solo songs and duet
Mai piu felice Aurora, 1v, orch, ¢1828, RSCM

The shepherd leads (Ode to Liberty), Oct 1832, RSCM

Beautiful star, canzonet, May 1843, Lcm MS 1107

There is a voice, duet, 2 S, Nov 1835 (1858), RSCM

Bright in his mail, RSCM
orchestral



Second Organ Concerto, D, Dec 1831, RSCM

Overture, D, Oct 1832, RSCM

Symphony, c—EL; rehearsed by Philharmonic Society, 1 Feb 1840, lost [see Musical
World, xiii (1840), 83]

other instrumental
Piano Trio, D, Aug 1831, RSCM

Voluntary, c—C, org, Nov 1831, RSCM

Fantasia, D, pf, July 1832, RSCM

Sextet, C, 1 movt, 2 vn, va, vc, db, pf, Nov 1833, RSCM

String Quartet no.3, F, July 1840, RSCM

Thema Attwood con Variazioni Walmisley, pf, RSCM

arrangements and compilations
Mad Tom, song by Purcell, Dec 1828, RSCM

Anthems (1844) and chants (1845) used at King's, Trinity and St John's Colleges

Addl. accs., org, to Attwood's Cathedral Music (¢c1852

Kyrie, D, after Beethoven, Ckc

Various sketches and inc. works, RSCM
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Walmisley, Thomas Forbes

(b London, 22 May 1783; d London, 23 July 1866). English composer. He
was the third son of William Walmisley, Clerk of the Papers to the House of
Lords. Like his four brothers, he was a chorister at Westminster Abbey and
was then sent to Westminster School. The others all obtained
parliamentary clerkships, but Thomas, because of his exceptional talent,
was educated for the musical profession, first under the Hon. John Spencer
and then under Thomas Attwood. In 1803 he began his career as a teacher
of the piano and singing, and in 1805 as a composer of vocal music. He
was successively assistant organist to the Asylum for Female Orphans
(1810-14) and organist of St Martin-in-the-Fields (1814-54). He was
secretary of the Concentores Sodales from 1817 until its dissolution in
1847, when the society’s stock of wine was given to him. As an early
member of the Philharmonic Society he proposed an Academy of Music, to
be run by the society and hence by the musical profession. But his scheme
was, perhaps unfortunately, overtaken by the founding of the RAM under
aristocratic direction.

Walmisley was well known as a teacher, his most distinguished pupil being
E.J. Hopkins, and as an organist; he also composed songs and some
church music. But he is remembered chiefly as a glee writer. According to
Baptie he produced 59 glees and other partsongs, four of which were
awarded prizes. They are written with masterly skill and elegance, but
without great individuality. Walmisley said of his From Flower to Flower: ‘Its
general character is taste rather than energy, level general effect rather
than force’, a remark which could apply equally to most of his other glees.

Walmisley had 12 children, of whom six sons and four daughters survived
infancy. His eldest son was Thomas Attwood Walmisley; Henry (1830-57)
was organist of Holy Trinity, Bessborough Gardens; Frederick (1815-75)
was an artist. His great-niece, Jessie Walmisley, was the wife of Samuel
Coleridge-Taylor.
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all printed works published in London

10 anthems, listed in Foster; 1 Morning and Evening Service (71840

3 duets, 13 songs, pubd separately (1814—40), listed in SainsburyD and Grove 1-5

edition

T.A. Walmisley: Cathedral Music, a Collection of Services and Anthems (London,
1857)
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Walmsley, Peter.

See Wamsley, Peter.

Walond, William

(b Oxford, bap. 16 July 1719; d Oxford, bur. 21 Aug 1768). English
composer and organist. In subscription lists of the 1750s and later he is
described as ‘Organist at Oxford’, and in the instrumental parts of William
Hayes's Ode on the Passions (first performed 2 July 1750) he is named as
a viola player; in the Oxford diaries of Parson Woodforde he is referred to
as deputy organist of New College where, from 1745 until his death, he
was also employed as a music copyist (N.W. Hargreaves-Mawdsley, ed.:
Woodforde at Oxford 1759-1776, Oxford, 1969). He also worked in a
similar capacity at Christ Church, and (as deputy for Richard Church) at St
Peter’s in the East as well. As a scribe he also copied a good deal of
material for Samuel Hellier. On 5 July 1757 he took an Oxford BMus
degree, and two years later he published his setting of Pope's Ode on St
Cecilia's Day — the first setting of the original 1708 version of the poem —
which had served as his exercise. He had already published a set of six
voluntaries for the organ or harpsichord op.1 (London, ¢1752) and a further
set of ten voluntaries op.2 (London, 1758). Only one anthem (Not unto us,
O Lord) is known; the autograph organ part of an evening service (CanD
and DeM) also survives in GB-Och.

The first of his fourteen children was baptized on 24 January 1750, from
which we may perhaps infer that he was married a year or so earlier. Of
three sons variously involved in the world of church music, only the eldest
and most obviously gifted of the three, William (bap. 4 Jan 1750; d 9 Feb
1836), deserves to be mentioned here. On the death of William Walond the
elder, he apparently assumed his father’s duties as principal copyist at New
College and Christ Church. In February 1775 he left Oxford to become
deputy organist of Chichester Cathedral where, in June 1776 he
succeeded Thomas Capell as organist. He too is mentioned by Woodforde,
who was a member of the same masonic lodge as Walond, and in June
1774 Woodforde began to learn the harpsichord afresh under Walond's
instruction. In 1794 Walond the younger apparently gave up teaching the
choristers; seven years later he resigned as organist, and in the early
editions of this dictionary he is said to have lived the rest of his life in



Chichester in extreme poverty. Only one anthem and a number of double
chants (GB-Lbl, Ob) by William Walond the younger are known.

H. DIACK JOHNSTONE, PETER WARD JONES

Walonis

(fl c1440). Composer of O Maria stella maris, perhaps only a fragment
(vv.21-4) of a complete three-voice setting of the Marian sequence Salve
mater salvatoris (AH, liv, 1915/R, 383-6), in D-Mbs Clm 14274. The
treatment of the cantus firmus (Rajeczky, no.ll/16) in the tenor and the low
range of the contratenor indicate that the piece is later than most other
works in this manuscript.
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Walpen.

Swiss family of organ builders. They were active over three generations in
the Valais and central Switzerland, in frequent collaboration, initially, with
the Carlen family. Johannes Martin Walpen (b Reckingen, 1723; d
Reckingen, 1782 or 1787) was a son of the master tanner Andreas Walpen
(1698-1739) and of Cacilia (née Carlen; 1699-1779), a sister of Matthaus
Carlen, the founder of the Carlen family business. He worked exclusively in
the Valais, frequently in collaboration with Carlen. He had three sons:
Joseph Ignatius Walpen (1761-1836) was also an organ builder in
Reckingen; Johannes Sylvester Walpen (b Reckingen, 1767; d Lucerne,
1837) married Katharina Carlen (b 1766), daughter of the organ builder
Felix Carlen, and moved in 1802 to Lucerne, where he lived until his death;
Wendelin Walpen (b Reckingen, 1774) settled eventually as an organ
builder in Sierre. The families that remained in the Valais died out or gave
up organ building as a profession, but the Lucerne branch flourished.
Sylvester Walpen (1802-57), son of Johannes Sylvester, enjoyed a high
reputation in central Switzerland. His brother Georg Walpen (1810-51) was
active only as an assistant.

The Walpens built very traditional, purely mechanical slider-chest organs,
and even in the 19th century followed 18th-century principles of
construction throughout. A stylistic peculiarity of the cases is the curving
cornices over the side panels of the front. There is no systematic study of
the life and work of the Walpen family, and the attribution of certain organs
— and even their precise differentiation from the Carlen ones — is difficult
and often a matter of dispute.



Organs built or rebuilt by the Walpens include those by Johannes Martin at
Reckingen (1746), Naters (1761) and Munster (1776-81); by Johannes
Sylvester at Meiringen (1789), Frutigen (1809), Beatenberg (1812) and at
St Martin, Chur (1816); by Sylvester at Ringgenberg (1827), Grindelwald
(1838), Luthern (1839), Walchwil (1845), Habkern (1846), Frauenthal
(1851), Risch (1854), Unterseen (1854), Ufhausen, and in St Leodegar und
Mauritius, Lucerne (choir organ); and by Wendelin at Raron (1837-8), and
Saint Martin, near Sion (1840).
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Walpurgis, Maria Antonia.

See Maria antonia walpurgis.

Walsh, John (i)

(b 71665 or 1666; d London, 13 March 1736). Music seller, engraver,
printer, publisher and instrument seller, probably of Irish extraction. He was
established in London by about 1690. On 24 June 1692 he was appointed
musical instrument-maker-in-ordinary to William III in succession to John
Shaw, whose trade sign of ‘The Golden Harp and Hoboy’ he also adopted,;
in the same year he married Mary Allen, by whom he had 15 children, of
whom only three survived infancy.

In 1695, when he began publishing, Walsh had few rivals in the trade. John
Playford was dead, and his son Henry evidently lacked the initiative to
maintain the family firm as a flourishing concern. Thomas Cross, while
popular for his introduction of the engraved single-sheet song, was
concerned more with engraving than publishing. Walsh was quick to take
advantage of the situation, and engraved music appeared from his
premises on a scale previously unknown in England. In addition to works
by English composers he printed much popular continental music
(including Corelli’s sonatas) which he often copied from Dutch editions.
From about 1716, he was acquainted with Estienne Roger of Amsterdam;
Walsh’s labels are found pasted over Roger’s imprint, and he occasionally
used Roger’s plates, substituting his own imprint.

About 1700 (not 1710 as Hawkins maintains) Walsh replaced the use of
copper plates with less costly pewter ones, and also began using punches.
There was no necessary connection between these innovations but they
seem to have been conceived in tandem. It is unlikely that Walsh continued
to employ both metals extensively, not only because of the differences in
working them and the cost advantage of pewter, but also because different



inks and alteration of the rolling press were required. Pewter plates, while
generally regarded as softer than copper, could produce 2000 or more
impressions if handled well. As initial print runs were usually in the range of
50-200 copies, plate stamina was not a concern.

Although Walsh was criticized by Cross for the introduction of punches, he
did not entirely dispense with the burin. Only a few musical signs, mainly
clefs and note heads, were punched. Stems, rests, slurs and other linear
markings were engraved (punches for a wider range of musical signs,
letters and numbers were developed only later in the century). Indeed
etching, rather than engraving alone, was his probable technique. It
required less initial effort to work the plate, and the variations in depth and
tone typical of art work, which could only be produced by pure engraving,
were not required.

Walsh was the first music printer and publisher to adopt regularly the
passe-partout technique of printing title-pages. This involved the creation of
title-page plates with a blank area within which title information could be
printed from a second, small plate or written in manuscript. Passe-partout
titte-pages are often elaborate. Walsh obtained two of his plates for these
from other publishers. The royal arms title-page (seeillustration) was first
used, with a different coat of arms, for Gottfried Finger’s VI Sonatas or
Solo’s of 1690; the other plate, engraved by James Collins, was first used
about 1690, came to Walsh in 1698 and lasted until 1769; it graced nearly
60 editions and issues.

Most of Walsh’s imprints up to 1730 also bear the name of John Hare (later
John and Joseph Hare) of Cornhill (see Hare). Their shop gave Walsh a
City outlet for his publications, and the Hares probably provided Walsh with
the instruments he sold. In 1706 Walsh also associated himself with Peter
Randall, who probably married Walsh’s sister (the william Randall (ii) who
ultimately succeeded to the Walsh business was either Randall’s son or
grandson). Randall entered into partnership with Walsh about October
1708, and remained with him until 1711, having given up his own shop in
1709. Randall became one of the royal musicians in 1712.

Walsh was an excellent businessman, quick to adopt new sales methods
and revamp old ones, including subscription issues and free copies, and to
imitate the innovations of others (the periodical music collections The
Monthly Mask of Vocal Music and Harmonia anglicana were modelled on
Henry Playford’s publications). By 1700 his publications covered the whole
range of current secular music, including single songs, English operas,
instrumental works and tutors and instruction books. Sacred songs such as
collections of anthems or books of psalmody never formed as significant a
part of his output. Walsh may also have been an investor in newspapers.

In the absence of adequate copyright protection for music, publishers used
competitive editions (sometimes termed piracies), misleading
advertisements and predatory pricing to sustain their business positions.
Texts could be obtained not only from composers but also from theatre
copyists, orchestral musicians, and the first editions of competitors such as
John Cullen, Luke Pippard, Daniel Wright, Richard Meares, William Smith,
John Cluer and Benjamin Cooke (i).



Hawkins charged Walsh with profiteering at Handel's expense, claiming
that the publication of Rinaldo (1711) earned Walsh £1500. Even though
this figure was disproved in 1948, writers have continued to use it to
epitomize a view of Handel as publishers’ victim. The firm eventually
became Handel’s regular publisher about 1730, when john Walsh (ii) began
to take over the firm.

Walsh strongly opposed the imposition of stamp duty, which was payable
on single-sheet items. He was imprisoned for non-payment in 1726, being
released in the following year. During the period 1724—6 Walsh tried to
disguise his business activity from officials by using the ‘Musick Shops’
imprint. First levied in 1712, the duty may have led not only to the demise
of music periodicals such as the Monthly Mask of Vocal Music but also to a
decline in the number of single-sheet songs.

Walsh was buried in the vaults of the church of St Mary-le-Strand (he had
been a churchwarden at the Savoy Chapel while the church was under
construction). The Gentleman’s Magazine announced that he had left
£30,000, and the London Daily Post and General Advertiser put the figure
at £20,000.
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HUNTER

Walsh, John (ii)

(b London, 23 Dec 1709; d London, 15 Jan 1766). English music seller,
printer, publisher and instrument maker. He probably assumed control of
the business of his father, john Walsh (i), in about 1730, when the
relationship with the Hare family apparently ceased and the numbering of
the firm’s publications started. On 8 May 1731 Walsh succeeded to the
appointment of instrument maker to the king. Although John Johnson and
other rivals arose, the business continued to prosper and maintained its
excellent engraving and paper. Burney characterized Walsh (ii) as
‘purveyor general’. Walsh fully developed the firm's relationship with
Handel, publishing almost all his later works and in 1739 being granted a
monopoly of his music for 14 years. About half of Walsh's output was of
Handel compositions. The firm also sold other publishers' works, and
bought up the stock of smaller firms when they ceased trading. Many of
Walsh's apprentice engravers later set up on their own, including John
Caulfield, Thomas Straight and Thomas Skillern. Walsh, who never
married, was elected a governor of the Foundling Hospital in 1748 and may
have been responsible for suggesting the performance of Messiah to raise
funds. On Walsh's death the Public Advertiser placed his fortune at
£40,000. The business was left, under specific conditions, to his cousin
william Randall (ii) and John Abell (ii), who had presumably both been in
his employ.

For bibliography see Walsh, John (i).
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Walsh, (Michael) Stephen



(b Chipping Norton, 6 June 1942). English writer on music. He was
educated at St Paul’'s School and Gonville and Caius College, Cambridge,
where he read music (BA 1963, MA 1966). He became a freelance critic in
1963, writing for The Times, the Daily Telegraph and other London
newspapers, later becoming a regular contributor to The Listener and
deputy music critic of The Observer (1966—-85); he later wrote for the
Independent. In 1976 he was appointed senior lecturer in music at Cardiff
University and editor of its journal Soundings (1976—86). He was made
reader in 1994. A fluent and elegant writer, Walsh has a particular interest
in 20th-century music, and has written perceptively in Tempo, Musical
Times, Music and Musicians and elsewhere, notably on Stravinsky, British
composers (such as Goehr, Maxwell Davies, Maw and Smalley) and on
Hungarian music. The first part of his two-voume study of Stravinsky, a
substantial, richly researched and perceptively written account of the
composer’s life (up to 1934) and his relationship to his circumstances and
those around him, appeared in 1999.
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The Lieder of Schumann (London, 1971)

Bartok Chamber Music (London, 1982)

‘Gyorgy Kurtag: an Outline Study’, Tempo, no.140 (1982), 11-21; no.142
(1982), 10-19

‘Musical Analysis: Hearing is Believing?’, Music Perception, ii (1984), 237—
44

The Music of Stravinsky (London, 1988)

‘Kurtag's ‘Kafka Fragments’, Hungarian Music Quatrterly, xxx/1 (1989), 15—
17

Stocktakings from an Apprenticeship (Oxford, 1991) [Eng. trans. of P.
Boulez: Relevés d’apprenti (Paris, 1966)]

Stravinsky: Oedipus Rex (Cambridge, 1993)

Stravinsky: a Creative Spring (New York, 1999)

STANLEY SADIE

Walsingham, Thomas

(d ?7¢1422). English theorist. He was almost certainly the monk and
historian of St Albans Abbey, who became precentor and scriptorarius
there in the 1380s. This information comes from the register of benefactors
of the abbey (now in GB-Ccc). After becoming prior of Wymundham (now
Wymondham), 1394-1409, he returned to St Albans. He is noted for his
authorship of Chronica majora (before 1388), Ypogdima Neustrie (¢1419)
and Historia anglicana (ending in 1422), among other works.

He is thought to be the author of the Regule Magistri Thome Walsingham
de figuris compositis et non compositis (ed. in CSM, xxxi, 1983), a treatise
on mensural music found in GB-Lbl Lansdowne 763 (compiled by John
Wylde). The treatise is a detailed discussion of Ars Nova notation, following
the method of Johannes de Muris’s Notitia. Referring to the semiminima as
the most recently introduced note value, Walsingham refused to accept
such subdivisions of the minima — an attitude that was extremely
conservative for the time.



ANDREW HUGHES

Walsingham Consort Books.

See Sources of instrumental ensemble music to 1630, §7.

Walt, Deon van der

(b Cape Town, 28 July 1958). South African tenor. He studied singing at
the University of Stellenbosch, and made his operatic début as Jaquino in
1981 in Cape Town. Since 1982 he has been attached to a number of
opera houses in Europe, principally in Stuttgart and Zirich, where he sang
Tonio in La fille du réegiment (1989). He made his début at Covent Garden
in 1985 as Almaviva and at the Vienna Staatsoper in 1989 as Tamino,
singing Belmonte at Salzburg the same year. The lyric quality of his voice
makes him an ideal interpreter of the works of composers such as
Donizetti, Mozart and Rossini. Although concentrating at first on lighter
roles, he has recently taken on more dramatic roles by Massenet, Verdi,
Puccini and others. His most significant recordings include Cosi fan tutte
and Fidelio (under Harnoncourt), Meistersinger (Sawallisch) and many
lieder recitals.

JAMES MAY

Walter, (Gabriel) Anton

(b Neuhausen an der Fildern, nr Stuttgart, 5 Feb 1752; d Vienna, 11 April
1826). Austrian piano maker of German birth. He was the most famous
Viennese piano maker of his time. He was in Vienna by 1780, when he
married the widow Schoffstoss. In 1790 he was granted the title ‘Imperial
Royal Chamber Organ Builder and Instrument Maker’. In about 1800 his
stepson Joseph Schoffstoss joined the firm, by then employing up to 20
workmen. Of the total number of instruments produced, dating from about
1780 to 1825, approximately 3% survives, comprising about 20 pianos built
before 1800 and an equal number after that date. The former are usually
inscribed ‘Anton Walter in Wien’ to which is added ‘u(nd) Sohn’ in the latter.

If Johann Andreas Stein invented the German action (with hammers
mounted in wooden pivot forks on the keys, combined with a hammer
escapement mechanism with upright hoppers), Walter was probably the
first to develop it. He thus configured the Viennese action (with brass pivot
forks and forward-leaning hoppers), adding a back-check which catches
the returning hammers, thereby preventing unwanted rebound. The oldest
pianos (c1785) by Walter which survive in their original condition have this
Viennese action. After about 1790 this action became standard in Walter’'s
pianos and in Viennese pianos generally. In the first decades of the 19th
century thousands of pianos were made in Vienna annually, proving the
success of Walter’'s piano action. Contemporary sources, including one of
Beethoven’s letters attest the mechanical and musical qualities of Walter’'s
pianos.



The firm was highly regarded in musical and aristocratic circles throughout
the Hapsburg empire until at least 1810. In modern times Walter’s fame
has rested on the fact that Mozart acquired a Walter piano in about 1782.
This instrument was radically altered by Walter in 1800. As with his other
early pianos, it is not known when the instrument first had its present
action, or when the sustaining knee levers (for the damping) replaced the
original hand stop. For both these reasons Mozart’s piano should not be
relied upon as source material when discussing the interpretation of his
music.
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Walter, Arnold (Maria)

(b Hannsdorf [now Hanus$orice], Moravia, 30 Aug 1902; d Toronto, 6 Oct
1973). Canadian music educator, administrator and composer of Czech
birth. After studying composition in Brno with Bruno Weigl, a pupil of
Bruckner, he obtained the doctorate in law from the University of Prague
(1926). At the University of Berlin he studied music with Hermann Abert,
Curt Sachs and Johannes Wolf, among others; he undertook further study
privately with Franz Schreker, Rudolf Breithaupt and Frederic Lamond.
After brief medical studies at Masaryk University, Brno, he returned to
Berlin to become a music journalist for Melos, Die Weltbiihne and
Vorwérts. In 1933, he fled Germany to Mallorca, where he studied folk



music and taught. After relocating to England for a short period in 1936, he
settled in Toronto where he taught at Upper Canada College (from 1937).

Hired to implement the reorganization of higher musical education in
Toronto, Walter founded the Conservatory Opera School in 1946, out of
which emerged the Canadian Opera Company. He instituted the first
Canadian degree programme for music education, preparing specialists to
teach in Canada’s elementary and secondary schools, and in 1955
introduced Orff’s teaching methods to North America. As director of the
Faculty of Music, University of Toronto (1952—68), he inaugurated the first
Canadian electronic music studio. Active nationally and internationally, he
founded and served organizations such as the Canadian Association of
University Schools of Music (1965; now the Canadian University Music
Society), the International Society for Music Education (president 1953-5)
and the Inter-American Music Council of the Pan-American Union
(president 1969-72).

Walter’s early compositions, such as the Trio (1940, awarded the Canadian
Performing Rights Society Award in 1943), are crafted in a late Romantic
style. Later works, including the Sonata for Piano (1950) and the Concerto
for Orchestra (1958), feature thematic fragmentation within an atonal idiom.

WORKS

(selective list)

Pf Trio, 1940; Sonata, vn, pf, 1940; Sonatina, vc, pf, 1940; Music for Hpd and Str,
1941; Sym., g, 1942; Suite, pf, 1945; For the Fallen (L. Binyon), SATB, orch, 1949;
Sonata, pf, 1950; Conc. for Orch, 1958; Comus (radio score, J. Milton), 1959;
Summer ldyl, elecs, 1960, collab. M. Schaeffer, H. Olnick; Legend, pf, 1962; Elec
Dance, elecs, 1963

WRITINGS
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ed.: Aspects of Music in Canada (Toronto, 1969)

‘The Orff Schulwerk in American Education’, Inter-American Music Council
Bulletin, Ixxvii (1970), 1-10

‘A Composer’s Story’, Canadian Composer, no.77 (1973), 4-13
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Walter [Schlesinger], Bruno

(b Berlin, 15 Sept 1876; d Beverly Hills, CA, 17 Feb 1962). American
conductor and composer of German birth. Born into a middle-class Jewish
family, Walter attended the Stern Conservatory in Berlin, initially planning



to become a concert pianist. Around 1889, however, he resolved to pursue
a conducting career after hearing Hans von Bulow direct an orchestra. He
obtained a position as vocal coach in Cologne, making his conducting
début there in 1894 in a performance of Lortzing's Der Waffenschmied.
From 1894 to 1896 he worked in Hamburg under Mahler, who profoundly
influenced Walter's artistic development. Impressed by his protége, Mahler
found employment for him in Breslau in 1896, though the director there
requested that Bruno Schlesinger change his name, ostensibly because
Schlesinger was too common a name in Breslau, the capital of Silesia.

After appointments in Pressburg, 1897-8, Riga, 1898-1900 (where he met
the soprano Elsa Korneck, his future wife), and Berlin, 1900-01, Walter
accepted an invitation to come to Vienna as Mahler's assistant. From 1901
to 1912 he worked at the Vienna Hofoper, eventually acquiring Austrian
citizenship, and made guest appearances in Prague, Rome, Munich and
elsewhere. In 1909 he conducted a performance of his own First
Symphony in Vienna and enjoyed a successful London concert début,
followed in 1910 by performances of Tristan und Isolde and Ethel Smyth's
The Wreckers at Covent Garden. After Mahler's death, Walter gave the
premiéere of his mentor's Das Lied von der Erde (1911) and Ninth
Symphony (1912); as director of the Singakademie (1911-13), he also
introduced Mabhler's Eighth Symphony to Vienna (1912).

Appointed Royal Bavarian Generalmusikdirektor in 1913, Walter spent
nearly a decade in Munich. There he conducted tirelessly in three opera
houses and again gave important first performances, among them
Korngold's Violanta and Der Ring des Polykrates (presented together in
1916) and, the following year, Pfitzner's Palestrina, which featured the
soprano Delia Reinhardt, who became a lifelong friend. He also regularly
led the Musikalische Akademie in symphonic concerts. Although Walter
considered his years in Munich ‘the most important epoch’ of his career, for
personal reasons he left his position there in 1922. From 1919 to 1932 he
appeared yearly as guest conductor of the Berlin PO, once sharing the
podium with Ethel Smyth in a concert of her music (1928). His New York
début in 1923 initiated a long and cordial relationship with America. In 1925
Walter began conducting at the Salzburg Festival and became
Generalmusikdirektor of the Stadtische Oper in Berlin; he introduced
Puccini’s Turandot to that city in 1926 and retained his post there until
1929. Parisian audiences enthusiastically received his Mozart opera cycle
in 1928. He also worked with several British orchestras, and between 1924
and 1931 scored notable successes at Covent Garden. Walter's last
position in Germany was that of Gewandhauskapellmeister in Leipzig
(1929-33).

When Germany fell to the Nazis in 1933, Walter returned to Austria. He
again travelled widely, performing in New York, Amsterdam, Florence and
elsewhere. At Salzburg he accompanied Lotte Lehmann at the piano in
annual recitals (1933-7) and won high praise for productions of Tristan,
Don Giovanni (with Pinza), Gluck's Orfeo ed Euridice and other operas.
From 1936 to 1938 he was artistic director of the Vienna Staatsoper. He
also made a number of superb discs with the Vienna PO in the 1930s;
those of Mahler's Ninth Symphony and the first act of Die Walkdiire with
Melchior and Lehmann rank among his finest recordings. With the



Anschluss, however, Walter once more found himself an exile. Although he
gratefully accepted the French government's offer of citizenship, from 1939
onwards he made the USA his home, becoming an American citizen in
1946.

During the 1940s and 50s Walter's principal orchestra was the New York
PO, for which he served as musical adviser (1947-9); he also conducted
other major orchestras throughout the USA, including those in San
Francisco, Los Angeles, Chicago and Philadelphia. His programmes with
the New York PO offered, in addition to the established symphonic
repertory, uncut performances of the St Matthew Passion and new works
by Barber, Moore and other American composers. His New York PO
recordings of the Beethoven and Brahms symphonies (1941-53) show him
at his most forceful and dynamic. A memorable Fidelio, with Flagstad and
Kipnis, marked his début at the Metropolitan Opera (1941), where he
conducted sporadically until 1959. After the war he returned to Europe on
several occasions, participating in the early Edinburgh Festivals and taking
particular pleasure in his collaborations with Kathleen Ferrier, who sang
with Patzak on an acclaimed recording of Das Lied von der Erde under
Walter. Although a heart attack in 1957 forced him to lighten his conducting
schedule, Walter frequently recorded with the Columbia SO in his final
years; these recordings offer gentler, broader readings of the standard
repertory — notably the last six symphonies of Mozart and the complete
symphonies of Beethoven and Brahms — than those preserved on his
earlier recordings.

A man of wide reading, Walter counted among his friends Thomas Mann
and other prominent authors. After 1947 he developed a keen interest in
the ideas of Rudolf Steiner. Celebrated as an outstanding conductor in an
era of great conducting, Walter favoured the Austro-German repertory but
by no means confined himself to it. While he championed the works of
Mahler and actively sought new music for much of his life, he flatly rejected
atonality and serialism, and confessed an aversion to jazz. Treating his
players as colleagues, he drew a sensuous tone from the orchestra,
employing rubato with consummate skill, juxtaposing fierce drama and
warm lyricism. His sensitivity to contrapuntal texture and overall structure
allowed him to bring out fine details without damaging a work's integrity. He
sought to penetrate ‘to the core’ of a composition and, detesting ‘routine’
performances, continually endeavoured to present a piece ‘as if it were
receiving its world premiére’.

WORKS

(selective list)

Orch: Symphonische Phantasie, 1904; Sym. no.1, d, ¢1907; Sym. no.2, E, ¢1910

Chbr: Str Qt, ¢1903, inc.; Sonata, A, vn, pf, 1908 (1910)

Principal publishers: Dreililien and Universal



WRITINGS

‘Gustav Mahler's Ill. Symphonie’, Der Merker, i (1909), 9-11

‘Mahlers Weg: ein Erinnerungsblatt’, Der Merker, iii (1912), 166—71

‘Uber Ethel Smyth: ein Brief von Bruno Walter’, Der Merker, iii (1912), 897—
8

‘Kunst und Offentlichkeit’, Siiddeutsche Monatshefte (Oct 1916), 95-110

‘Beethovens Missa solemnis’, Miinchner Neueste Nachrichten (30 Oct
1920), Beethoven suppl., 3-5

Von den moralischen Kréften der Musik (Vienna, 1935, 2/1987)

Gustav Mahler (Vienna, 1936, 3/1981/R; Eng. trans., 1937, 4/1990)

‘Bruckner and Mahler’, Chord and Discord, ii 2 (1940), 3—12

Theme and Variations: an Autobiography (New York,1946/R; Ger. orig.,
1947/R)

Von der Musik und vom Musizieren (Frankfurt, 1957/R; Eng. trans., 1961)

‘Mein Weg zur Anthroposophie’, Das Goetheanum, lii (1961), 418-21

Briefe 1894-1962, ed. L.W. Lindt (Frankfurt, 1969)
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Walter, David

(b Brooklyn, NY, 22 March 1913). American double bass player and
teacher. He spent a decade playing in jazz groups, studied at the Juilliard
School with Fred Zimmermann, 1936-8, and in 1939 joined the Pittsburgh
SO as principal bass. He played in the NBC SO under Toscanini from 1940
to 1954, and in 1956 became a member of the New York City Ballet
Orchestra; he also worked with Casals at the Casals Festival in Puerto
Rico. One of America’s leading double bass teachers, Walter taught at the
Manhattan School of Music from 1957 to 1992, and in 1969 was appointed
to the Juilliard School; he has also been a guest faculty member at several
conservatories throughout the USA, in Europe and in China, and has
lectured widely and given masterclasses. He has contributed numerous
articles to string journals, and edited many works for double bass, including



Sperger’s Sonata no.1 and Pichl's Concerto. He was chairman of the board
of directors of the Symphony of the Air (as well as principal bass, 1956—62)
and president of the International Society of Bassists (1976—-84). He plays
instruments by Hieronymus Amati Il (1710), Paolo Antonio Testore (1735)
and by F. Plumerel l'ainé (1843), the bass portrayed by Degas in his
Musiciens.

RODNEY SLATFORD

Walter, George.

See Goehr, walter.

Walter [Walderth, Walther],
(Johann) Ignhaz [Joseph]

(b Radonitz [now Radonice], Bohemia, 31 Aug 1755; d Regensburg, 22
Feb 1822). German composer and tenor. He first studied under the
organist Ignaz Neudorffl. From 1773, while a student at the University of
Vienna, he studied singing and composition with Joseph Starzer. His
identification with the Joseph Walter who sang for the National-Singspiel
from 1780 to 1782 (and who was originally to have figured in Mozart’s Die
Entfiihrung aus dem Serail) seems very doubtful. From 1780 to 1786
Walter earned a considerable reputation as a tenor and composer of comic
operas with various German companies in Augsburg, Prague, Riga,
Frankfurt and Mainz.

In 1792 Walter joined G.F.W. Grossmann’s company in Lower Saxony as
its music director. His operas for this troupe show his Viennese training to
advantage, displaying a fondness for wind instruments, a cheerful and
popular melodic style and a fine sense of musical architecture (his tonal
plans seem closely modelled on the practice of Mozart, in whose operas he
frequently sang). In 1787 he completed a setting of H.G. Schmieder’s
Doktor Faust, a text cobbled from Goethe’s Faust fragment of 1790 and
other German sources. His music, according to Spitta, shows him ‘wholly
within Mozart’s sphere of influence’. Walter himself took the part of Faust,
and the Queen of Aragon was sung by his wife Juliane Browne Roberts
(1759-1835), whom he had married while at Riga. In 1804 Walter assumed
direction of the Hoftheater at Regensburg, where he died in 1822. His half-
brother, Johann (Nepomuk) Walter (b Radonitz, 11 Dec 1768; d Mannheim,
10 June 1822), was for a while a tenor at Frankfurt, Vienna and Mannheim
(1790-96), and became a pharmacist.

WORKS

stage

music lost unless otherwise stated

Die 25000 Gulden, oder Im Dunkeln ist nicht gut munkeln (Spl, 3, C.H. Spiess),

Dresden, Schwarze Thor, 15 AucI; 1782



Der Trank der Unsterblichkeit (op, 4, C.A. Vulpius), Prague, Nostitz, 1783

Der ausgeprugelte Teufel, 1790

Der Spiegelritter (Spl, 3, Kotzebue), Frankfurt, National, 11 Sept 1791

Die Harfe [Die Zauberharfe] (Operette, 2, Schreiber), 1793

Doktor Faust (Original-Oper, 4, H.G. Schmieder, after J.W. von Goethe and others),
Bremen, 28 Dec 1787; 2nd version, Hanover, 8 June 1798, Bhm; rev. (C.A.
Mamminger), Regensburg, Hof, 10 Oct 1819

Das Wildpret, Frankfurt, 1799

Ritter Lowensteins Geist auf Wanderungen, oder Die Teufelsmihle am Wienerberg,
2. Theil (op, 3, C. Werner), Regensburg, Hof, 18 Aug 1809

Hass und Liebe, oder Das Fischermadchen (1, T. Korner), Regensburg, Hof, 8 Sept
1815

Pf arrs. of ops by other comps., incl. C.D. von Dittersdorf: Die Liebe im
Narrenhause (Mainz, 1799)

other vocal
Sacred: 3 masses, H-P, VEs; 3 other masses; 6 motets

Solo vocal: Divita ogni gioire, aria and recitative, S, orch (Mainz, n.d.); Euch verlass’
ich, meine Schriften, aria (Leipzig, n.d.); Ode an die Freude (F. von Schiller), acc.
gui (Hanover, n.d.); Ich denke dein wenn mir der Sonne Schimmer, v, gui, D-KI/

instrumental
Prologue, orch; Conc. for 2 cl; several fl concs.
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THOMAS BAUMAN/R

Walter [Walther], Johann
[Johannes] (i)

(b Kahla, Thuringia, 1496; d Torgau, 25 March 1570). German composer
and poet. According to a document dated 12 February 1599 which
supplements his will of 1 April 1562, his surname was Blanckenmduller and
as a penniless schoolboy he had been adopted by a citizen of Kahla and
had pursued his studies under the name ‘Johann Walter'. He claimed that
he had been educated in music from his youth; he was probably a choirboy
during or after his schooldays in Kahla and Rochlitz. Between 1521 and
1525, he was a bass in the Elector of Saxony’s Hofkapelle, which was
usually centred in Altenburg, Torgau and Weimar. After the death of Elector
Friedrich 1l (56 May 1525) he was threatened with dismissal. In 1525 he
spent three weeks in Wittenberg with Luther, who was in favour of
continuing the late elector’'s Kantorei and, with Melanchthon, of Walter’s
receiving adequate financial support for it. Walter had been in contact with
Duke Albrecht of Prussia in Kdnigsberg from 6 February 1526 but did not
gain a position there. Relying on an offer of security in his Torgau post, he
settled there and married in June 1526. In 1527 he matriculated at Leipzig
University.

Walter’s transition from the court to service in the town and church seems
to have been gradual. He still called himself ‘choirmaster to the Elector of
Saxony’ in editions of his Geystliches gesangk Buchleyn from 1534 to
1551. In December 1527 he was awarded a vicarship in Altenburg. In 1529
he was living in the school building and in 1531 the Torgau inspectors
decreed that he should instruct the boys in music and organize the singing
in the parish church. In 1532 he was given a house in Torgau and citizen’s
rights. In 1535 the elector authorized an annual grant of 100 thalers for
Walter’'s new Kantorei. The singers were apparently able to perform the
demanding repertory of the so-called Torgau Walter Manuscripts and to
mount important festivities, such as the dedication of the renovated
Schlosskapelle (5 October 1544).

When the electoral title was transferred from one branch of the family to
another after the Schmalkaldic War, Walter’s allegiances took him away
from Torgau to the Dresden Hofkapelle, which he directed from 1548 until
he retired in 1554. He remained a strict Lutheran and resisted the Leipzig
Interim of 1548 and all theological and liturgical change. His concern for the
continuation of the pure Lutheran doctrine is reflected in his letters from
Dresden and in some of his late works from Torgau, where he lived in his
old age.



Walter’s importance for music history rests on his Geystliches gesangk
Buchleyn (first published in 1524) and on his organization of ecclesiastical
music for several towns and residences in Saxony, especially Torgau and
Dresden. He organized, revised and even wrote part of the music in the
Torgau Walter Manuscripts. By 1524 at the latest he was personally
acquainted with Luther, whom he advised (with his colleague Conrad
Rupsch, also from Kahla) on the draft of the German Mass in autumn 1525.
Luther, for his part, lent authority to Walter's hymnbook, with its early use of
the Protestant Tenorlied, by writing the preface, which mentions Walter
only incidentally. This first Lutheran collection of choral music appeared in
the same year as Luther’s famous appeal to German cities to maintain
Christian schools: the hymnbook was intended for young people, who were
encouraged to use a spiritual repertory instead of secular songs so that
they would become practised in the Christian way of life and in its music.
The hymnbook’s success is confirmed by its many new editions and
continuations, and by contemporary reports: as early as 20 June 1526,
when it contained 38 German settings and only five Latin ones,
Melanchthon wrote that Walter had ‘created the hymn which is so much in
use today’, and on 7 July 1547 he said that Walter's music was the most
sung in Wittenberg.

Walter's German hymns were probably sung at first by the Saxon
Hofkapelle in Dresden, but soon also in daily school prayers; manuscript
and printed music for Latin services, particularly festal Vespers and
masses, shows that the principal composers of this type of music were pre-
Reformation, or unaffected by the reforms, or were Walter’s
contemporaries.

Walter was regarded as the master of the music and words of the German
hymn. He attempted to overcome this specialization by using a wider range
of texts, by a greater technical display in pieces for five to seven voices and
by composing the somewhat old-fashioned Magnificat settings of 1557. His
free use of dissonant suspensions attests his increasing ambition as a
composer. But the future of German church music lay in the hymn, and
Walter’s song settings and simple contrapuntal sections prepared the way.
Like all his German contemporaries, Walter was influenced by Josquin,
most notably in his seven-voice homage motet of 1544. The timbre of his
German settings, with their emphasis on 3rds and 6ths, may be derived
from Isaac, while his increasing tendency to use clausulas corresponds to
the style of the period. His song motets of 1566, however, show how he
paved the way for succeeding generations of German musicians.

WORKS

for full sources see edition

Edition: Johann Walter: Sémtliche Werke, ed. O. Schréder (Kassel, 1953—73) [S i-vi]

Geystliches gesangk Buchleyn (Wittenberg, 1524; 2/1525/R in DM, 1st ser., xxxiii,
1979; enlarged 3/?1528; 6/1551); S i—iii

Cantio, 7vv (Wittenberg, 1544);8v |
Ein schoner geistlicher und Christlicher Berckreyen ... Herzlich tut mich erfrewen
(Wittenberg, 1552)



Ein newes Christlichs Lied, 4vv (Wittenberg, 1561/R1953); S iii

Verbum caro factum est, 5vv (Eisleben, 1568); ed. in Blankenburg (1991)

Passio secundum Matthaeum, D-TO Torgau Walter MSS; S iv

17 motets, Magnificat, TO Torgau Walter MSS; S vi (most anon. but probably by
Walter

WRITINGS
only those on music

Lob und Preis der I6blichen Kunst Musica (Wittenberg, 1538); ed. W. Gurlitt
(Kassel, 1938)

Lob und Preis der himmlischen Kunst Musica (Wittenberg, 1564)
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WERNER BRAUN

Walter [Walther], Johann (ii)



(b Torgau, 8 May 1527; d Torgau, 8 Nov 1578). German composer, only
son of Johann Walter (i). In 1544 his schoolmasters, Markus Crodel and
Melanchthon, recommended that he should attend Wittenberg University.
Through Melanchthon’s intervention Walter entered the teaching profession
and the Church in Schnaitheim bei Heidenheim (Wirttemberg) in 1547. He
became a music teacher at Tubingen Monastery on 29 February 1548,
remaining there for six months. According to Eitner, Walter was also a
Kantor in Grossenhain. On 30 November 1551 he married Elisabeth,
Crodel’s daughter. In 1553 he was an alto in the chapel of Elector Moritz of
Saxony. Thereafter he lived in Torgau as a householder and granary
steward (‘Kornschreiber’). It is open to question whether he became the
‘feiner gelehrter Mann’ that his father-in-law hoped for and it is not certain
what role he played as a musician; Melanchthon correctly saw him as
being primarily the son of an important composer. Walter’s known
compositions, all for four voices, are a hymn composed on 4 December
1557, A solis ortus cardine (D-SI Cod.mus.fol.l 22), a Te Deum (H-BA 22)
and a motet Spes mea Christus (BA 22; only one voice).
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WERNER BRAUN

Walter [?Walters, ?Water,
?Waters], John

(b ¢1660; d 1708). English organist, music copyist and composer. He may
be identified with the John Walter (Water, Waters) who was a chorister of
the Chapel Royal under Blow in 1674 and whose voice had broken by
1677. He was organist of Eton College from 1681 to 1705, and as such
was the first teacher of John Weldon, whom he sent in 1693 and 1694 to
study with Purcell. The Eton accounts seem to show that Walter's teaching
of the choristers there was respected. After leaving his post as organist, he
shared with his successor, Benjamin Lamb, a stipend as a clerk of Eton
College until 1708, when his name disappears from the accounts.

He made transcriptions, meticulous and reliable if sometimes slavishly
literal, of sacred and secular music by English composers of the period,
including numerous works by Blow (GB-Ckc, CH and Lbl) and Purcell (Lbl).
His fair-copy score of Blow's Venus and Adonis (Lbl Add.22100) is
annotated with stage directions, singers' names and so on, and he seems
to have been involved in the first performance, for he made another and
much rougher copy in short score (Lb/ Add.31453), presumably for the
purpose of drawing out a set of parts; he subsequently overwrote this copy
with Blow's revised version of the work. He collaborated with his Eton
colleague William Isaack in copying, presumably in haste, two important
Purcell scores: the 1693 Queen Mary ode Celebrate this festival (Ob) and
the Te Deum and Jubilate composed for St Cecilia's Day 1694 (US-STu).



Walter's own output was modest; his music is straightforward in
construction and generally restrained in style, though not without vigour.
Three verse anthems, Lord, | confess my sin, O give thanks and O God,
thou art my God, and an Evening Service in A survive in autograph copies
(GB-Lbl, WRec, WRch). The second anthem, more flamboyant than the
others, is included in a collection compiled by Isaack (Cfm), while the third
was transcribed by James Hawkins of Ely (Cu).
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BRUCE WOOD

Walter, Rudolf

(b Grosswierau, nr Schweidwitz [now Swidnica], 24 Jan 1918). German
musicologist and organist. He studied music education at the
Padagogische Hochschule, Beuthen, and church music and musicology at
Breslau University (1938—43). After the war he continued at Mainz
University (1947-9), where he took the doctorate under Schmitz with a
dissertation on Reger’s chorale preludes. He was appointed lecturer at
Mainz in 1950 and professor and director of the department of church
music at the Musikhochschule, Stuttgart, in 1967. His posts included
church music director and organist in Breslau (from 1942), Bad Kissingen
(from 1948) and Heidelberg (University of Heidelberg, 1961-83). His
concerts were frequently broadcast and he made 12 recordings featuring
the organ music of Silesia. He retired in 1983.

Walter has written extensively on organ building throughout Europe,
particularly in Silesia, and on church music from the 17th to the 20th
centuries. He has also published monographs on J.C.F. Fischer, whose
works he has edited, and the abbey at Grissau (now Krzeszow). His
scholarly editions include works by Fux and Murschhauser and he has
prepared practical editions of Silesian instrumental and church music.

WRITINGS

Max Regers Choralvorspiele fiir Orgel (diss., U. of Mainz, 1949)

ed., with H.J. Bursch and D. Grossmann: L. Burgemeister: Der Orgelbau
in Schlesien (Frankfurt, 2/1973)

‘A Spanish Registration List of c. 1770°, Organ Yearbook, iv (1973), 40-51

‘Olivier Messiaen und die Orgel von Ste Trinité, Paris’, Musik und Kirche,
xlviii (1978), 261-72

‘Die Breslauer Dommusik von 1805-1945’, Musik in Schlesien im Zeichen
der Romantik, ed. G. Pankalla and G. Speer (Dulmen, 1981), 87-218

Gregorianische Themen in nicht-gottesdienstlicher Musik des 20.
Jahrhunderts (Rottenburg-Stuttgart, 1983)

Moritz Brosig (1815-1887): Domkapellmeister in Breslau (Dulmen, 1988)



‘Musikalienverzeichnis der Breslauer Kathedrale von 1761’, FAM, xxxv
(1988), 256-75; see also ‘Musikalien-Inventar der Breslauer
Kathedrale aus den Jahren 1824-25’, FAM, xxxvi (1989), 304—-26

‘Der Orgelbaustil von Johann Philipp Seuffeurt (1693-1780)’, Acta
organologica, xx (1988), 115—48

‘Schlesische musicalische Collegia ... im Rahmen der allgemeinen
Cacilienbruderschaften’, Musik des Ostens, xi (1989), 75-138

Johann Caspar Ferdinand Fischer: Hofkapellmeister des Markgrafen von
Baden (Frankfurt, 1990)

‘Bemerkungen zu den Kompositionen von Johann Joseph Fux zum
Offertorium’, Johann Joseph Fux and the Music of the Austro-Italian
Baroque, ed. H. White (Aldershot, 1992), 231-61

Musikgeschichte des Zisterzienserklosters Griissau: vom Anfang des 18.
Jahrhunderts bis zur Adfhebung im Jahre 1810 (Kassel, 1996)

EDITIONS

EDM, 1st ser., xciv: Johann Caspar Ferdinand Fischer: Litaniae lauretanae
(1986); 1st ser., xcv: Johann Caspar Ferdinand Fischer: Vesperae seu
psalmi vespertini (1995)

Johann Joseph Fux: Samtliche Werke, 3rd ser., iii. Offertoriumsmotetten
fur vier Vokalstimmen (Graz, 1992); 3rd ser., iv: Offertoriumsmotetten
fur vier und finf Vokalstimmen (Graz, 1996)

Franz Xaver Murschhauser: Vesper-Psalmen, DTB, new ser., ix (1992)

LOTHAR HOFFMANN-ERBRECHT

Walter, Thomas

(b Roxbury, MA, 13 Dec 1696; d Roxbury, 10 Jan 1725). American tune
book compiler. He graduated from Harvard College in 1713, and was
ordained as a minister at the First Church of Roxbury in 1718. He took an
active part in the movement to improve congregational singing in the
1720s, compiling one of the first singing books published in the colonies,
The Grounds and Rules of Musick Explained (Boston, 1721), and
preaching such sermons as ‘The Sweet Psalmist of Israel’ (1722). In his
lengthy theoretical introduction to The Grounds and Rules Walter
expressed the hope that his book would help enlarge the repertory of
congregational psalmody, and replace ‘an horrid Medly of confused and
disorderly Noises’ with ‘right and true singing of the Tunes’ through such
expedients as ‘the just and equal Timeing of the Notes’. The book was one
of the few colonial imprints before the 1760s to contain sacred music, and
eight editions were issued by 1764. Many of its three-part, textless tunes
were extremely popular in the 18th century, and several are still in use
today.
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F.J. Metcalf: American Writers and Compilers of Sacred Music (New York,
1925/R), 19-23

M.B. Jones: ‘Bibliographical Notes on Thomas Walter's “Grounds and
Rules of Musick Explained”, Proceedings of the American Antiquarian
Society, xlii (1932), 235-46



C.K. Shipton: ‘Thomas Walter’, Sibley's Harvard Graduates, vi (Boston,
1942), 18-24

N. Temperley: ‘First Forty: the Earliest American Compositions’, American
Music, xv (1997), 1-25

NYM COOKE

Walter of Chatillon [Gautier de
Chatillon; Gautier de Lille;
Gualterus ab Insula; Gualterus de
Castellione Insulis; Walterus ab
Insula]

(b Lille, c1135; d ?Amiens, ¢1190). French lyric poet andscholar, active not
only in France but also in England and Italy. Most of the known details of
his life come from a Latin vita of uncertain date and authenticity (F-Pn
lat.8359) and from biographical information in the manuscripts of his works.
After studying in Paris and Reims and acting as the head of a school in
Laon and as canon of Reims, he may have entered the service of Henry |l
of England. Although no mention is made of his service in the vita, this may
be dated from correspondence between Walter and John of Salisbury in
1166; apparently he did not remain in this position for long but returned to
France and to teaching, this time in Chétillon. The reasons for his
departure from the court of Henry Il are not known, but it has been
suggested that the murder of Thomas a Becket in 1170 may have played
some role. John of Salisbury's part in this affair is well known, and it may
be that Walter was influenced by the older man.

From Chatillon he went to Bologna to study canon law, and may have
spent some time in Rome as well. He then returned to Reims (¢1176) and
finally moved to Amiens. In Reims he wrote his epic poem the Alexandreis
(c1180), which he dedicated to his patron, the Archbishop William of the
White Hands. His date of death is uncertain, but some of his poems
suggest that he had a grave illness, which may have hastened his death;
Johannes de Garlandia supports this view (‘Magister Gualterus ... cum
percuteretur a lepra’, F-Pn lat.1093, f.31). In addition to the extremely
popular Alexandreis and a Tractatus contra ludeos, Walter was the author
of a substantial number of rhythmic poems. Of those which have been
attributed to him with varying degrees of certainty, 13 are known to survive
with music. This includes both monophonic and polyphonic conductus
settings, nearly all of which are extant in the conductus collections in
sources associated with the Notre Dame school. It is uncertain whether he
composed the music to any of his poems.

See also Conductus and Goliards.



WORKS

Catalogues: G.A. Anderson: ‘Notre Dame and Related Conductus: a Catalogue
Raisonné, MMA, vi (1972), 152—-229; vii (1973), 1-81 (also cross-refers to G.A.

Anderson and C. Brewer, eds.: Notre Dame and Related Conductus, Henryville,
PA, 1979-) [a]

Dum medium silentium teneret, aK15, f99 [dated 1174, from a sermon preached in
Bologna]

Excitatur caritas in lerico, af30, f111; 3vv

Licet eger cum egrotis, alLL51

Omnl pene curte, al34, 252, 2w

Sol sub nube latuit, al16, f334; 2vv [contrafacta: Thibaut de Blaison, ‘Chanter et
renvoisier seuil’, L.255.6, R.1001; Gautier de Coincy, ‘Pour mon chief reconforter’,
L.72.16, R.885]

works with spurious, doubtful or conflicting attributions

Beata viscera Marie virginis cuius, aK14, f42; text by Philip the Chancellor, music by
Perotinus (see Dronke, 1987, pp.563—4) [contrafacta: Gautier de Coincy, ‘De sainte
Leocade’, L.72.3, R.12, and ‘Entendez tuit ensemble’, L.72.5, R.83]

Quid ultra tibi facere, aK17, f288; by Philip the Chancellor (see Dronke, 1987,
pp.563—4

Vite perdite, aJ35, f387; 2vv; modern attribution to Peter of Blois (Dronke,
1976/1984, p.322) [contrafactum: Hue de Saint Quentin, ‘A I'entrant du tens
sauvage’, L.113.1, R.41; Peirol, ‘Per dan que d'amor m'aveigna, PC 366.26]
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ROBERT FALCK/THOMAS B. PAYNE

Waltershausen, Hermann
Wolfgang (Sartorius), Freiherr von

(b Géttingen, 12 Oct 1882; d Munich, 13 Aug 1954). German composer,
teacher and writer on music. He studied composition in Strasbourg with
M.J. Erb, and in Munich with Thuille in 1901. Remaining in the Bavarian
capital, he founded the Praktisches Seminar fur fortgeschrittene
Musikstudierende as a private music school in 1917, and was subsequently
invited to be professor and assistant director of the Akademie der Tonkunst
in 1920. Two years later he was made director and, together with the
Academy’s president Siegmund von Hausegger, overhauled the
institution’s curriculum, adding a drama school, advanced composition
classes and lectures (he himself gave those in dramaturgy and aesthetics).
He was also active in other spheres, in particular organizing the Munchener
Tonkunstlerverein and advising the newly established Bavarian Radio. He
was retired from the Academy in 1932, and during the Third Reich founded
the Seminar fur Privatemusiklehrer which became the state-recognized
Waltershausen-Seminar in 1954.

One of the younger members of the Munich School, Waltershausen sprang
to international prominence with his second opera Oberst Chabert (1912),
based on a story by Balzac set in Paris during 1817. Performed in Vienna,
Berlin, Munich, London and Budapest, it represents one of the earliest
attempts to integrate elements of verismo into a post-Wagnerian operatic
tradition, and is notable for its harmonic adventurousness. Waltershausen’s
later operas, however, attracted far less attention. Richardis (1915),
modelled to a certain extent on Wagner’s Parsifal, suffered from a lack of
dramatic intensity while the comedy Die Rauensteiner Hochzeit (1919)
appeared reactionary in its reversion to the dramatic structures of 19th-



century Volksoper. After the failure of his later operas, Waltershausen
concentrated his attention on orchestral music, conducting the first
performances of a sequence of works during the 1920s. Yet by this stage,
his aspirations as a composer had been overtaken by interests in writing
and administration, and in the 1930s he felt less compelled to write music.

WORKS

(selective list)

Ops: Else Klapperzehen (musikalische Komdodie, 2, Waltershausen), Dresden,
1909; Oberst Chabert (Musiktragddie, 3, Waltershausen, after H. de Balzac),
Frankfurt, 1912; Richardis (romantsiche Oper, 3, O. Anthes), Karlsruhe, 1915; Die
Rauensteiner Hochzeit (3, Waltershausen), Karlsruhe, 1919; Die Grafin von Tolosa
(7 scenes, Waltershausen), Munich Radio, 1954

Vocal: 8 Songs, S/T, orch, 1913; Cophtisches Lied (J.W. von Goethe), 1v, pf, 1914;
7 Poems (R. Huch), S, pf, 1914; 3 weltgeistliche Lieder, high S, small orch, 1915;
Alkestis, chorus, orch, 1929

MSS in D-Mbs, Mmb

Principal publishers: Drei Masken Verlag, Tischer & Jagenberg, Verlaganstalt Deutscher Tonkinstler

WRITINGS

Der Freischiitz; ein Versuch (ber die musikalische Romantik (Munich,
1920)

Das Siegfried-Idyll oder die Riickkehr zur Natur (Munich, 1920)

Die Zauberflbte: eine operndramaturgische Studie (Munich, 1920)

Richard Strauss: ein Versuch (Munich, 1921)

Orpheus und Euridike: eine operndramaturgische Studie (Munich, 1923)

Musik, Dramaturgie, Erziehung (Munich, 1926) [collected essays]

Die Kunst des Dirigierens (Berlin, 1942, 2/1954)
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Walther, Ignaz.

See Walter, Ignaz.



Walther, Johann.

See Walter, Johann (i) or (ii).

Walther, Johann Gottfried

(b Erfurt, 18 Sept 1684; d Weimar, 23 March 1748). German organist,
composer, theorist and lexicographer. His father was Johann Stephan
Walther, an Erfurt fabric maker; his mother, Martha Dorothea, née
Lammerhirt, was a close relative of J.S. Bach’s family. Walther’s
autobiography was published in Mattheson's Grundlage einer Ehren-Pforte.
His education began at the age of four with private instruction; in 1691 he
entered the lower school of Erfurt. Organ lessons were begun with Johann
Bernhard Bach, organist of the Kaufmannskirche, and continued with his
successor, Johann Andreas Kretschmar. Walther said he learnt in less than
a year to sing well enough to become a soloist in church music
performances. According to Walther, his teacher was Jakob Adlung, but he
probably meant David Adlung, the father of Jakob. The latter, born in 1699,
became a friend of Walther in the early 1720s and later a prominent Erfurt
organist and theorist.

In 1697 Walther went to the Ratsgymnasium where he received a
humanistic education. In summer 1702 he obtained his first position as an
organist at the Thomaskirche in Erfurt. He entered the University of Erfurt
to attend lectures in philosophy and law, but soon decided to devote
himself entirely to music. He began a lifelong study of music theory,
reading the treatises of Werckmeister, Fludd and Kircher, and for a brief
period he studied composition with Buttstett. In autumn 1703 he started to
travel, going first to Frankfurt (probably to the book fair) and Darmstadt.
The following autumn he went to Magdeburg and also to Halberstadt,
where he met Andreas Werckmeister, one of the most distinguished names
in German music at that time, an organist and a writer of major works on
music theory. Werckmeister was sympathetic to young Walther, presented
him with a gift of Baryphonus’s treatise Pleiades musicae (Halberstadt,
1615), and subsequently corresponded regularly and sent him music,
including the keyboard works of Buxtehude. In Halberstadt Walther also
visited his friend Johann Graff, who had been a student of Johann
Pachelbel in Erfurt. In 1706 he went to Nuremberg to study with
Pachelbel’s son Wilhelm Hieronymus, whom he had known during their
childhood together in Erfurt.

Walther’s years of apprenticeship ended on 29 July 1707 when he was
appointed organist at the Stadtkirche (St Peter und St Paul), Weimar, a
post he retained until his death. Immediately upon coming to Weimar he
was made the music teacher of Prince Johann Ernst, nephew of the
reigning Duke Wilhelm Ernst; the former was a gifted musician, and after
he had returned from the University of Utrecht in 1713, Walther also taught
him composition. Walther dedicated his manuscript treatise Praecepta der
musicalischen Composition (1708) to Johann Ernst, and the prince’s early
death in 1715 was a severe loss to Walther.



In 1708 J.S. Bach, Walther’s cousin, joined the ducal court Kapelle, and
there began a friendship of great mutual benefit for these exceptionally
gifted colleagues, who were almost of equal age. In 1712 Bach became
godfather to Walther’s eldest son. Of Walther’s eight children, two
daughters and two sons survived him; the younger son, Johann Christoph
(1715-71), followed his father’s career of organist (he was appointed to the
cathedral at Uim in 1751). The final important professional appointment in
Walther’s career occurred in 1721 when he was asked to join the ducal
orchestra as Hofmusicus. Much of Walther’s career centred on his duties
as organist and his instruction of many private pupils. He wrote sacred
vocal music, numerous chorale preludes and other organ music.
Particularly valuable for his continuing impact on music history was his
energetic pursuit of musical knowledge and his collecting of a remarkable
library of music and books on music. His enthusiasm led to the idea of
publishing a dictionary of musicians and musical terms, the monumental
Musicalisches Lexicon (Leipzig, 1732/R).

Walther's last years were marked by ever-increasing disillusionment. His
private pupils diminished in number. He did not receive, for reasons that
are not clear, a position of greater distinction and remuneration, although
more than one opportunity arose for him to become Kantor of the church in
which he was organist. Similarly, when Bach left the Weimar court to
accept a post at Cothen, Walther was passed over in the search for Bach’s
successor. His financial position worsened and he was forced to sell much
of his extensive library. Finally, in autumn 1745 his health declined so
seriously that he asked his younger son Johann Christoph to return from
Jena, where he was a student, in order to substitute for his father as
organist. A final blow to Walther’s pride came when Duke Ernst August
refused his request to make his son his successor as organist in Weimar.

Walther is a notable figure in German Baroque music history. His greatest
contribution is the Musicalisches Lexicon, the first major music dictionary in
German and the first in any language to include both musical terms and
biographies of musicians from the past and present (see illustration). To
the continuing gratitude of music historians, it serves as a still unexhausted
repository of facts about musical conditions, concepts, performing
practices, the major composers and writers on music up to the first
decades of the 18th century. Walther’s gift in codifying musical knowledge
was based on a number of earlier musical dictionaries of various kinds,
most particularly, as he himself made clear, the work of Sébastien de
Brossard (Paris, 1703). However, Walther conceived his work as a
comprehensive collection both biographical and bibliographical in nature as
well as fully representative of European musical terminology as he knew it.
The Musicalisches Lexicon includes more than 3000 musical terms; more
than 200 authors and 250 sources are drawn upon, first and foremost
Mattheson, to whose works more than 200 references are made. Walther’'s
consummate command of the materials of music theory and history are
evident in the wide range of these sources, including most of the 17th-
century European treatises, and also earlier treatises from the
Renaissance as well as works from antiquity quoted from Meibom’s
Antiquae musicae of 1652 (see Eggebrecht’s valuable article). Walther
continued to work on his dictionary after its publication and hoped to
publish a second, revised edition, for which he completed a manuscript (in



A-Wgm). Many of Walther’s revisions and supplementary entries were
subsequently incorporated by E.L. Gerber into his Lexicon der Tonkdinstler
(Leipzig, 1790-92).

As a theorist Walther is represented by a treatise written early in his career,
probably as a manual of instruction for Prince Johann Ernst. The Praecepta
der musicalischen Composition is an important compilation of theoretical
concepts drawn largely from treatises of the 17th century. It is divided into
two large parts, the first discussing the rudiments of music such as notation
and scales, and including a brief, alphabetically arranged list of musical
terms, an obvious first stage towards the subsequent music dictionary.
More important, however, is part ii, entitled Musicae poéticae, an instructive
record of mid-Baroque German concepts of the art of composing, both in
the practical application of the materials of music, such as intervals,
consonance and dissonance, chords and contrapuntal procedures, and
also in the stress on the techniques appropriate to expressing the affective
connotations of words. Walther’s work includes an important explanation of
the musical-rhetorical figures which played an important part in the
compositional practices of German Baroque composers. Walther
apparently never intended to publish his treatise, which he frequently drew
upon in writing his dictionary (see Benary’s edition and his important
discussion of the work).

As a composer, Walther reported in his autobiography that he wrote ‘92
vocal and 119 keyboard works based on chorales’ as well as 78 works by
other composers that he arranged for keyboard. Only one vocal work
survives, Kyrie, Christe, Kyrie eleison (iber Wo Gott zum Haus nicht giebt
sein Gunst (in D-Bsb). Most of Walther's organ works have been published
(DDT, xxvi—xxvii; see Breig for comments regarding works falsely attributed
to Walther in this edition). They are mainly chorale preludes — over 100 —
that range from brief two-manual, three-part settings to extensive chorale
partita arrangements and chorale fugues. These superbly varied pieces
display most of the chorale variation techniques developed by German
composers beginning with Pachelbel and including Bohm, Buxtehude and,
of course, Bach. Walther’s chorale variations are uniformly of the highest
merit, perhaps the only ones comparable to Bach's examples of the genre
(see Seiffert’s discussion of Walther’s chorale preludes). The close
personal friendship with Bach undoubtedly influenced Walther’s treatment
of the chorale, but his compositions are nevertheless highly personal in
style. Walther’s sensitivity to the affective connotations of the melodies, his
rich harmonic variety, the brilliant keyboard technique rooted in motivic
counterpoint, and the strength of the contrapuntal ideas are all worthy of
comparison with Bach’s organ chorales.

WRITINGS

Praecepta der musicalischen Composition (MS, 1708, D-WRitl); ed. P.
Benary (Leipzig, 1955)

Alte und neue musicalische Bibliothek (Weimar and Erfurt, 1728) [letter A
only of the following item]

Musicalisches Lexicon, oder Musicalische Bibliothec (Leipzig, 1732/R); MS
with addns for 2nd edn in A-Wgm

WORKS



Edition: J.G. Walther: Gesammmelte Werke fiir Orgel, ed. M. Seiffert, DDT, xxvi—

XXVii i1906/Ri [W]

Harmonische Denck- und Dankmahl, bestehend aus VIIl Vor-Spielen Uber das Lied:

Allein Gott in der H6h sei Ehr, kbd iAuasburi, 1738i, W

Preludio con Fuia iAi kbd iAuisburi, ?1741 i W

Kyrie, Christe, Kyrie eleison Uber Wo Gott zum Hauss nicht giebt sein Gunst, 4vv,
bc; Guldener Friede uns wohl ergetzet, 8vv, ?bc [only S extant]; Offnet die Thure,
macht weiter die Thore, 5vv [only 2nd S extant]: all D-Bsb

3 preludes and fugues (C, d, A), kbd; toccata and fugue (C), kbd; fugue (F), kbd: all
D-Bsb, NL-DHgm, W

Canone infinito gradato a 4 voci sopra ‘A solis ortus cardine’, kbd, Bsb*, ed. in P.
Spitta: Johann Sebastian Bach (Leipzig, 1873-80/R)

For lost works see Brodde, p.56
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Walther, Johann Jakob

(b Witterda, nr Erfurt, c1650; dMainz, 2 Nov 1717). German violinist and
composer. According to J.G. Walther he learnt the violin from a Pole whose
servant he had become. He was in Florence from about 1670 until, at the
latest, the end of 1673, when he returned to Germany. From 1 January
1674 he was in the service of the elector of Saxony at Dresden as ‘primo
violinista da camera’. By 1681 he had moved to Mainz, where he was clerk
and ‘ltalian secretary’ at the electoral court and where he remained until his
death.

With Biber, Walther was the most important and daring of the late 17th-
century violinist-composers in Germany and Austria who cultivated virtuoso
techniques involving polyphonic writing, multiple stopping and the use of
high positions: Fétis called him ‘the Paganini of his century’. Whereas in
using multiple stopping Biber was interested chiefly in scordatura, Walther
emphatically rejected it, preferring instead the imitation of other musical
instruments and of birds and animals. In doing so he was following in the
footsteps of such composers as Biagio Marini, Carlo Farina (who had also
worked at the Dresden court and whose Capriccio stravagante (1627) is a
notable example of such pictorial music), Marco Uccellini, J.H. Schmelzer
and even Biber himself. He is known by only two collections of music:
Scherzi da violino solo con il basso continuo per I'organo o cembalo
accompagnabile anche con una viola o leuto (Dresden, 1676, 2/1687; ed.
in EDM, 1st ser., xvii, 1941) and Hortulus chelicus uni violino duabus, tribus
et quatuor subinde chordis simul sonantibus harmonice modulanti (Mainz,
1688/R in Masters of the Violin, ii (New York and London, 1981), 2/1694,
also 3/1708 according to Walther; edns of three works plus citations of
other modern republications of individual works in Saslav).

Most works in the Scherzi are in free form, reminiscent of earlier sonatas in
their sudden changes of tempo and metre: in Hortulus chelicus most
movements are similar to the dance movements typical of the sonata da
camera. Sets of variations and varied strophic arias in the form AA'BB' are
likewise prominent in both volumes. But Walther's most characteristic
works are those in which programmatic elements predominate. In the
Serenata a un coro di violini (Hortulus chelicus, no.28) Walther imitated a
‘chorus’ of violins, the tremulant organ, bagpipes, trumpets, timpani, the
hurdy-gurdy and the guitar; Galli e galline, Scherzi d'augelli con il [sic] cucci
and Leuto harpeggiante e rossignuolo, are among those works in which
various birds are imitated.
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I. Saslav: Three Works from J.J. Walther's ‘Hortulus chelicus’ (diss.,
Indiana U., 1969)

ISIDOR SASLAV

Walther, Joseph.

See Walter, Ignaz.

Walther von der Vogelweide

(c1200). German Minnesinger and Spruch poet. He is regarded as one of
the most outstanding and innovative authors of his generation. In the
opinion of his contemporaries, too, he was considered the leading poet and
musician among the Minnesinger (see, for example, Gotfrid von
Strassburg: Tristan, 4751-820; for an overview of contemporary comments
on his work (see Bein, 1997; also Ranawake, rev. 11/1997 of Paul edn).
His poetic oeuvre is the most varied of his time, comprising many
Minnelieder and Spruch stanzas as well as religious lieder (including one
Leich and a Kreuzlied), and his poetry treats a number of subjects,
adopting frequently contradictory positions. In his work he freed Minnesang
from the traditional patterns of motifs and restricting social function and
transformed it into genuinely experienced and yet universally valid love-
poetry.

1. Life.

2. Works.
WORKS
BIBLIOGRAPHY

MICHAEL KLAPER
Walther von der Vogelweide
1. Life.

Little is known for certain about his life. The title ‘her’, which he is given in
two sources of his works, is not necessarily an indication that he was of
knightly birth, especially as these sources (D-HEu Pal.germ.848; D-SI HB
XIII' 1) tend to add this title to authors' names (Sayce, 1982). With Walther,
as with most writers of Middle High German song, we are largely
dependent on contemporary allusions in his own texts for information about
his life and career. In fact, Walther adopted a more personal stance than
any earlier writer towards contemporary political events such as the
dynastic disputes between the Hohenstaufens and the Guelphs, the
struggle for political power between the papacy and the Empire, and the
repeated efforts to revive the crusading movement. Study of the identifiable
events and persons that he mentioned shows that his works are likely to
date from the end of the 12th century to the first third of the 13th, and that
he may have been active principally in the Austrian area, where, according
to his own account (ed. in Cormeau, 12.1V, line 8), he learned ‘singen unde
sagen’ (this would mean that rather few sources transmitting Walther's
work come from his main area of activity). In Walther's case, unlike that of
other authors of his generation, there is also a non-literary reference
mentioning him as a singer: the expense accounts of Wolfger von Erla,



Bishop of Passau, contain an entry for the day after Martinmas (12
November) 1203, recording payment of five shillings made to Walther for a
fur coat: ‘Sequenti die apud Zei(zemurum) [Zeiselmauer, nr Vienna]
Walthero cantori de Vogelweide pro pellicio .v. sol(idos) longos’. It appears
that Walther was being remunerated for his services as a travelling singer,
a role mentioned in several of his poems.

It is difficult to draw many conclusions about the author's career from his
texts, since the circumstances of their performance are not usually clear.
The same difficulty applies to the significance of intertextual references.
For instance, several of Walther's verses suggest some rivalry (or at least
engagement) with the work of Reinmar der Alte, the most prominent
example probably being the borrowing of a Ton, perhaps with some
variation — mentioned only in D-HEu Pal.germ.848, with the words ‘In dem
déne: Ich wirbe umb allez daz ein man’ (Cormeau, 81; see Des
Minnesangs Friihling, 159.1). However, this citation gives no grounds for
any precise dating of a ‘feud’ between Reinmar and Walther, nor does it
prove that Walther served for any long period of time at the Viennese court,
as earlier research has assumed (see Schweikle, 1986). The information
about Walther's grave from the collections of the episcopal protonotary
Michael de Leone (for instance in D-Mu 2° Cod.ms.731, from 1347-54),
stating that he was buried in the cloisters of the collegiate foundation of
Neumdunster in Wilrzburg, is of late date, and is associated with texts that
were compiled with local ‘patriotism’ in mind. It is not impossible, however,
that Walther did die in the Wurzburg region.

Walther von der Vogelweide
2. Works.

Despite the wide transmission of his poetic works, any attempt at adequate
assessment of the musical aspect of his work, explicitly mentioned in
Gotfrid von Strassburg's Tristan, is almost impossible in the state in which
it has come down to us. As far as musical transmission is concerned, we
may set out by assuming that in Walther's time poetry usually meant poetry
for singing (for a different view see Cramer). It is generally presumed that
in the 12th and 13th centuries a new Ton was created for each song (Ton
meaning the metrical rhyme scheme as well as the melody). Walther was
probably one of the first poets to compose Spriiche in several different
Téne (it seems that earlier Spruch poets each used a single Ton); his Téne
were often of Stollen-like construction. Those Téne that bear his name, or
may be ascribed to him for reasons of parallel transmission, are contained
in over 30 extant sources dating from the 13th century to the 17th. The
breadth of the transmission of his works may reflect something of the high
regard that Walther enjoyed. The sources are of very different types, from
isolated works added later to manuscripts predominantly containing
material of a different nature, through collections of works by different
authors and manuscripts containing representative examples of repertory,
to the records of the Meistersinger who venerated Walther as one of the
‘old masters’. Most of the transmitted documents, including those
containing the most extensive collections of Walther's works (such as the
Manessische Liederhandschrift, D-HEu Pal.germ.848; see illustration), give
the texts but no melodies, so that only the metrical-rhyme scheme of the
Téne are preserved and we know nothing about the way they were



performed. There may be a number of different reasons for this absence of
melodies: a lack of interest in writing them down during the preparation of a
manuscript, inadequate means for doing so, or in many cases perhaps a
change in the function of the songs.

There are three early sources that transmit stanzas by Walther with their
melodies: the Carmina Burana manuscript (D-Mbs Clm 4660/4660a), the
manuscript A-KR 127 and the fragment D-MUsa VIl 51. The Carmina
Burana, one of the earliest sources of Minnesang, contains notation in
staffless neumes for part of the anonymously transmitted stanza So wol dir
meie wie du scheidest, appended to a Latin poem, Virent prata hiemata
(the German stanza is ascribed elsewhere to Walther and to Lutold von
Seven). The melody and the metre of this stanza correspond to the Latin
poem, although no concordant version with a transcribable melody is
known. Other stanzas ascribed to Walther elsewhere have no neumatic
notation in the Carmina Burana manuscript. One, Roter munt wie du dich
swachest, is in the same Ton as So wol dir meie, while the other, Nu lebe
ich mir alrest werde, is the first stanza of the famous ‘Palastinalied’ and is
also transmitted in the Munster fragment. The Kremsmunster manuscript
contains seven stanzas ascribed to Walther in other sources, but only one
stanza, Vil wunder wol gemachet wip, is notated for only part of the verse.
Although the concrete pitches of the melody (which is notated in staffless
neumes) are not clear, it is evident that the melody has a relatively large
number of melismas compared with the melodies in the Carmina Burana.
The only early source to contain legible versions of Walther's melodies is
the Munster fragment. It contains three Téne with uncontested attributions:
the ‘Palastinalied’ (with 12 stanzas), the ‘Kénig-Friedrichston’ (10 stanzas,
the first incompletely preserved) and the ‘Zweiter Philippston’ (1 incomplete
stanza). Another Ton, the melody of which is partly preserved in the
Munster fragment (Cormeau, 115), is ascribed to Walther but doubt has
been cast on its ascription (see Cormeau).

A number of later manuscripts also ascribe melodies to Walther, principally
among them the Kolmarer Liederhandschrift (D-Mbs Cgm 4997), dating
from about 1460. This source ascribes three Téne to him, the ‘Gespaltene
Weise’, the ‘Hof- oder Wendelweise’ and the ‘Goldene Weise’. The
‘Gespaltene Weise’ was left unnotated in the source, but its formal scheme
matches that of the ‘Konig-Friedrichston’ in earlier manuscripts. The
‘Hofweise’ matches the ‘Wiener Hofton’ transmitted in older sources, so is
regarded as genuine, but the ‘Goldene Weise'’ is generally regarded as
spurious, as there is no earlier evidence that Walther used its formal
scheme (although see Stauber, 1974, for a different opinion). Both the
‘Hofweise’ and the ‘Goldene Weise’ are found in later Meistersinger
manuscripts, the latter usually under slightly different names and ascribed
to Wolfram von Eschenbach; sources preserving its melody have different
versions from that in the Kolmarer Liederhandschrift. Such different
versions may reflect either different strands of tradition or ‘editorial’
revision, factors that must be considered in all study of melodies from the
Spruch tradition. Among other Téne ascribed to Walther in Meistergesang
manuscripts of the 16th and 17th centuries, the ‘Feiner Ton’ has been
identified with Walther's ‘Ottenton’ and consequently its melody has been
claimed for him (see Cormeau); in this case there are two distinct versions
of the melody.



Other melodies may be provided for Téne by Walther if we consider works
transmitted with conflicting attributions and possible contrafacta. For
example, four stanzas included among Walther's works in the Manessische
Liederhandschrift (Cormeau, 104.1-1V) are transmitted in the Jenaer
Liederhandschrift (D-Ju EI.f.101) as part of a Ton ascribed to ‘Meyster
Rumelant’; the latter source has square staff notation and thus provides us
with a transcribable melody in a version roughly contemporary with the
Munster fragment. Possible contrafacta among Walther's works of
Romance models (for a brief survey see Brunner and others, 1996) include
two melodies: the Ton for So wol dir meie (Cormeau, 28) has been
suggested as a contrafactum of the chanson Quant je voi I'erbe menue by
Gautier d'Espinal (R.2067), and Walther's ‘Palastinalied’ may be modelled
on Jaufre Rudel's Lanquan li jorn son lonc en mai (PC 262.2). In the first of
these cases the melodies appear not to be identical (see Welker, 1988):
there is seldom direct correspondence between the neumatic notation of
the Carmina Burana manuscript and the melody preserved (in staff
notation) in the chansonnier F-Pn fr.20050 — although the preference for
notating single notes with virgae in the Carmina Burana conveys only a
very vague idea of the course of the melody (see ex.1); much the same
applies to the ‘Palastinalied’. As a result the same material may be
interpreted either as confirming the contrafactum connection (Brunner,
1963) or as evidence of its improbability (McMahon, 1982—4). The problem
is exacerbated by the several variant versions of the troubadour melody in
the French/Occitan manuscripts, none of which matches in a convincing
way the version ascribed to Walther (see ex.2). We would therefore have to
assume deliberate revision of the melody in the course of its adaptation or
else find an alternative explanation for the similarities in the Occitan and
German melodies as the result of a largely analogous pattern in an existing
melodic and tonal context (for a discussion of these issues see Treitler,
1995).
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Although there are many difficulties associated with the musical
transmission of Walther's works, compared with his Germanic
contemporaries the transmission pattern of his music may be described as
relatively rich (only the works of Neidhart are much more widely copied).
But any attempt to assess style or to determine national idioms from his
works (see Gulke, 1975) is doomed to failure: the many discrepancies
between the surviving melodies have ensured that, as yet, we can say little
of a convincing nature about Walther's musical art.




Walther von der Vogelweide
WORKS

Edition:Die Gedichte Walthers von der Vogelweide, ed. K. Lachmann (Berlin, 1827, rev.
14/1996 by C. Cormeau as Walther von der Vogelweide: Leich, Lieder, Sangspriiche,
with edition of melodies by H. Brunner) [W]

melodies in early sources

transcribable

Mir hat eyn liet von vranken (‘Zweiter Philippston’), inc., D-MUsa VIl 51; W 8b

Uil hoch gelopter got (‘Kénig-Friedrichston’), 10 stanzas (first stanza inc.), MUsa VI
51; W 11 (also in Mbs Cgm 4997, unnotated, as ‘Gespaltene Weise’)

untranscribable

So wol dir meie wie du scheidest, D-Mbs Clm 4660/4660a, anon., partly notated in
staffless neumes but matches melody of preceding Latin poem Virent prata
hiemata; C 28.1lI; also Roter munt wie du dich swachest, MbsClm 4660/4660a,
anon., same Ton, no notation; W 28.1V; Ton is possibly contrafactum of Gautier

d'Espinal: Quant 'ie voi l'erbe menue iR.ZOG?i

melodies in later sources

‘Feiner Ton’, ascr. Walther in Meistersinger MSS PL-WRu 1009, lost; D-Nla
Fen.4°V182 (¢1590-95), anon.; Nst Will lll. 784, annotated ‘Im Feinenthon/H.
Walthers’; ed. in H. Brunner and others, 1977, no.11; matches ‘Ottenton’ (W 4) from
older tradition; melody thus attrib. Walther

‘Gespaltene Weise', D-Mbs Cgm 4997, ascr. Walther; see Uil hoch gelopter got |
‘Goldene Weise’, Mbs Cgm 4997, ascr. Walther but generally assumed not to be by
him; PL-WRu 1009, D-Nst Will 111.784, Nst Will 111.792, all ascr. Wolfram von
Eschenbach; ed. in Brunner and others, 1977, no.8

‘Kreuzton’, PL-WRu 1009, D-Bsb mgf 25, Nst Will 111.784, Nst Will I11.792, WRI
Q576/1, ascr. Walther in Meistersinger MSS; ed. in Brunner and others, 1977,
no.10

Got in vier elementen, melody first copied in D-Ju EI.f.101, annotated ‘Meyster
Rumelant’, matches Ton of 4 stanzas in D-HEu Pal.germ.848; W 104.I-IV
Walther von der Vogelweide
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Walton, Blanche W(etherill)

(b Philadelphia, 15 Nov 1871; d New York, 17 July 1963). American patron
of music. After her marriage at the age of 22 to Ernest F. Walton, she
moved to New York, where she was among the last of MacDowell's piano
pupils. She supported the work of many composers in the 1920s and
1930s, including Cowell, Bartdk (who stayed in her home during his first
American visit in 1927), Varése, Ruggles, Riegger, Weiss, Carlos Chavez,
Paul Arma (the pseudonym of Imre Weisshaus) and Ruth Crawford. In
1932, with Charles Seeger and Joseph Yasser, she founded and
supported the American Library of Musicology. In 1934 the American
Musicological Association (later Society) was formed in her home. Cowell,
who considered her an important and highly esteemed sponsor of modern
music, organized a concert in her honour at the New School, New York, in
1959.
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RICHARD JACKSON

Walton, William (Turner)

(b Oldham, 29 March 1902; d Ischia, 8 March 1983). English composer.
Noted above all for his orchestral music, he is one of the major figures to
emerge in England between Vaughan Williams and Britten.

1. Life.

2. Works.
WORKS
BIBLIOGRAPHY

BYRON ADAMS
Walton, William
1. Life.

The second of four children, Walton was born into an impecunious family.
His father, Charles, was a baritone who made a modest income as a choir
master and his mother, Louisa (née Turner), was a contralto. Walton’s
earliest musical experiences came as a choirboy in his father’s church
choir. Anglican anthems, as well as the secular vocal music he heard at
home, thus formed the basis of his musical habits and laid the foundation



of his later style. The punishment he received as a choirboy (his knuckles
were rapped by his father for each musical mistake he made) may have
also contributed to his often painful quest for musical perfection.

In 1912 Walton won a scholarship to become a chorister at Christ Church
Cathedral, Oxford. He remained at the cathedral school for six years,
singing treble solos and studying the piano and the violin. While many of
his early compositions are the apprentice efforts of a choirboy with a good
ear, the choral work A Litany (1916, rev. 1930) remarkably anticipates his
mature style. (In later life, he claimed that he began to compose as a way
to avoid returning to his family in Oldham). During these years, Walton
attracted the attention of Thomas Strong, the dean of Christ Church (later
the bishop of Oxford), who provided artistic encouragement and financial
support and arranged for him to enter the University in 1918 at the age of
16. Although in later years Walton was prone to exaggerate his lack of
musical education, he in fact received careful training under Hugh Allen,
the organist at Christ Church (later the director of the RCM). A great deal of
his time at Oxford was spent in the library, studying scores by Debussy,
Ravel, Prokofiev and Stravinsky, and developing his abilities as an
orchestrator. He left Christ Church in 1920 without a degree, however,
having failed three times to pass an obligatory BA exam.

While at Oxford, Walton met Sacheverell, Osbert and Edith Sitwell, friends
with whom he lived for over a decade (fig.1). The Sitwell’s provided him
with freedom from want, time to compose and a lively cultural education.
During this period, he attended the Russian ballet, met Stravinsky and
Gershwin, listened to jazz at the Savoy Hotel and wrote an experimental
string quartet that won the praise of Alban Berg. His first trip to Italy, taken
with the Sitwells in 1920, proved to be a seminal experience. He found
there a congenial musical tradition steeped in Mediterranean lyricism, as
well as the sunlight that he craved. His first important score, Fagade
(1922-9) reflects these influences. The scores that followed, such as the
overture Portsmouth Point (1924-5) and the Sinfonia concertante (1926-7)
enhanced his growing reputation.

With the Viola Concerto (1928-9), Walton deepened his expressive range
and contrapuntal technique, advancing his musical language far ahead of
those of his friends and acquaintances Constant Lambert, Peter Warlock
and Lord Berners. An uninhibited Italian vivacity animated his next major
score, the cantata Belshazzar’s Feast (1930-31). The success of this
highly dramatic choral work confirmed Walton’s place as an prominent
figure in the British musical world. He extended his reputation
internationally with the impressive First Symphony (1931-5), inspired by
his stormy love affair with Baroness Imma Doernberg.

During the early 1930s Walton began to detach himself from the Sitwells.
He attracted such patrons as Siegfried Sassoon, Mrs Samuel Courtauld
and especially Lady Alice Wimbourne, with whom he enjoyed a long, happy
and intimate relationship. He gained further financial security by composing
film scores, the first of which, Escape Me Never, was written in 1934.
During World War Il, he wrote music for a series of patriotic films, including
Laurence Olivier’s stirring adaptation of William Shakespeare’s Henry V
(1943-4). Following the death of Lady Wimbourne in 1948, Walton



travelled to Argentina for a conference of the Performing Rights Society. In
Buenos Aires he met and tenaciously courted Susana Gil Passo, an
Argentine woman 24 years his junior. They were married in a civil
ceremony on 13 December 1948; a Catholic ceremony was held on 20
January the following year. In 1949 the couple settled on the island of
Ischia.

From 1947 to 1954 Walton struggled with the composition of a grand
opera, Troilus and Cressida. His severe standards of craftsmanship,
combined with dissatisfaction with the librettist, Christopher Hassell,
conspired to make the project a slow and painful one. Although the opera
was a success at its Covent Garden premiére (3 December 1954) and in
subsequent productions in New York and San Francisco, its outright failure
at La Scala wounded Walton deeply and sapped his self-confidence. He
continued to revise, cut and make other alterations to the work for many
years.

Walton’s output slowed as he grew older, partly because of the cool critical
reception given to Troilus and Cressida, the Second Symphony (1957-60)
and other postwar scores, and partly because his health became
increasingly precarious. He continued to attend major performances,
however, and to tour as an effective conductor of his own works. He visited
Australia and New Zealand in 1964 and received a tumultuous welcome on
a trip to Russia in 1971. During these years the Waltons built an expansive
villa with a luxurious garden on Ischia; he spent the rest of his life in that
idyllic setting.

Walton received many awards during his long career: seven honorary
doctorates, including one from Oxford (1942); the Gold Medal of the Royal
Philharmonic Society (1947); a knighthood (1951); the Order of Merit
(1967); and the Benjamin Franklin Medal (1972). He was elected to
honorary membership in the American Academy of Arts and Letters (1978)
and received the Ivor Novello Award (1982). Despite such recognition, his
critical reputation fell after World War 11, the victim of rapid changes in
musical fashion. By the end of the 20th century, however, his music again
secured a prominent and valued place in the repertory.

Walton, William
2. Works.

Walton’s most important work of surviving juvenilia is A Litany (1916, rev.
1930) for unaccompanied chorus. A precocious production for a teenager,
this lapidary setting of a text by Phineas Fletcher (‘Drop, Drop Slow Tears’)
demonstrates many of the stylistic traits of the mature composer. Walton’s
peculiarly effective writing for voices, characterized by arching melodic
lines, elegant but idiosyncratic part-writing based on practical experience
rather than textbook rules, and admirable formal concision, is already
present. Other aspects of A Litany familiar from later works include an
harmonic vocabulary based on triads (often spiced with added notes) and
seventh chords (but avoiding diminished and dominant seventh structures),
and unusual cadential formulas. Walton also leavens the expression of
voluptuous melancholy with a characteristic touch of irony.



Other early scores include two charming solo songs, The Winds (1918) and
Tritons (1920), and a lively Piano Quartet (1918-21), which takes as its
model a work by Herbert Howells for the same combination of instruments.
Self-consciously English in style, the quartet is filled with echoes of
Vaughan Williams, Elgar and Delius. While lacking the suavity of Howell's
score, Walton’s work possesses an abundance of melodic invention and
rhythmic variety. Walton aptly described his first, experimental String
Quartet (1919-22) as ‘full of undigested Bartok and Schoenberg’. The most
striking features of this work are its clotted textures and self-conscious use
of dissonance. In the score, Walton experiments with an angst-ridden,
expressionistic aesthetic that was foreign to his pleasure-loving nature.
Despite the praise lavished on the work by Berg after its premiére at the
first ISCM Festival in 1923, Walton soon withdrew it.

Walton’s next composition, Fagade (1922-9, rev. 1951), could not be more
different from the severity of its immediate predecessor. A setting of Edith
Sitwell’s poetry, the text forms a complex reminiscence of Sitwell’s difficult
Edwardian childhood, including recollections that are delicate (“Through
Gilded Trellises’), terrifying (‘Black Mrs Behemoth’) or satirical (‘Jodelling
Song’). In the work, Walton rediscovers and deepens certain stylistic
elements first manifest in A Litany. His expressive range is expanded
through the assimilation of popular styles of the early 1920s, such as the
tango, fox-trot and Charleston, and the hybrid Anglo-American jazz he
heard at nightclubs and at the Savoy Hotel. Additional influences include
Schoenberg’s Pierrot lunaire which, like Fagade, uses a reciter, and the
spiky instrumentation and irregular metres of Stravinsky’s Histoire du
soldat. These scores provided Walton with models of how popular genres —
cabaret songs in Pierrot and ragtime in Histoire — could be incorporated
into a distinctive style essentially predicated on art music. It is interesting to
note his sly parody of the formal organization of Pierrot (its division into 21
[3 x 7] succinct movements) in Fagade’s final version.

Walton’s fascination with the etchings of Thomas Rowlandson resulted in
the overture Portsmouth Point (1924-5), which had a successful premiére
at the 1926 ISCM Festival in Zlrich. In this admirably concise evocation of
Rowlandson’s bawdy etching, jazzy syncopation and orchestral athleticism
jostle reminiscences of Stravinsky’s Pulcinella. The virile pandiatonicism of
Portsmouth Point also pervades the neo-classical Sinfonia concertante for
orchestra and piano obbligato (1926-7), a work in which even greater
echoes of Stravinsky can be heard.

The Viola Concerto (1928-9) represents an important development in
Walton’s style. For the first time Stravinskian influences are smoothly
integrated into music displaying lessons learned from Hindemith (who
performed the solo part in the work’s 1929 premiére), Prokofiev, Ravel and
Gershwin. Consisting of a scherzo preceded and followed by two more
substantial movements, the concerto is a marvel of orchestral poise; the
orchestra never impinges on the soloist’s both melancholy and muted
voice. Walton’s contrapuntal inventiveness is much in evidence throughout
the work. The musical narrative is organized into broad paragraphs that
extend melodic material through continuous variation. A pervasive use of
cross-relations is integral to both motivic development and harmonic



language (see, for example, the final cadence of the finale) and contributes
a smoky cinema noir quality to its finest pages (ex.1).
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Commissioned by the BBC, Belshazzar’s Feast (1930-31) is a sardonic
inversion of the ‘dramatic cantata’ beloved by Victorian composers and
audiences. Osbert Sitwell’s libretto consists of cunning juxtapositions of Old
Testament excerpts that draw implicit parallels between the excesses and
downfall of the Babylonian monarch and the opulence and eventual
implosion of Edwardian society. Rather than using Biblical texts to express
religious sentiment, Sitwell uses them to titillate. The audience at the
premiére must have been discomfited by the perverse innuendo of the
cantata’s opening line: ‘Thus spake Isaiah: Thy sons that thou shalt beget,
They shall be taken away/And be eunuchs in the palace of the King of
Babylon'.

Walton’s music colludes fully with Sitwell’s text in its intent to subvert
Edwardian mores. The real protagonists of Belshazzar’s Feast, the captive
Jewish people represented by the chorus, react with the ferocious
indignation of powerless outsiders forced to serve an oppressive society.
Walton, himself a Lancastrian outsider at Oxford and in London, vividly
contrasted the searing anguish of the Jewish slaves with a caricature of the
garish ostentation of Belshazzar’s court. A parody of Elgar's Pomp and
Circumstance marches erupts as a paean of praise to Belshazzar’'s God of
Gold to cleverly characterize Babylonian decadence through a specific
reference to an Edwardian musical style.

After the triumph of Belshazzar’s Feast, Walton began to sketch his First
Symphony (1931-5), the genesis of which was protracted and agonized. In
composing this work Walton struggled against the weight of symphonic
tradition, in particular the overwhelming precedent set by Sibelius, whose
music was immensely popular in England during the 1930s. He placed an
additional creative block in his own path by allowing the first three
movements of the symphony to be performed by the LSO under Harty on 3
December 1934. After further anguished work, the finale was finally
completed and the full work given its premiere by the same orchestra and
conductor on 6 November 1935.



The ascending horn calls that open the work recall the initial bars of
Sibelius’ Fifth Symphony (ex.2); an extensive use of pedal points, ominous
timpani rolls and menacing low brass timbres also derive from Sibelius.
Walton’s deployment of ostinatos to organize extensive passages is his
own particular innovation, however, and the peculiar thematic logic of the
symphony is closer to Beethoven than Sibelius. With its mixture of orgiastic
power, coruscating malice, sensuous desolation and extroverted swagger,
the symphony is a tribute to Walton’s tenacity and inventive facility.

Both the coronation march Crown Imperial (1937, rev. 1963) and the Violin
Concerto (1936-9, rev. 1943) pay a less equivocal homage to Elgar than is
found in Belshazzar’s Feast. Modelled on Elgar's Pomp and Circumstance
marches, Crown Imperial is the finest and most infectious of Walton’s
essays in that genre. The Violin Concerto is an ingenious reconciliation of
the demands of virtuosity and Romantic expressiveness. Commissioned by
Heifetz, it shares the same basic formal plan of the Viola Concerto,
consisting of a fleet scherzo flanked by two larger movements. The
orchestral colour of the Violin Concerto, however, is brighter than that of
the earlier work, the themes more extroverted and the harmonies more
luscious. The commedia dell’arte capriciousness of the scherzo anticipates
the high spirits of the concert overture Scapino (1940, rev. 1950), written
for the 50th anniversary of the Chicago SO, while the Neapolitan languor of
the trio evokes the earlier Siesta (1926, rev. 1962).

During World War Il Walton composed music for a series of patriotic films
that included The First of the Few, from which he drew the exhilarating
Spitfire Prelude and Fugue (1942). His cinematic experience is particularly
evident in his music for Christopher Columbus (1942), a BBC radio
programme celebrating the 450th anniversary of Columbus’s first voyage to
America. In addition to Christopher Columbus, Walton composed two
ballets: The Wise Virgins (1940), a skilful orchestration of music by Bach,
and The Quest (1943), a ‘propaganda ballet’ oddly reminiscent of Vaughan
Williams. Aside from these scores, and miniatures such as Duets for
Children (1940), he focussed his attention on film music. His collaboration
with Laurence Olivier resulted in magnificent scores for Henry V (1943-4),
Hamlet (1947) and Richard 1l (1955). ‘Doing films’, Walton once said,
‘gave me a lot more fluency’; the assurance he gained from writing film
scores increased his depth, concentration and versatility.



Immediately after the war, Walton turned to chamber music composition,
producing in succession the String Quartet in A Minor (1945—-6) and the
Sonata for Violin and Piano (1947-9). The quartet, one of Walton'’s
supreme achievements, can be justly compared to Ravel. At the
suggestion of Marriner, he later arranged it as the Sonata for Strings
(1971). Written for Yehudi Menhuin and Louis Kentner, the Violin Sonata is
cast in an unusual bipartite form; extensive motivic connections between
the two movements create a highly cohesive design. Despite the brief
appearance of a 12-note passage in the set of variations that comprises
the second movement, the sonata is strongly tonal.

In 1947 Walton began planning his grand opera Troilus and Cressida
(1947-54, rev. 1963, 1972-6). As with the First Symphony, the process of
composition was fraught with difficulties. (The complex history of the
opera’s painful evolution and extensive revisions is lucidly unravelled in
Kennedy, 1989). Walton was so preoccupied with Troilus and Cressida that
during the protracted period of its creation he wrote only two brief
occasional pieces: a second coronation march, Orb and Sceptre, and the
effervescent Coronation Te Deum (both 1952-3).

Hampered by Christopher Hassell's ‘poetic’ and pseudo-archaic libretto,
Walton nevertheless managed to compose dramatically effective music
that often rises to both nobility and passion, especially in Cressida’s three
arias. His compassion for the hopeless plight of his vacillating heroine, a
weak young woman facing an insoluble moral dilemma, gives the opera
consistency and poignancy. Despite its many beauties, however, Troilus
and Cressida represents a late and only partially successful attempt to
revivify the traditions of 19th-century Italian opera in a postwar era wary of
heroic Romanticism.

Walton'’s second opera, The Bear (1965-7), was completed 13 years after
the premiére of Troilus and Cressida and offers a marked contrast to the
earlier work. A one-act ‘extravaganza’ with an expert libretto by Paul Dehn
after the play by Anton Chekhov, The Bear is a burlesque on the excesses
of Romanticism. Chekhov’s unsentimental view of human nature gave
Walton ample opportunity for a pointed expression of wit and irony. His
composition of The Bear was preceded by two song cycles, both of which
share the opera’s melodic invention and high spirits: Anon in Love for tenor
and guitar (1959) and A Song for the Lord Mayor’s Table for soprano and
piano (1962).

Compared with the torturous creation of Troilus and Cressida, the Cello
Concerto (1955—-6) was composed with comparative ease. Commissioned
by Piatigorsky, the concerto is related both to the Mediterranean lyricism of
Troilus and Cressida and to the mastery of variation displayed in the Violin
Sonata. While the formal plan of the Cello Concerto superficially recalls
that of the viola and violin concertos, it possesses an unusually
introspective depth of feeling. The luminous ticking present throughout the
work suggests the inexorable passage of time, and the pensive melancholy
of its conclusion recalls Cressida’s aria ‘At the Haunted End of the Day’.

Composed after the Cello Concerto, the Partita for orchestra (1957) is, in
contrast, an extroverted showpiece written to celebrate the 40th
anniversary of the Cleveland Orchestra. More substantial than either the



Johannesburg Festival Overture (1956) or the diverting but hard-edged
Capriccio burlesco (1968), the Partita is an impressively concentrated
score with a high-spirited finale, the main theme of which gradually
emerges during the course of the movement. The steely counterpoint and
orchestral virtuosity of the Partita are also present in the Second
Symphony (1957-60), commissioned by the Royal Liverpool Philharmonic
Society. A grander conception than the Partita, the Second Symphony is
one of Walton’s finest works. More refined than the First Symphony, it is
remarkable for its stylistic integration, developmental ingenuity and
orchestral mastery. Although not as urgently passionate as its predecessor,
the Second Symphony is notated with greater clarity and displays clearer
formal articulation. The finale, a passacaglia based on a 12-note theme
(ex.3), is an intriguing reconciliation of Baroque formal procedures with a
complex and dissonant harmonic vocabulary.
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The symphony’s density of texture and sonorous brilliance is also found in
the next of Walton’s large works, the Gloria (1960-61) composed for the
125th anniversary of the Huddersfield Choral Society. Like the earlier In
Honour of the City of London (1937), the Gloria shares some of the
glittering energy of Belshazzar’s Feast without possessing either its high
level of invention or its enlivening irony. Far more satisfying are the
orchestral acts of homage to admired colleagues: the Variations on a
Theme by Hindemith (1962-3) and the Improvisations on an Impromptu of
Benjamin Britten (1969). The Hindemith Variations, commissioned by the
Royal Philharmonic Society for its 150th concert, is an extraordinary meld
of Hindemithian craftsmanship and Waltonian exuberance. Walton takes as
his theme a substantial passage from the slow movement of Hindemith’s
Cello Concerto and, through the variations, relates it to a quotation from the
opera Mathis der Maler. Though the variations begin with Hindemith’s
material, Walton’s own voice becomes more prominent as the work
progresses. For Walton, an ‘improvisation’ was a free and fanciful
elaboration of a theme rather than a formal variation. In the improvisations
based on the opening melody of the second movement, ‘Impromptu’, of
Britten’s Piano Concerto, op.13, the theme is subjected to a variety of
kaleidoscopic metamorphoses. Commissioned for the San Francisco SO,
the Britten Improvisations is a curiously ambivalent tribute: the atmosphere
is often chilly and remote and the celebratory tone of the final improvisation
sounds oddly forced.

Both the ingenuity and austerity of the Britten Improvisations are found in
Walton’s two final orchestral works. The engaging Varii capricci (1975—6) is
a skillful transcription for orchestra of the Five Bagatelles for guitar (1970—
71). The Prologo e Fantasia (1981-2), written for Rostropovich and the



National SO of Washington, DC, is a chilling glimpse into the bleakness of
old age.

Throughout his life Walton returned to the composition of choral music,
producing such fine pieces as Set me as a seal upon thine heart (1938)
and Where does the uttered music go? (1946). As he grew older, he
frequently explored this medium, producing an anthem, The Twelve (1964—
5), a Missa brevis (1965-6), a Jubilate Deo (1971-2), a Magnificat and
Nunc dimittis (1974) and the Antiphon (1977). All of these pieces, as well
as the spare Cantico del sole (1973—4) are reminders of the music that he
composed as a choirboy and bring his career full circle.

Walton’s music has often been too neatly dismissed by a few descriptive
tags: ‘bittersweet’, ‘nostalgic’ and, after World War Il, ‘same as before’.
Such convenient categorizations ignore the expressive variety of his music
and slight his determination to deepen his technical and expressive
resources as he grew older. His early discovery of the basic elements of
his style allowed him to assimilate successfully an astonishing number of
disparate and apparently contradictory influences, such as Anglican
anthems, jazz, and the music of Stravinsky, Sibelius, Ravel and Elgar, to
name a few. Walton’s allegiance to his basic style never wavered and this
loyalty to his own vision, along with his rhythmic vitality, sensuous
melancholy, sly charm and orchestral flair, gives his finest music an
imperishable glamour.

Walton, William
WORKS

stage

The First Shoot (ballet, 1), 1935, Manchester, Opera House, 23 Dec 1935, band
suite, 1979-80 [arr. orch, C. Palmer, 1987]

The Quest (ballet, 1), 1943, London, New Theatre, 6 April 1943

The Bear (extravaganza, 1, P. Dehn and W. Walton, after A. Chekhov), 1965-7,
Aldeburgh, Jubilee Hall, 3 June 1967

other dramatic

Film scores: Escape Me Never, 1934; As You Like It, 1936; Dreaming Lips, 1937;
Stolen Life, 1938; Major Barbara, 1940—41; The Foreman went to France, 1941-2;
Next of Kin, 1941; The First of the Few, 1942; Went the Day Well?, 1942; Henry V,
1943—-4, choral suite, 1945 [arr. M. Sargent], orch suite, 1963 [arr. M. Mathieson];
Hamlet, 1947; Richard Ill, 1955, orch suite, 1963 [arr. Mathieson]; The Battle of
Britain, 1969 [score used only in part], orch suite, 1984-5 [arr. C. Matthews]; Three
Sisters, 1969




orchestral

Pedagogic Ov. ‘Dr Syntax’, 1920-21, withdrawn; Fantasia concertante, 2 pf, jazz
band, orch, 1923—4, withdrawn; Portsmouth Point, ov., 1924-5; Sinfonia
concertante, orch, pf obbl, 1926-7, rev. 1943; Facade, suite no.1, 1926; Siesta,
small orch, 1926, rev. 1962; Va Conc., 1928-9, rev. 1936—7, 1961; Sym. no.1,
1931-5; Ballet Music, 1934 [from film score Escape Me Never]; Vn Conc., 1936-9,
rev. 1943; Crown Imperial, coronation march, 1937, rev. 1963; Facade, suite no.2,
1938; Music for Children, 1940—41 [based on Duets for Children, pf]; Scapino,
comedy ov., 1940, rev. 1950; Spitfire Prelude and Fugue, 1942 [from film score The
First of the Few]; 2 Pieces, str, 1944 [from film score Henry V]; Memorial Fanfare for
Henry Wood, 1945; Orb and Sceptre, coronation march, 1952-3; Variation on an
Elizabethan Theme ‘Sellinger’s Round’, str, 1953; Vc Conc., 19556, rev. 1975;
Johannesburg Festival Ov., 1956; Partita, 1957; Sym. no.2, 1957-60; The Quest,
1961 [from ballet, arr. V. Tausky and Walton]; Variations on a Theme by Hindemith,
1962-3; Funeral Music, 1963 [from film score Hamlet, arr. M. Mathieson]; Prelude,
1963 [from film score Richard lll, arr. Mathieson]; Hamlet and Ophelia, poem, 1967
[from film score Hamlet, arr. Mathieson]; Capriccio burlesco, 1968; Improvisations
on an Impromptu of Benjamin Britten, 1969; Sonata, str, 1971 [transcr. of Str Qt, a,
by Walton and M. Arnold]; Varii capricci, 1975-6, rev. 1977 [arr. 5 Bagatelles, gui];
Prelude, 1977 [from Granada TV Music]; Prologo e Fantasia, 1981-2; A Shavian
Sequence, suite, 1987 [from film score Major Barbara, arr. C. Palmer]

band and brass ensemble

Salute to the Red Army, 2 fanfares, brass, perc, 1943; A Queen’s Fanfare, 1959;
Fanfare for a Great Occasion, 1962 [from film score Hamlet, arr. M. Sargent];
March, concert band, 1966 [from Granada TV Music, arr. G. Vinter]; Anniversary
Fanfare, 1973; Fanfare for the National, 1974, rev. 1976; Roaring Fanfare, 1976;
Salute to Sir Robert Mayer on his 100th Birthday, 1979; A Birthday Fanfare,
1981; Fanfare and March, 1987 [from incid music for Macbeth, arr. C. Palmer]

choral

With orch: The Forsaken Merman (M. Arnold), S, T, SSSSAAAA, orch, 1916,
unperf.; Belshazzar’s Feast (O. Sitwell, after Bible), Bar, SSAATTBB, orch, 1930—-
31, rev. 1931, 1948, 1957; In Honour of the City of London (W. Dunbar),
SSAATTBB, orch, 1937; Coronation Te Deum, boys’ chorus, 2 SATB, 2 SSSATB,
orch, org, 1952-3; Gloria, A, T, B, SSAATTBB, orch, 1960-61; Henry V (A
Shakespearean Scenario), spkr, boys’ vv, SATB, orch, 1988 [from film score, arr. C.
Palmer]

Unacc.: A Litany (P. Fletcher), SATB, 1916, rev. 1930; Make we joy in this fest
(trad. carol), SATB, 1931; Set me as a seal upon thine heart (Song of Solomon),
SATB, 1938; Where does the uttered music go? (J. Masefield), SATB, 1945-6; Put
off the serpent girdle (C. Hassell, P. Dehn), SSA, 1947-54 [omitted from Troilus and
Cressida in 19726 rev.]; What cheer (trad.), SATB, 1961; All this time (trad.),
SATB, 1970; Cantico del sole (St Francis) SATB, 1973—4; King Herod and the Cock
(trad.), SATB, 1977

solo vocal



Tell me where is fancy bred? (W. Shakespeare), S, T, vn, pf, 1916, unpubd; Child’'s
Song (A.C. Swinburne), 1v, pf, 1918, unpubd; Love laid his sleepless head
(Swinburne), 1v, pf, 1918, unpubd; A Lyke-Wake Song (Swinburne), 1v, pf, 1918,
unpubd

chamber and solo instrumental

Choral Prelude ‘Wheatley’, org, 1916, unpubd; Valse, c, pf, 1917, unpubd; Pf Qt,
1918-21, rev. 1955, 1974-5; Str Qt, 1919-22, withdrawn; Toccata, a, vn, pf, 1922—
3; Valse from Facgade, pf, 1928; Choral Prelude ‘Herzlich thut mich veriangen’, pf,
1931 [transcr. of Bach]; Ballet Music, pf, 1935 [from film score Escape Me Never];
Duets for Children, pf, 1940; Str Qt, a, 1945-6; Sonata, vn, pf, 2 1947-9; 2 Pieces,
vn, pf, 1948-50; 3 Pieces, org, 1955 [from film score Richard lll]; 5 Bagatelles, gui,
1971; Theme (for Variations), vc, 1970; Birthday Greeting to Herbert Howells, 1972,

unpubd; Passacaﬁlia, vc, 1979-80; Duettino, ob, vc, 1982, unpubd
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