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ABSTRACT

This document examines compositions by Johann Straussidted by title or
compositional circumstance to Hungarians op§gs for the presence of tretyle
hongrois or Hungarian stylé an exotic stle used by Western composers throughbet
nineteenth centurylhis study defines thetyle hongroighroughspecificmusical terms
by amalgamating recent scholarship intoxaden of musical elements and gestures. The
compositions under consideration ee&omposed between 1846 and 18Bte study
provides background into the development ofgtyée hongroig including the migration
of the Rom, the influence of the dominant Magculturewithin Hungary the evolution
of theverbunkosandthe style hongroig] ®arlyoverlap with the Turkish stylkand the
social and poligal circumstancewithin Vienna and the Austrblungarian Empire at the
time. The origins of the Viennese dantradition are traced, and it is revealed that both
Joseph Lanner and Johann Strabissoured to Pesthe capital of Hungarygnd
composed in thetyle hongroisMajor works by Jbann Strauss Jr. examined in this
study include th@esthelCsardas op.23; Elien a Magyar! Polkaschnel] op. 332;
5 R V D O C&a@&sfiovh Die Fledermausselections fronber Zigeunerbaronthe
Csardasfrom Ritter PAsméanand a ew csardascomposedor Die Fledermausn 1896.
The study reveals that Strauss usedstiieehongroisnot as a foreign musical
language, but as a set of gestures and forms which coulddyporated intdis normal
VW\OH 1HYHUWKHOHVV 6WUDXVV{V PHORGIlyE LQJHQXLW"

hongroisfrom the outsetHe appliedthe stylein various way$ superficially to existing
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dance forms, anih full imitations of theverbunkgenre Thesewvorks were consistently

greetec® both in Vienna and Hungafywith praiseand acknowledgmemif 6 WUD XV V {V
success in imitating Gypdyand music, to whit heenjoyedample exposure. This

study? aclose inspectionof aBD OO VXEVHW R I26avedlDaxXuI® YVetR X W S X W
sophisticated evolution in his compositional technique. It also traces the progression of

his caree? from upstarperformerto the culturbsymbol of an empire.
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CHAPTER ONE: INTRODUCTION

This study investigatesparticularmusicalexpressionesulting from the
intersection of two powerful societal forc€$) Viennese dance musas epitomized by
the music oflohann Strauss Jand (2)the evolvingpresence anperception of
Hungariang including Magyarand Romfrom Hungary? within Vienna One result was
thestyle hongroisanexotic stylecreatedoy Western composens imitation of Gypsy
bands? The popularityof Johann Strauss Jr. (B®9) during his lifetime can hardly be
overstated+H ZDV WKH PRVW EHORYHG DQG KRQRUHG FRPSRYV
capital,and commandeits largest audiencé<Composers who wengildly popularin
their own timeyetjudged unremarkable by postg arecommonplacen the history of
music, lowever,Straussas a composer of popular music, was exceptional. He was
openly admired bynusical giants, includinRichardWagner(181383), Johannes
Brahms(1833:97), andArnold Schoenber@18744951)* Strausswas connected to
9 L H Q uital and intellectual elitend his stage works were reviewed byriered
EduardHanslick, a privilege unique for a composer of operétfssa performer, Strauss

alsochampioned groundbreakimgntemporarynusic® Indeed, no other composer of the

2. Magyar ispronouncedraegj' HIPA).

3. Egon Gartenberglohann Strauss: The End of an Et#niversity Park: Pennsylvania
University Press, 1974), 261; Camille Crittenddohann Strauss and Vienna: Opéasand the Politics of
Popular Culture(Cambridge: Cambridge University Press, 2000), 2, 34.

4. CrittendenJohann Strausand Vienna 250, 260; Gartenbergphann Straus21041.

5. CrittendenJohann Strausand Vienna4 6.

6. GartenbergJohann Straus 215.
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nineteenth century so successfully linked higt kv art. His popularity amongvery
societal classand the deeply national character of his music caused him to becode the
factomusical ambassadéor the Hapsburg Emparand as suchhis music wagxported
throughout the world.

The other main subjedf this study, the unique relationship between Austrians
and Hungarians during the nineteenth centxgguires historical backgroundhe
Hapsburg Monarchy is unique the history of Europe; it persisted as a political entity
for oversix centuries while nevdreinglinked to a single natioff.From itsfoundingin
1278, it was ruled by Germandhe Hapsburggradually acquired land and power
throughelections marriagesandalliances In 1526 the Kingdom of Hungary was
assimilatednto the Hapsburg domaimarkingan important turning point in the
evolution oftheempire Previously, alHapsburg possessiohad beennhabitedby
GermansHungary was ethnically dissitar, havinga separate history amdling
nobility. In addition, it was more populous than AustfiZhe result was a lopsided and

uncomfortabléakeoverGermans ried over norGermans only by the continuednsent

7. The Hapsburg Empiréis a historically generitermfor the lands ruled by the House of
Hapsburg fom Vienna, including prese-day Austria and Hungary. Iteame vasa source of confusion
throughout the nineteenth century. Officiallyjgr to 1806, it was the Holy Roman Empijtéen from
180667, the Austrian Empirgand finally from 18621918 AustriazHungary? sometimes known as the
Austro-Hungarian Empire

8. John W. MasoriThe Dissolution of the Austidungarian Empire, 1867918 2nd ed.
(Harlow, UK: Longman, 1997), B.

9. Here | mean Germans in the sense of sharing German culture and language. A unified German
nation existed at that time.

10. Robert A. KannThe Multinational Empire: Nationalism and National Reform in the
Hapsburg Monarchy18484918(New York: Columbia University Press, 1950), 19613.
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of the Magyar nobles. It was the fiestd largesbf many ethnically dissimilar
acquisitionghatset the Hapsburg Empire on a different course from the rest of Europe,
which was moving toward$e creation ohationstates. The common threaif
Protestantism anitvasion by théOttomanTurksheld theethnically heterogeneous
empire together through treeventeenth century the early eighteenth centuttye
Hapsburg Empirevas RQH R (XQte&ReStpfwer In the nineteenth century
nationaismVHYHUHO\ WKUHDWH QH @& 186KédtevidrPdistindtH fV FRKHVLRC
nationalities wereinder (German) Hapsburg rule. Thiatreasingly unmanageable
political behenoth eventually disintegratedth theFirst World War

Not only was Hungary the firstonrGerman coutny to be assimilated into the
empire,it also proved to be theRSLUH YV IR UH P Rstaw? ofteneonindtvdg H Q W
imperialpolicies and politicsHungary was ruled by the Magyar, a race that claimed
absolutecultural, political, and economic hegemariyAlthoughruling like a majority,
theMagyaractuallymade ugslightly less than halRl1 + XQJDU\JfV SRSXODWLRQ L
country was organized as a feudal state wigruling Magyarpuraiing a policy of
minority assimilatiorwith Magyar culture. That culture claimed @tory arguably riche
and longethanthat oftheir Austrian rulers? Because ofts superior historic claims,
Hungary enjoyed a unique status within Hepsburg Empiré® The Magyarrepeately

leveraged this status to imase their standing within thenpire andacquiredspecial

11. Mason,The Dissolution of the Austidungarian Empire 16 47.
12. Kann,The Multinational Empirg1:11445.

13 Ibid., 104.2.
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constitutional privileges+ XQJD U\ YV P kvBfvidwed 4 eSsential tothEe& LUH TV
continued gistence, and consequentiyungary wasable tocommand concessions fibs
continued loyaltyat several important historical junctures
As an absolust ethnic conglomerate, thdéapsburgempire was diametrically
opposed to the ideals of the French Revoluiomtionalism and democradyAustria
led theallied armies thatlefeated Napoleomaining the privilege tthostthe Congressf
Vienna(181445), in which Europe was reapportioneflithough W K H H m8litatyH T V
victories had securgémporarypeacethe governmenvas committed to curbing the
encroachment of liberalisnthe periodrom the Congress of Vienrta the revolutions of
18482 closely assot DWHG ZLWK $XVWU,Pofty MdRésrich J1IG7# LQLVWHU
1859)2 was characterized by censorship, secret police, and représsion.
Revolutionspreadhroughout Europe in 1848, with fiveajorrevolts in the
Hapsburg Empiréncludingthose inVienna andPest:® Marshal Radetsky (later
immortalized in a march by StrauSs) successfully defeated teinitialrebellions, but
thefire of nationalism continued to bumm Hungary Thefollowing year the Magyar

declared independené®m the HapsburgsAustia was only able to overate this

14. Mason,The Dissolution of the Austidungarian Empire 3 4.
15. This period is also known, especially in art, as the Biedermeier period.
16. The city of Budapest was founded in 18"3en the cities Buda, Obuda, and Pest were

unified. This study treatthe historical periods before and after this unification. Whepraypriate, these
cities will be referred to by their historically appropriate names.
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resistance with the af Russian forces. Forcibly rejoined to the Empire, Hungary was
punishedwith theloss ofher sovereignty’

In the ensuing decaddbe empiravas severely weakeddya string of
humiliating military lossesculminating with itsdefeat by Prussia at Sadowa in 1866.
Hungary hadyradually reclaimeds historicprivilegesin a fries of constitutional
reforms. Wth WK H + D Slvss ¥ BPugsiahe nonarchyy Wery existence was
threatenerlit neectd Hungarnyf V V X f@d&thbwWever. The structure of themarchy
wasredefinedn theAusgleic(Compromisepf 186 ZKLFK HVWDEOLVKHG WKH
monarchy of AustriazHungary.They werenowtwo separate nations under a single ruler,
Franz Joseph (1830916), who was declared Emperor of Austria and King of Hungary.
Eachnationwould be governed separatedxceptingn matters of defense and foreign
policy. TheAusgleichwas a triumph for Hungargnd especially the Magyawho were
given free rein in theiportionof theePSLUH $V IRU $XVWULD 3LW ZDV QR
accept Hungary as an equal partner, when formerly she had bertecega a mere
province of the @ S L tPHihis general arrangemenias maintainedintl WKH HPSLUH YV
dissolution in 1918.

HXQJDU\TV VWD W Xaé volatia\iKriagte BBHniddteenticentury
The brief elation of independence in 1849 wagkly followed bythe humiliationof

defeat, lot then, i took Hungary only eighteen years befoeng GHFODUHG $XVWULD!

17. Kann,The Multinational Empirgl:17.
18. Mason,The Dissolution of the Austidungarian Empire547.

19 Ibid., 7.
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political equal. Tlese changes wefelt profoundly in Vienna, where thevgire V
politics werethelocal gossipEachmajor evenbroughtlarger toods of immigrants to
the capitain search oemployment® These migrationscluded Hungarians, whoere
increasigly visible in Vienndollowing their failed revolutiorf:

Nowhere did arand litics intermingle more tham Vienna,andespeciallyin
its theaters and dance hallance music was often associated with patriotism and
nationalisn?® 9 L H Q qubi€n¢esverebothsocially and ethnically mixedvith
Hungarians well representédPoliticians frequented these venues, even making deals
while attending theni* Vienna was obsessed with its entertainment; in no other capital
could a theater reew garner more tntion thara major political scandal

Johann Straust. was at the heaof thisuniquecultural andpolitical dynamic
He based much of his music on local news and ev2Mssic was taken so seriousty
Viennathat a successful Strauss premiere faraign capital, such aRarisor Berlin, was

equated witha political victory?® As the H P S L gbiefirvhent grew increasingly

20. Alice M. HansonMusical Life in Biedermeier Vienn&ambridge: Cambridge University
Press, 1985), 9; Crittendelghann Strausand Vienna35, 171.

21. Jonathan Bellmar,heStyle Hongroisn the Music of Western EurojBoston: Northeastern
University Press, 1993), 1478.

22. HansonMusical Life 194.

23. Ibid., 164 65; CrittendenJohann Strausand Viennal3, 34.
24. CrittendenJohann Strausand Vienna2, 29.

25. Ibid., 5.

26. GartenbergJohann Straus239.
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J)LIXUH 36WDWH ZH\Wieknds8poRiGaRcdridan; 1881

dysfunctional, the Viennese increasingly turned t@ad culture for escape. An 1881
political cartoon depicts Strauss leading parliament with his violin, coercing its members
WR GDQFH ILJXUH $XVWULDYV UHODWLRQV ZLWK +XQJ
period, and the press latched onto Stramisstempts to project imperial unify.
SWUDXVYV{V DX G L Eb@nrodoltahShiaFadtdt 6 bk Yeflécted in his

musical programing.?® While the overwhelming majority of his music is unquestionably

27. Ernst DecseyJohann Strauss: Ein Wiener Bubtuttgart: Deutsche Verlaginstalt, 1922),
plate between pp. 80 and 81.

28. CrittendenJohann Strausand Vienna93.

29. Ibid., 37.
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Austrianin character, Strauss compdsesmall grap of pieceselatedby compositional
contextto Hungariangndbr Gypsies® The present study confirms that Strauss chose to
compose these works in teyle hongroisor Hungarianstyle (table 1)That style based
onverbunkmusic as transmitted by Romusicians, wassed bymanyother Western
composers from Wolfgang Amadeu$lozart(175691) to MauriceRavel (1875%

1937)**

Table 1. Works byJohann Strauss Jr. in thyle hongrois

Title Opus Year
PesthelCsardas 23 1846
IreneWaltz 32 1847
RevolutionMarch 54 1848
CrownMarch 139 1853
Sympathienklangdolka 246 1861
Eljen a Magyar! Polkaschnell 332 1869
Die Fledermaus WoO 1874
(including  No. 10 Csardas
No. 11b: Ballet
Der Zigeunerbaron WoO 1885

(including  Overture
No. 6: Zigeunerlied
No. 7: Finale |
No0.10: Ensemble *\SVLHVY &KRUXV
No. 12a:WerbeliedandCséardas

Ritter Pasman 441 1892
(including  Cséardasfrom Act ThreeBallet
Csardag(composed fobDie Fledermas) Posthumous 1896

30. In the present study, the terms Gypsy and Rom have essentially the same meaning. They are
differentiated only with respect to perspective: Rom refers to the popiea modern vantage; while
Gypsy refers to the nineteentkntury, western European viewpoint.

31. See chapters 2 and 3.
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Until the 1990s, the style hongrois did not receive serious attention from music
scholars® Although it was known to exigteven turning up in major works t§chubert
and Brahm¢ it was consideretb becrude and unworthy afritical comment? This
bias alsapplied to theHungarian works of Strauss, which were no more than
mentioned as being in the Hungarian stpleotherlikely reasorfor thislack of
scholarly attentionvas that, at that time, Gypsy music was commonacdetheefore
commonly understoodrhis is no longer the case, especially in Ametigenere Rom
musiciansareless common ankaveadopted other musical styl&s

Modernstyle hongroigesearch began with the work of Jonathan Bellman, who
published the only modetrooklength study on the subject in 198Bellmanhas been
followed by other scholaiis identifying specific musial characteristics related the
style hongroisand applying those to the musicvaéll-knowncomposerssuch ag-ranz
Schuber(1797#4.828, RobertSchumanr{1810£56), and Brahms. Bellman dismisses
Johann Strauss J&s belonging to the twilight of tretyle hongrois ZKHQ SWKH *\SV\
idiom was gradually becoming a series of tired clichés rather than a vibrant musical
dialect. . . . [Strausd]ad the Viennese sensibility in mind, after all, and by this time

*\SV\ HQWHUWDLQHUV SUREDEO\ H[FHOOHG®LQ WKH ZDOW

32. The notable except@ LV /LVIWITV FR QW Br&Y Hd2tWheDQipsk iR Rdsictrdrs H
Edwin Evans, 2 vols. (London: Wiim Reeves, [1926]).

33. John DaverioCrossing Paths: Schubert, Schumann, and Braf@x$ord: Oxford University
Press, 2002), 211.

34. Bellman,TheStyle Hongrois, 219.
35. Ibid.

36. Ibid., 21546.
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&DPLOOH &ULWWHQGHQ LQ D SHQHWUDWLQJ VWXG\ |
WKDW 39LHQ QWMAIFhrivorh@¥rklfmitting Gypsy entertainers, Straussasl
thestyle hongroisvithin his major operettaBie FledermausndDer Zigeunerbaronto
mimic andcommenton the complex relationstsgpetween both Austria and Hungary
and Austrians and Hgarians in ViennaWhile Crittenden relatea few numbers from
Strauss operettas to thgyle hongroisas defined by Bellmarnhe study is directed
towardsXQGHUVWDQGLQJ 6WUDXVVTV RSHUHWWDY ZLWKLQ D
Other scholarg including Csilla 3 H W3KayLoya, andCatherineMayes? have
reexaminecbriginal Hungarian sourceand therebexpan@dthe understanding fovhat
musical gestures make thge style hongrois

The present study relaté KLV UHFHQW VFKRODUVKLS WR WKH I’
Hungarianworks. The compositionexaminedspan the years 184872 a period that
encompasses the Magyar Revolution of 1849Ailmgleichof 1867, and theirespective
aftermathsEachwork waspremiered in either Vienna or Hungaand evoked
immediate reognition of a Hungarian styleom its original audienceStrauss was a
living symbolof Austria2 an Austriadeeply intertwined with Hungaryhis study will
demonstrate th&trauss chose to compose in sfjde hongroion a number of occasions
throughouthis career. This decisi@mbodiesnusicallythe unique relationship between
Austria and Hungary. These works have not previously been examined in relatien to
anotherThis studywill attempt to explaim precisemusical terms what meanghat

Strawss composein thestyle hongroisasnd KRZ 6 WUDXVVV XVH RI WKH VW\(

37. CrittendenJohann Strausand Vienna
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time. It is theaim of this study to contribute tan understanding dfieevolution of the
style hongroisn the nineteentlcenturyand to Strauss scholarslip providing the

context for a deepeappreciation of these wakA basic understanding of the Magyar
and Rommusic that Straugsnitatedmayfurthercontribute to informed performances of

these works. Some interpretive thoughtsadfered inappendix A
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CHAPTER TWO: ORIGINS OF THESTYLE HONGROIS

Thestyle hongroids the musical style used by Westesandespecially Austro
German, composers to imitate or evoke Hunga@gpsy music® The forces which
combined to produce this musical phenomenon are complexlgdedend tacingthe
roots of the stylés no simpletaskbecause multiple sourcesntributed to its creatiomt
evolvedthrougha fascinating crospollination of influences a musicalmelting pot of
culture and migrationThe body of music which directbontributed to thstyle hongrois
is narrow and nuch worthwhile musié for example, Magyar folknusic? will
consequentlyiot be considerenh this study The fdlowing historicalnarrative
summarizes theomplicated historical evolutioof the style Whenconsidering thetyle
hongrois the adageperception is realityholds true. Ultimately, it was a creation of
nineteenthcentury Germaic culture and itshistorywill be narratedprimarily from a
Westernviewpoint.

It is recorded that aomadic peoplenigrated into vesten Europe from the
Balkan and Rmanian regions around 1410 ABThey referred to themselves as Rom,

but Europeans develeg various other names for théhGypsy washe most common,

38. Bellman,TheStyle Hongrois, 11;&DWKHULQH OD\HV 35HFRQVLGHULQJ DQ (D
Viennese Adaptations of Hungarian SV\ 0 XV LF D U REgQt€&nthCentury Musi® (2009):162.
Style hongroiss French for Hungarian style.

39. Bélint SarosiGypsy Musictrans. Frd Macnicol (Budapest: Corvina, 1978)L 7.

40. There isdisagreement ospelling;Roma, Romani, anBomany may be encounterethe
Rom should not be confused with the Romanians or Romans.
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reflecting Europeaignorance ofvhencetheycame*! TheRom, being a nomadic
people, hadhenselves forgotten theancestry. It was not until the la¢gghteenth
century, through comparative linguistic analysis, thatas determinethatthey cane
from the Indian subcontinent and migrateest between thefth and tenth centuries
AD.* These Gypsies reached Hungary by at least 1423, when they were issued safe
conduct anéhguarantee of liberties by the King of Hungary. While sathese Rom
assimilated into Hungariasociety, many resistédmaintainng thar language, nomadic
lifestyle, andlack of established religion. This resulted in tls@metimes violent
persecutionthe Gypsies were banished from most estern Europe by the late fifteenth
century?® They found greater tolerance iastern Europe, sluding Hungary, and many
remained thereA second wave of Rom migraticccurred in the seventeenth century,
greatly increasingheir numbers within Europ8.

Although the Hungary to which the Rom arrived in the fifteenth century was
alreadyethncally mixed, the ruling race wetbe Magyar. They had migrataao the
Carpathian Basih the area that would become Hungaryom the UralMountainsby

the early ninth centur{” The first King of Hungary was crowned in 1080. Within

41. The etymology of Gypsy relates to Egypt.
42. This discovery wadrkt published in Vienna in 1776.

43. Their banishment from Spain 1492was largly unsuccessful. Those Gypsies and their
musical traditionsemained unassociated with thdistantHungarian relatives.

44, SérosiGypsy Music21.
45, Bence Szabolcsi andy@rgy Krod,A Concise History of Hungarian Musignd ed., trans.

Sara Karig and Fred Macnicol, trans. rev. Florence Knepler (Budapest: Corvina, 1974), 7. The Carpathian
Basin is also known as the Pannonian Basin.
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two centuries, the Hungariahadconverted to Christianitynderthe Roman Gurch.
The Romarrived to a fully developed feudal sociebyt ey preferrediving in tents and
settled on the outskirts of cities where supplies ceakilybe obtained® This gave rise
to theirwidespradadoption of tradekke smithery andjewelry.

Thereforms of the Council of Trent duririge sixteenth century sttouraged
dancing andecular musiemaking.This made it socially unacceptable for Hungarians to
become musiciar¥. The entrepreneurial Rgmnencumbered hiesereligious
restrictions, gradually filled #t vocationaloid.*® These RorGypsieshad no musical
heritage of their own angladly took upHungarian national music as their oiWiThe
Rom social structuré where the son learned the fassion of his fathet lent itself to
propagating skilled musician$ Gypsiesdeveloped into the de facto musiciaris
Hungary, and byhe late eighteenth centu#ywhen professional Gypsy bands emerged

music waghe most desirable profession to which a Ramtlgcould aspire.

46. SarosiGypsy Musicl7.
47. Bellman,The Style Hongrois, 1516.
48. SarosiGypsy Music20.

49, Ibid., 23+ %pOD %DUWYN 3*\SV\ 0XVLRAVEsdal«x&tamABUII4Y)0 XVLF"’
241. A similar process occurred in Bulgaria; see Sa@gisy Music35.

50. SarosiGypsy Music6061.
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TheVerbunkog!

The crown of Hungary fell into Hapsbuhgndsin 1526.The Kuruc period,
16714711 wasone of fierce Hungarian militamesistance télapsbug rule In its last
stage PrinceRakoczifamously ledhis Kuruc rebelsagairst Austrian forceswhile these
UHEHOOLRQVY FDPH WR DQ HQG WKURXJK +XQJDU\TV GHIH
in 1711, they remained a source of Hungarian pride and nation@lsough the
remainder of the eighteenth century, Hapsburg ruleesngtied to reform the rebellious
HungarianghroughGermanic cultural assimilation. Concurrently, Hungarian men were
recruitedinto the eP S Ldnhlffiary.

Theverbunkosvas a product of these two forc@$ie word derives from the
German verlwerben(to reauit), whichreflectsits origins as a tool for the Austrided
army.>? Theverbunkosvas a elaborateecruitment ceremony based on male dance
designed from the outstd celebrate and promote Hungarian culturetifgdHungarian
youths would enlist)lmagerytaken fromthe Hussar8 + XQJDU\YV IDPRwWa¢ FDYDOU
exploited inthe verbunkosincluding long moustaches, baggy pants, curved swords, and
spurs(figure 2.

Musicwasan integral part of theerbunlos and a new genre of dance music was

createdor the purposeAt that time? themid-eighteenth entury? German musicians

51. Verbunkosandverbunkare sometimes used interchangeably. For clar@shunkoswill here
refer to the recruitment ceremony, aretbunkto the musical genre and style.

52. SarosiGypsy Music86 89.
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Figure 2 A typical verbunkog®

GRPLQDWHG +X&duhuse fpar bevdusie Magyailacked a strong

musical heritagé? TheseimportedGerman musiciansame to aid Hungaans in

establishing aewHungariamational music traditiorandtherebyelevatH WKH 3FUXGH”
music of Hungaryo the high leved achieved by GermanK is unsurprisingthen that
theseGermans brought themusicaltraditionswith them the earliesterbunk published

around 1780werealreadyincorporatingGerman classicahusic techniquealongside

preexisting Hungariafiolk music>

53. SzabolcsiA Concise History of Hungarian Musig2.
54. Ibid., 5354.
55 OD\HV 35HFRQVLGHULQJ D@5(RWYDO QR8I WGy

+XQJDULDQ (OHPHQWY LQ WKH :RUNV RI +D)\Gt@ia%usidolgdlRYHQ :HEHU
Academiae Scientiarum Hungaricdé (2000):199, 206, 213; &osi,Gypsy Music11041.
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Verbunlosmusic wasin part,a product o Magyar nationalisnmovementin
order to promote thisationalismthe Magyar zealously produced and promoted all
thingssupposedlyeflecting their heritageAlthough theverbunkactuallyemerged under
a mix of influencesthis did not prevent it from quickly assuming the saénational
dance and music within HungatyTheverbunk,also calledthe magyar, became as
much a symbol of Hungarian culture as the Hungarian langlidigenational identity
was later intensified through the work of the grerbunkcomposer Janos Bihari (1764
1827)® Bihari incorporatednto his musimld Hungarian patriotic tunes from tKeiruc
period, including th&akdczimarch and sond. His performances became a showcake
Hungarian culture for importaiM/estern visitors.

The emergence of professional Gypsy bands coineididcthe developmenof
theverbunk®® These bands providedusic forverbunkosecruitmenteremonies, and as
the music became increasingly popular, performed it elsewhere. The history of
HungarianGypsy musicians amngerbunkmusic became intertwined. Gypsy bands helped
promoteverbunkmusic, andhat musicdecame their core repertofteBecause of the

strongties betweerisypsy musicianandHungarian nationalism, Gypsies enjoyed a

56. SzabolcsiA Concise History of Hungarian Musig4.
57. SarosiGypsy Music93.
58. Ibid., 7648.

59. Even though it dates from the appropriate period, this music cannot be tied to the historic
PrinceRakéczias is sometimedaimed.

60. SarosiGypsy Music55.

61. SzabolcsiA Concise History of Hungarian Music OD\HV 3:5HFRQVLGHULQJ DQ (D

([RWLFLVP ~
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further boosthroughtheir? mostly musicat participationin the failed revolution of
1849, and thevaxingof nationalistic sentiment afteard®

This background ipertinentbecause theerbunkrepertoireformedthe basis for
thestyle hongroi$® The primarysource material foromposers athe style hongroisvas
Gypsy performancegserformingverbunk A secondary source foheseGypsy
performances was th@ta2 asong repertoire composed by Hungarian noblemen in the
nineteenth century’ The melodies of these songssely mimicked thelistinct
inflections of Hungarian speecandmuch oftheir dfect on thestyle hongroisierives
from thattrait. Gypsy bands were not known for their vocal performances, andéay
influenced transmissioiikely occurred via instrumental performarfcet is also
noteworthythat theverbunkandnétarepeatoires were theselves developingt the same
time thatthey werebeing used as source material thoe style hongroisTheverbunkand
nétawereevolvinggenresijn this respecthey were distinctrom Janissary musi¢ the
source musifor the Turkish stylé whichwas no bngerbeingencountered by
Westerners

Although Gypsies did not contribute a musical repertoire of their own, they
certainly shaped th&tyle hongroiseyond the mere performegof Magyarmusic. As

much as thenusicalrepertoire itself, it was the Gypgerforming traditions which

62. SarosiGypsy Music120.
63 3HWK 36W\OH +RQJURLYV ~
64. Bellman,The Style Hongrois, 2@1.

65. Ibid., 210.
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colored Western accounts. An importantirce osecondarynfluence came via the East.
In the sixteenth and seventeenth centuribsefore the age of Gypsy bartd®om
musiciangn Hungaryhad significantontactwith the OttomanTurks, who intermittently
occupied the regioff. Thefamiliar Easterrtinted soundof Gypsy bands was likely
acquirecthrough this interactiorit alsoprobablycausedtonfusion folWestern
composersthe first instances of thetyle hongroi$ in the late eigteenth century are

mixed with the Turkish stylevhichwas then peaking in popularity

66. SarosiGypsy Music58.



36

Western Dissemination

Vienna, themperial capital, was ideally situated to influerfcand be influenced
by 2 Gypsy musicians fromarriving fromHungary.Viennawas weVWHUQ (XURSHY{V
historic gateway to the East had famously withstootivo sieges by the Ottomarurks
andwasthe economic and cultdreapital of the mpire? situatedonly forty-five miles
from the Hungarian bordeand 150miles fromBudapestlt also was the center of
Western maic throughout this periodjreat composers flocked to the Imperial City.

Vienna was ngthowever, entirelppen to visiting musiciandhe eP S L W&k{ V
bureaucracylaced heavy restrictions on travel, especially for perforraitigts®’ Such
restrictions would gradually be eased as the nineteenth century progidssedh the
first half of the nineteenth centuryjenna was known asstalwart of traditional culture
and values; the cramped medieval streets of theceityerremained enclosed wrast
fortified walls until thesavere demolished to make way for the Ringstrémsskeling
projects of thel860sand 1870s

Evidence ofGypsy performances in the capimscarce. This does not suggest
that they did not perform therenly that their performances were mostly unremark¥ble.
The opportunig and proximity of Viennaertainlywould have beenrairresistibledraw

for enterprisingRommusicianslt is also notable that the first great Gypsy bands

67. HansonMusical Life 180.

68 OD\HV 35HFRQVLGHULQJ DQ (DUO\ ([RWLFLVP ~’
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originated fromthe Hungaran districts neastVienna®® The Galanta Gypsies performed
in Vienna in 1787, and their masivas even transcribed by inquisitiveennese
composers?® Transylvanian Gypsies are supposed to have made it to the capital before
the Galanta Gypsies Bihari malefrequentappearanceafter 1800, even performing at
the Congress of Vienrfa Likewise, later in the century the famous Gypsy musician
Jancsi Sagi Balog (18G86) made regular stops in Vienfa.

Theseperformancesverepublicized events by weknown Gypsy performers.
Leser-known Gypsy bads played wherever they codlat inns, markets, fairs,
weddingsresorts, and even sessions afliament’* Another way that Gypsy music
infiltrated Vienna was through the printing press. The Hungarian publishingrnyaves
underdeveloped, and mostrbunkpublishingtook placein Vienna’® While the bulk of
the sheet musiwasshippedio Hungary, someemained to supplg growing fascination
for the Viennese

Western impessions of Gypsgnusical performares were dedp influenced by

RomstereotypesWhile the Rom had migrated from thast, they were nogs

69. SarosiGypsy Music6768.

70 3HWK S6W\OHO+RQJURLV ~

71. SarosiGypsy Music203.

72 ELG 3HWK 36 W\OH +RQJURLV ~
73. SarosiGypsy Music122.

74. lbid., 21041; Sarosi3**\SV\ OXVLFLDQV DQG +XQJDéhtbDdR o8tHODVDQW O0XVL
International Folk Music CouncR (1970): 16.

75 OD\HV &&BHFRHULQJ DQ (DU®B.([RWLFLVP
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Europeans believedgscendantsf the countries from which they immediately migrated.
Western names fadhe Rom reflect this confusion. They wereriausly callel Gypsies
Bohemians, Saracens, Nubians, Tartars, and Hungafians.

Gypsymusicians performing in Vienna wet@ereforepften confused with
lower-classMagyarHungariansand soverelinked Z L W K $ X V VAcOrcEp@ovs] P
concerning MagyarAlthough HungdJ\ Z DV $ Xneighhbt &nf Wolitical partner,
Hungariansvere sometimegiewedby ignorant Viennesas savage, uncivilized
foreigners from the Eadf.Eventhough the Magyanad developed a sophisticated
society and longtanding monarchy, they welelieved tostill bethe wild, nomadic,
horseriding tribesmen whinadoccupied the region in the ninth centdfyAdditionally,
because the Magyar hadied themselves with the Ottomanrks against the Austrians
in the sixteenth and seventeenth centuriestans continued to associdle two
groups and consequenthAustrians generally distrusted them

The Rom did little tacombatthesestereotypes. They weréke Hungarians and
unlike Austrianstypically darker skinned. They lived as outsiders, riefyiso assimilate
into thepervadingeculture. As societal outsiderhie Rom werattributedwith all the

fears and fascinations Westerners associated with the unKidiva.music of Rom

76 OD\HV 35HFRQVLGHULQJ1DA. (tisbh@awlftRy\MihEfHolgh the Rom
came from Indiahe term Indian was not used for them. That term was instead used (incorrectly) at this
time to refer to theative people of the Americas.

77. Ibid., 180481.

78. Bellman,The Style Hongrois, 2530.

79. Ibid., 22, 70.
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performers even sounded Eastern. They used instruments of Eastemapiceand
their ensembles resembled Turkish offes.

Fromthe perspective ahusicalauthenticity, little stock should be pkd in early
descriptions of Gypsknusical performanceslowever, fom the perspective of
understanding the development of #ide hongrois these descriptions are of
considerable interestVhile descriptions of specific musical details mostly align with the
elements of thetyle hongroisthevast majority othedescriptions were filled with
vague impressions coloréy the witressegpreconceptionsf Gypsies andrequently
garbedn nineteentkcentury verbosity.

3>*\SV\@ PXVLF KDV D VW\OH ZLWK VR UHPDUNDEOH L

HOVH WR E /A8 witlv the IGypKies themselves, their musias perceived a8Q R W
EHLQJ ERXQG E\ D& viNsla@n@zeRof nuedodied, in which one staggers
around ®2 3The harmony itself takes place withdabeying all the rules of music®*
whichresulsin 3DQ XQVSHDNDEOH PROpdetels Ri€ye BrhifemtlyV -
fascinated with the Gypsy practice of performing without printed music, imputing them

with XQLTXH SRZHUV RI LPSURYLYV Awthé&i@mediktel prabdustidfU IR U P D (

80. Bellman,TheStyle Hongrois, 145.

81 Liszt, The Gipsy in Music271.

82. Bellman,TheStyle Hongrois, 20.

83 OD\HV 35HF R KGRkt P -
84. Ibid., 161.

85. Ibid., 162.



the imagination ® Theseearly Westeriimpression®stablished the contextvhich

Western composers begannoorporatethis style irto their own music.

86. 0OD\HV 35HFROWLCHWAWQJIRWLFLVP -’
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Beginnings

Thestyle hongroimerged undeauspicioushistorical and cultural
circumstances. fie verbunkrepertoire emerge@ndGypsy bands began appearing in
Vienng at the timewhencomposerd suchas Mozart, Haydn, and Beethovewere
defining thecourseof Western musideven still the evolution of thetyle hongroisvas
somewhat encumbered by the Weeser V. JH Q H U D @y &IRMhXBAStER AL
that time, both Hungariared Gypsies had maten associations with the East, and it is
unsurprisinghat the firsinstance®f thestyle hongroisvere far from accurate
transcriptions, instead appearing blended with the Turkish¥tylee overture to
*O X F N § \LaReéhebot@mprévue which premiered in Vienna in 1764, is an early
Viennese example of this blended sfi®erhaps the most fam®early example is the
finaAleto OR]DUWYV 37XUNLVK  NKROIR* &« RQFHUWR

The Turkish styldalla turca), the first exoticstyle adopted by Western
composersgvolvedfrom Westerrencountersvith the Janissarynilitary musicof the
OttomanTurksin the late sevente¢h and early eighteenth centurf@&uropeans had
driven back the Ottomanurksy P L O L W D U ind3t@otablgafFthe\Second Siege of

Vienna in 1683This cultural contact unleashed a craze for all things (belitvé&e)

87 OD\HV 3:5HFRDY LGHOL QPR BEIIMARTHeStyle Hongrois, 47.
88. Bellman,TheStyle Hongrois, 48.
89 3HWK 36W\OH +RQJURLYV ~

90. See Belnan,TheStyle Hongrois, 2545.
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Turkish.Concurrently a musical style imitating Janissary bands developexkish
operabecamel DVKLR QD EOH Dt BntfGhRuphD augetin\Sera)l, and
fortepianos were even fitted with Turkish sounding stops complete with bells and
ratchetsAlthoughrecognized as distinctmusical style, the Turkish stytererlagped
somewhatn content withthe style hongrois

Someof the first to corpose in thestyle hongroidenefited from direct contact
with Hungary.FranzJoseph Haydwas born irRohrau,an Austrian village near the
Hungarian border. He was also employed for many years by the Esterhazy liaimiyy,
at both Schloss Esterhazy, ndse Hungarian border, and Eszterh&dzanewly built
palace in HungaryAn early example from hiseuvreis the 5 RQGR DOO¥®QJKHUHVH
his Keyboard Concerto in D &jor, H.XVIII:2 (1767).

Beethoverhead the famous Gypsyiolinist Bihari on multiple ocasions, and
Schubercomposed his Hungarian Melodjds 817, while visiting that country* These
composersnost probablyheard Gypsy performancesbothVienna and Hungary.

Besides thexamples of prominent composerho usuallyincorporatedstyle
hongois sectiongnto larger instrumental work¥jienna saw a flood of Hungarian
Hausmusik sets otkeyboard dancastendedfor amateur musicians. The first of these
was published in 1784, and they contintetbe published regularipto the 182082
Althoughthese works contained exotic titles gdfacedilled with evocative

descriptions of Gypsperformancesthere was littlactuallyexotic in the music. As with

91 OD\HV 35HFRQVLGHULQJ DQ (DUO\ ([RWLFLVP -’

92. Ibid., 167.
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WKH 7XUNLVK FUD]H 9LHQ Q D4&sosLfacédlaDibewpeRQouse.W K *\SV L
Der Zigeuner(37 KH *\'$by\Christian Neefe (17488)2 which premiered in
Frankfurt in 1777 drew uponGypsy legendin its libretto but was devoid dfestyle
hongroisin its score’

These early attempts in thg/le hongroigto 180Q were necessarily softed by
social confusioasurrounding Hungarians and Gypsies, #reltemporarypverlap with
the Turkish crazeWith the rise of Romanticism in musitie growing sophistication of
theverbunkrepertoire and the fading of the Turkish style in the secondthitd de@des
of the nineteenth centufythe style hongroisnore fully developed in its own righbtyle
hongroischampions of the nineteenth century inclddészt and Brahms. As will be
demonstrateda separatstyle hongroigradition emergeavith the geat Viennese dance

composers.

93. Bellman,The Style Hongrois, 6263.
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CHAPTERTHREE A STYLE HONGOISEXICON

This chaptepffersa lexicon ofstyle hongroigdraits and gestures.if meantas
referencdor the subsequemtxaminatiorof themusic ofJohann Strauss Jrhe content
of the lexconrepresents an amalgamation of relesple hongroischolarshipno
previous single source relates all of these gestures. Nonstandard term#nolagly of it
redundant and overlappidghas beemwrlarified. Each traitis described brieflyandwhere
usdul, conciseexamples fronthe standardepertoire intended to illustrate typical use of
thosetraits follow. This chapter does naim totrace the originef specificgestures;
such information may be obtained from thedsourcesThe lexicon has beesrganized
into categoriego facilitate original observations on how individual gestures reflect more

general properties of trstyle hongrois
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General Styland Formal Features

Thestyle hongois derivedprimarily from theverbunkrepertoire® Severaterms
are associated witlhis genreits large formal componentandthe style associated with
eachsection Verbunkor verbunkosnay refer to thectualmilitary recruitment
ceremony, iteccompanyinglance, the musical repieire associated with theslances,
or theassociatednusical style A verbunkis in two part: slow then fastMagyaris an
early and lessommon term foverbunk while csardasis a later ternand may refer to
the whole péce or to the slow secti@one®

A betterterm for theslow section isassanor lassu®® Themusical style ofthis
slow sectioris the slowverbunkor hallgatdstyle. Its character isupposedlylelived
from traditionalHungarian songs and tipeocessional naturef the verbunkos
introductorysection®’ Its gereralmusial featureg(e.g.rhapsodic naturejotted rhythms,
excessivernamentatioparedescribedE H O R Z ditihguishedhreecategorie®f the
slow~verbunkstyle? giustg cantabile and improvised distinguishable byheirtempo,

amountof ornamentdon, and degree of improvisatory feeliffy

94. See chapter.2

95. SarosiGypsy Music85, SzabolcsiA Concise History of Hungarian Musi63. The alternate
spelling czardasmay also be encountered.

96. Bellman,TheStyle, 21.
97. Ibid., 17.

98 3 HWStyle Hongrois 216.
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Theimprovisatoryaspect of the slowerbunkstyle deserves aboration.
Traditional G/psy bands were renowned for performing without the aidiotgal music,
andtheir performanceseportedlybrimmed with extemefluctuation oftempo and
mood® While style hongroigractice sometimesmployed rubato tempadications,
implicationsof rubatoalso manifesthemselveshroughformal and harmonic traits
Naturally,the greatest transmitter of improvisatory and talssylistic aspects was
performancepractice itself; unfortunatelghe period under consideration predate=era
of sound recordingnd written accounts were raifficiently precise foarigorous
musical analysis”

Gypsy bads were typically led by solast? usuallya fiddler or wind player.
Solo interjections were commonplaoehe sbw-verbunkstyle, aseitherbrief cadenzas
or slightflourishes'®* Thetarégatéwas atraditional Hungarianvind instrument
loosely related to the modern claridghat wasadopted into Gypsy bandfgure 3).'%2
Soloistic, somewhaghrill, and ornamentedoodwind writing may be considered in the
tarégatostyle, and wasnost commaly written for the clarinebr oboe

The fast section of werbunkis afriss, friska, or cifra. The corresponding musical

style? or friss style? was originally intended to accompany wild dancing hed-

99 &DWKHULQH OD\HV 2'RPHVW L F DOYRs@NUuSItKnH/igma) &t thé Qurn+ X Q JD U L L
RI WKH 1LQHWHHQWK &HQWXU\" 3K' GLVV Gyps/WQsit?e. 8QLYHUVLW\

100 6KD\ /R\D 3% H\R Q G typesSHakMom\ard StruBure in terbunkos, GLRP ~
Journal of Musicological Resear@y (2008): 275.

101 Bellman,TheStyle Hongrois, 98104.

102 SarosiGypsy Music216.
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Figure 3 Kurucrider playing aarégatd®

clicking.X** Thefriss style is characterized by a rapid, perpetually animated melody and
frequent synapation in both the melody and accompaniment. The change from a slow to
fast tempaepresents rigid, simplified manifestation o broadewerbunktrait? a
largescaleacceleration of tempt® Thefriss section often perpetuatéss acceleraon,

and carsometimeseach dizzyingpeedsThe expansion of thacceleration process
commonlyleads taa specific type of coda, tHigura or toldalék'®® In addition toa

quickening of tempgathefigura codatypically features tonal stasithe repetition of small

103 Tarogab EHQWHU 37 KH Hardga® DaroBatoVZéhter
http://www.tar@atocenter.hu/en/1.htm (accessed June 18, 2012).

104. Bellman,TheStyle Hongrois, 17, 21.
105 /R\D 3% H\RQG p*\SV\T 6WHUHRW\SHYV ~

106 3 HWStyle Hongrois ”
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meodic fragmentsanincrease in overall rhythmic activitgnd melodies in the high
register

Certainformal traits arecommon tahe style hongroig/et not specific tawerbunk
forms An important secondary source is tit@a2 an aristocratidviagyarart-song
repertoire While manystyle hongroigraits? especially rhythmic emphasesmicking
the Hungarian languagehave been indirectly attributed tioe nota, at least one feature
is directly traceabldmmediatelyrepeatinga melodic strainwhile transposingt up by a
certain intervallt is most commonly transposed up bthad, fourth, @ fifth; and in the

process frequently changemdes(musical exampl8&.1).*%’

Musical Example8.1 Liszt, Hungarian RhapsodydN13, mm. 12334'®

Un poco meno vivo
N - be J
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sempre stacc.
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e = e
JE| 1 2.2.2
{ }_JL 1 1]

y
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=

107 /R\D 3% H\RQG p*\SV\T 6WHUHRW\SHV ~

108 Musical examples for Rhapsodies 11, 13, and 14 takenFrane LisztWerke fur Klavier
zu Zwei Handen: Rhapsodiezd. Emil von Sauer, Klavierwerke, vol. 2. (Leipzig: Peterd).
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Two further localized fomal features of melodic construction were likely derived
from improvisatory Gypsy practices. The first is a loose connection between thematic
episodes, lending the music a spontaneous character which contrasts with the more tight
knit construction of th&erman schoo”® The second is a truncated phrase construction
which has been described as lopsided, asymmetrical, and uhi&irenombination,
these two traits providgtyle hongroicomposersvith somemeans ofmitating the

improvisatory nature dher verbunksource.

109 3 HWStyle Hongrois ”

110 Ibid., 242.
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Rhythm

This sectiordescribesndividual rhythmic elements characteristic of Higle
hongrois Theseelementhave beemroupedo illustrate sharedhythmicproperties
essential to thestyle hongroisdentities

The most generaityle hongroishythmic trait is duple metespecifically £for
thelassansection, and¢ for thefriss. This characteristic is so universaht
commentators forgo explicitly mentioning it in discussionstgle hongroishythmic
practice* Even acconting forthe distinctivecadenzdike arythmic sectionsf the
style,one observes ambsence of triple or compound meter (&.9r §. A testimony to
the ubiquity of duple meter lies in the complete absence of triple meter in the whole of
%UDKPVIDUDOR 'DQFHV DQG /LV]WTV +XQJDULDQ 5KDSVRC(

The general rhythmic process of weakening the traditional stseagemphasis
encompasses many prominstitle hongroigiestures. This broad trait may refer to any
rhythmic device which eschews the traditb rhythmic hierarchy of strong accents on
downbeatd*? One such example theesam oresztant a type of syncopated
accompaniment. lestam the offbeats are played by a different instrument or line than
the onthe-beat bass line, although this is usyalbt practical inwo-handstyle hongrois

keyboard works. Typicallythe offbeats are explicitly accentedeiremphass has the

111 Bellman,TheStyle Hongrois, 62, 112.

112 OD\HV 3'RPHVWLFDWL®3 WKH )RUHLJQ °
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effect of deemphasizing the onbeHfsEstamwas standard practice in Gypsy bands and

became an accepted trait of 8tgle hagrois It was especially common friss sections

(musical example 3.2).

Another type of accompanimehthe G & ¥ may be viewed as astamwith

unaccented notes replacing the rests of the strongéAtstandardG & ¥onsists of

guarter notes (musical example 3.3), while a vafighe fastG & ¥ consists of all

eighth notes. Although th& & Was not a standasstyle hongroiglevice for Schubert,

Liszt, or Brahms; it is included hetealongside an authentic Gypsy exampleecause it

Musical Example 3.2. Schubertt. YHUW LV V HP H Q . §18)nhiK ROZHWM'R L V H

Allegretto e —
Ty g > ..—._'__P—.__CP_F £z
wr — =P 2 = _F‘ —
o —ea —=
P > > >
i —
{l_,_‘_fl 2 - - &y & | i | - ]I 1 JI {
{ % oo~ teote o9
> > > >
v = 3 ]r} 'lrf IF_J Irl TrT L7 ]rl !?l
p
L L . < B S E—— R —— E——) — —— *—— &k —=
3[} I 4!} L 5]_\’ I ;{! I 'll} 1 49” 1 =” I él_} I
113 SarosiGypsy Music33+ OD\HV 3:5HFRQVLGHULQ16D.Q (DUO\ ([RWLF

114. SéarosiGypsy Music225 26.

115 Musical examples taken frofranz SchuberiVerke fir Klavier zu Vier Handeed. Christa
Landon, Neue Ausgabe Samtlicher Werke, ser. 7, abteilung 1, vol. 2 (Kassel, Ger.: Barenreiter, 1978).
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Musical Example 3.3AuthenticGypsyCsardas transcribed by Balint Sarosi,
mm. 14°

# =cca 69 poco a poco accel.
N tr
Violino I At *
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was regularly employed by Strauss.

Much of the distinctive rhythmic content of teg/le hongroislerives from the
Hungarian language. That langu&genown by Hungarians themselveshagyar?
belongs to the FinrbJgric language family and is most closely related to Finnish and
Estonian:'’ Contirental Europé including all of western Europ@ is dominated by the
Indo-European language group, of which Hungarian is not a member. A map representing
areas where Ind&uropean laguages are spoken reveals that Hungary is completely
surrounded by Ind&uropean languagareas-* This fact underscores a powerful source

of Hungarian cultural uniqueness within Europe and may contribute to an explanation of

116. Musical example taken from Saro&ypsy Music232

117 Encyclopedia of Language and LinguistcsQG HG VY 38UDOLF /DQJXDJHV’

Marcantonio), http://dx.doi.org.ezproxy?2.library.arizona.edu/10.101-6#0448542/044199 (accessed
June 27, 2012).

118 Encydopeda Britannica Online V' Y ERGRSHDQ ODQJXDJHV ~’
http://www.britannica.com/EBchecked/topic/286368/IftEiaropeardanguages (accessed June 27, 2012).

E
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the alternative musical styemployed by Western composers to evoke Hungarian
culture, andby extension, Gypsies as well.
The Hungarian language has a fixed wstigkss on the first syllable of each

word 11°

Musical thythmic transcription of such stresses places unstressed sylltibtes a
strong beats. Specifitiythmic figurationtakes several forms, including the Lombard and
anapestliscussed belo. In contrast, standard European rhythmic gestures typically
incorporate picldps? unstressed syllables before strong &€Bhis may becmunted for
by Western languagaflections? in particular that of Italian and German. As an
example, musical settings of Italian verse traditionally do not place stress on initial
syllables, thereby producing pickups. This conéetpie fundamental differendgetween
Hungarian and Western wostresse$ helps to explain why Hungarian was perceived as
particularly foreigrsounding to Western eaiBy extensionit allowedcomposerso
distinguishstyle hongroishythmsfrom those ofmonexotic musicWhen desching this
distinction in musical terms, | use thetentiallycounterintuitive phrase3 D | \lvddtU

H P S K DAIthovgh these rhythmic figurggobablyderived from settings of Hungarian
words? which include firstsyllable stressesthey stand out from convganal mythmic
figures because they containtesdirectly after the strong beat.

The fundamental aftdveat rhythmic figure ithe Lombard short-long

beginning on the be&usical example 3.4, mm. 1 and 2 on beat three, and m. 3 on beats

119 Encyclopedia of Language and Linguistic§ SUDOLF /D QJXD JHj\ohjettitdl IROORZLQ
link between worestress and musical gestudgses not derive from a sophisticated understanding of
linguistics, but is an attempt to use Amwisical cultural characteristics to partially explain musical
gestures.
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Musical Examjfe 3.4. Liszt, Hungarian RhapsodydN1, mm. 18'%°
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one and twof** In its standard form, the Lombard deemphasikesatural force of the
beat by placing a quick note on the beat instead of in its customary flatere the
beat. The Lombard may also feeind in a more stylized form where the long, offbeat
note is explicitly accented. In this form, rhythmic destabilization is compounded by the
addition an offbeat accent.

Thealla zoppa dimping” LQ , W D&y béadpsidered logical extension of
the Lanbard a shoroffbeat rounds outhe rhythmic unit:?? Thealla zoppais most
commonly found in¥-meterfriss sectionsrepresenteds ¥’ ¥with the quarter note
frequentlyaccentedmusical exampl@8.5).

The anapeghythm? shortshortlong? shares witlthe Lombardhe placement

of short notesn strong positionsa more conveional rhythmic setting would invert that

120. Musical examples from Rhapsodies Nos. 1 and 2 takenFrame LisztHungarian
Rhapedies | ed. Zoltdn Gardonyi and Istvan Szelényi, New Edition of the Complete Works, ser. 1, vol. 3
(Budapest: Editio Musica, 1972).

121 Bellman,TheStyle Hongrois, 114t may be described as a revessgess iamb and is also
known as the Scottish snagrass, howevedid not associate the gesture with the Scots; not a single
Scottishsnap is to be found in the Scottish settd his ballet music in act twaf Die Fledermaus

122 Ibid., 11445.
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arrangement i.e.long-shortshort. The anapest is frequenfibpindrepeatedn a chain

like sequencémusical example 3.6 It is commony notated as’’ ¢, -0—', or -goe¥
3$QLPDWLQJ WLHV" DUH QRWHYV WLHG RYHU VWURQJ I

animating tie may be viewed as connecting the final note of one anapest to the first note

of the next (musical example 3.7, mm.886, upgr staff). The result is movement only

Musical Example 3.5. Brahmblungarian Dance & 3, mm. 3944
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123 Bellman,TheStyle Hongrois, 1145.

124. Musical examplesaken fromJohannes Brahmblungarian Dances2 vols. (Philadelphia:
Presser, n.d.).

125 Musical examples taken froRFranz Liszt Rakoczy Marched. Victor Herbert (New York:
University Society, 1908).
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Musical Example 3.7. Liszt arr., Rakéczy March, mm£33
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on weak beatproducingstrongbeatdestabiliation

The previousix gesture$ theestam G &,Y.ombardalla zoppa anapest, and
animating tiez serve to systematically weaken the conventional stb@ag emphasjs
togethetheyembody the generatyle hongroicharacteristic of fthmic animation
through destabilization. Unlike those gestuthespondeé long-long? adds rhythmic
solidity to an otherwise animated texture (musical example'%.8)is mostcommonly
found ateitherthe beginning or end of a phrase.

Dotted rhythmg figures comprising a longlotted note followed by a shambte
thatcompletes the rhythmic unié are perhaps th&tyle hongroishythmic gesturgar
excellenceTheyadd acharacteristischwungvol(swingng) feeling and are found
frequently in both melodyral accompanimenéand in both fast and slow sections
(musical example 3.9f’ Essentially these quickdotted rhythmic figureadd grace

notes to the following beat, atldereforemay be classified astype ofornamentation.

126. Bellman,The Style Hongrois, 112.

127. Ibid., 116.



57

Musical Example 3.8. Schuier LYHUWLVVHPHQW. §1& ik RIGEB3J RL V H
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Musical Example8.9. Liszt, Hungarian RhapsodydN14, mm. 12128

dolce con grarie

Allegretto a l/a_ Zingarese
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Stylehongroisdotted rhythms are always notated as such and are not related to the
Baroque practice afotes inégales

Thebdkaz® long-long-shortlong2 may be consideregh elaboratiomf a single
dotted unit It is frequentlynotated as - ocg, embellished with ornaments, asetto a
melodicturn. Whenclosinga phrasé as frequently occusit may bedescribed as a
békazécadenceor Gypsy cadencémusical exampl8.10, m. 5)2

Thechoriamh or choriambug long-shortshortlong? links a dotted rhythm to a
Lombard (musical example 3.1 Its relative scarcity outside tis#yle hongrois

repertoire makes a strong indicator of therpsence of thetyle hongrois

Musical Example8.10. Liszt, Hungarian RhapsodyoN2, mm. 914
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129 3 HWStyle Hongrois ” % H OeBiyl€®Hongrois, 112.



Musical Example8.11 Liszt, Hungarian Rhapsodyd\N14, mm. 36
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Melody

Analogous to the instability and swing providedtbg majorityof style howgrois
rhythmic gestures, melodic devices generatlgspice and excitemertbtyle hongrois
melodicconsideratiormustbeginwith the secalled Gypsy scaldéJnfortunately, he
subject isnot straightforwardfirst, thee isdisagreemenasto whichscalesGypsy
musicians actually useat preferredand gcond,style hongroicomposers varied in
their choiceof scale form Liszt in particular displayed tremendous variety in this
respect:*° The most typicacale take the form DE # 4 A B #€ .** More
fundamenal thanthe presence @ny complete scale foris thatof two features found in
thescale? the raisedourth scaledegregmusical example 3.12)nd the interval othe
augmetedsecondseemusical exampl8.11, lower stafj. When the raisefourth scale

degree occurs alongside the lowesgxth 2 standard practice in the minor mcde

Musical Example8.12 Brahms, Hungarian DanceoN20, mm. 14
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130 /R\D 3% H\RQG p*\SV\T 6 6HUHRW\SHV ~

131 Ibid., 258; BellmanTheStyle Hongrois, 12@1.
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consecutive minor seconds result. The standard Gypsy scale also includes two
augmenteesecond intervals. Botbf these scalar features contribute to the distinctive
sound of thestyle hongroisand they appear with great frequency.

The kurucdfourth is perhaps the most recognized gesture dstitie hongroisit
consists of the alternation between the fifth sdalgree and the upper tonic (musical
example 3.13). While simple to describe in musical ternmg\ierthelestolds a prized
placewithin Hungarian national music?

A ubiquitous featuref thestyle hongroiss the presence of ornamenis)ich
typicdly occuras jangling grace notéd’ These graceotes are commonly found as
appoggiaturas awvide leaps? both ascending and descending (musical examples 3.9 and

Musical Example8.13 Liszt, Hungarian Fantasynm.101:8 (pianosolo)***

Molto Adagio,quasi Fantasia.
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132 Bellman,TheStyle Hongrois, 122.

133 Ibid., 97.Jangling is the accepted term used tsctibe these rapid, frequent ornaments; see,
e.g. musical example 3.9.

134. Musical example taken froffranz LisztFantasie Uber ungarische Volksmelod{grew
York: Fischer, 1950).
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Musical Example3.14. Schubert, LYHUWLVVHPHQW. 18K RO U RLV H
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3.14). Wide melodic leaps generally are also a trait of the style hongrois. Another
VWDQGDUG RUQDPHQWDO G H YRIErmaviemakddakt@demasy D W LY H
from the surroundnSUHYDOHQFH RI GXSOH UK\WKP DQG WKH WUI
defining melodic contour (musical example 3.15).

3&U\L® 3V R E Ethif@dare defined as extended parallel melodic thirds or
sixths (musical example 3.16). The name derives from thwgdbey lend to
melodies® In certain circumstances, it can be unclear whictheftwo parallel lines is
the actual melodic line.

While previously mentioned in connection with thékaz¢ melodic turns in

either direction are frequently encountered twgirtown (musical example 3.17.

135 SzabolcsiA Concise History of Hungarian Musig6; Bellman,TheStyle Hongrois, 116.
136. Bellman,The Style Hongrois, 111.

137 OD\HV 3'RPHVWLFDWLQJ WKH )RUHLJQ °
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Musical Example8.15 Brahms, Hungarian DanceoN17, mm. 1

Andantino
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%\L_/;_pr (et~ 1’\__/;_1’4_

B S B e
T o7

In addition to the specific gestures listed above, two general melodic traits may be
added Style hongroisnelodies are often constrained to a narrow rarige more than a
fifth; this is said to be related to the Gypsy tradition of bagpipe pldyfi@ther
PHORGLHV PD\ FREDULWBLQWURPWIHH ZKHUH VKRUW DQG F

are linked to create a broad melodic contSor.

138 Bellman,TheStyle Hongrois, 156.

139 /R\D 3% H\RQG p*\SV\T ®NVHUHRW\SHV ~



Musical Example8.16 Brahms, Hungarian DanceoN11, mm. 16
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Musical Example8.17. Brahms, Hungarian DanceoN2, mm. 14

Allegro non assai.
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Harmony

Precisestyle hongroidiarmonic charactestics are generallgifficult to identify.
Gypsy harmonic fctices were describdxyy Wesern audienceas wildand confusind?°
Onerathervague bugenerallyacceptedrait wastheunprepared and distaytelated
modulation.Only recently hashe description ofmoreprecise harmonic characteristics
been attemptetf! ShaylLoya providesletailel observationseyond the scapof the
present study. LoyBcusesonthe music oLiszt 2 thegreat harmonic adventurer
while the present study focuses thie music oflohann Strauss Jknownfor more
conventional harmonic practiclevertheless, generdéscriptions of thesearmonic
techniques will provide useftbr applicationto 6 W U Drxugiv/  V

Certainfeatures aresadilyidentifiable.The preponderance of the minor masle
closely linkedwith the style hongrois*? A moreprecise andisefuldescripion of modal
tendenciesncorporateshe presencef dmodalflux, “wheremusic freely shifts between
themajor and minomodes? usually of the same tonality® Otherharmonic hallmark
includedronefifths ard bass pedajsoth are traceable Bypsybagpipeplaying***

Loya elaborates two specific harmonicnifastations of the drorleass? the <onsonant

140. Bellman,TheStyle Hongrois, 124.

141 /R\D 3% H\RQG p*\SV\H46A0. Hie FoRoWNGsHb&senN this research.
142 Bellman,TheStyle Hongrois, 63.

143 /R\D 3% H\RQG p*\SV\T 6WHUHRW\SHYV ~

144. Bellman,The Style Hongrois, 106.
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| B" chord and the ped#lth chord created by a dominant triad over a tonic pé&tfal
Parallel fifths anactaves are additionakamples oharmonic devicesommon tothe
style hongroisboth were considered crude to German compdé®rs

The abovementioned raisetburth scée degreepresentslistinctiveharmonic
consequenced he addition of a leadinpnefor the fifth scaledegreecreatesambiguity
between tomc and dominant harmonic functiarescertainchordal movementould
potentially be heards either a V to | or | to IVAs aconsequenceraditional tonal
directionalityis reducegland ¥onic/dominant ambivalence W D N H V "\ theS O D F H
absence of corentionaldirectionality, harmonic practice frequentigsults ineither
stasis or pendular moveménfrequently betweetonic and sutllominantharmonies*®
These conceptre intentionally presented as vague concepésr realization varies
from composeto composet?® Broadly and \ith respect to conventional Germanic

harmonic practices, théyte hongroismay be said ttack goaldriven drectionality,

modal stability and toniédominantdistinction.

145 /R\D 3% H\RQG p*\SV\T 6WHUHRW\SHYV ~
146 Ibid., 277.
147. Ibid., 258.
148 Ibid., 264.

149 Ibid. Loya provides numerous examples from Liszt.
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Instrumental Effects

Many style hongroislevices dave fromtheimitation of specific Gypsy
instruments anthstrumentapractices. Drones in imitation of bpgpesandtarégaté
wind-writing have already been mention&everahdditional gestures ateaceabldo
the fiddle and cimbalonThe fiddle, or folk-violin, is the mostommonly imitated
instrument in thestyle hongroisOverallvirtuosity is a key ingredientyhether through
dense ornamentation in slow passages or agilitgspfriss-like sections™° Standard
effects include frequent trilling’* high-registerharmonicsdarkand highly extende6-
string melodiesextravagant arpeggiatigr? andextremeregister usé>2 Pizzicato
playinginvokes Gypsybands and if found in the accompanimentthelower strings
maybe said to be in imitation of tiiambura? a large pluckedtringinstrument
commonlyfound in Gypsy bandigure 4).">* Two additionaldevices used to imitate
fiddle-playingareextremeregisterchangesand crude doubistops which unusually
incorporateopen strings>> A more extreme effechot generallyemployed bystyle

hongroiscomposersn the nineteenth century, is the snapped plucking of stfikg®wn

150 Bellman,TheStyle Hongrois, 102.
151 SarosiGypsy Music247.

152 Daverio,Crossing Paths291.

153 Bellman,TheStyle Hongrois, 97.
154 SarosiGypsy Music38.

155 Bellman,TheStyle Hongrois, 9798.
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Figure 4 A tamburd>®

to havebeen practiced by Gypsy musicidns.
The cimbalont® alargehammered dulcimer wasa staple ofGypsy bands

(figure 5); as suchit was widely imitated bgtyle hongroicomposersBellman lists

three varietiesf cimbalomimitaton2 SKDUPRQLF GHFODPDWRU\ DQG YL

Harmonic imitationusuallyconsisted ofapid harmoni@lternations when fahe
keyboardand tremolo wheromposedor strings(musical exampl8&.18) The
declamatory and virtuosic effects were most successfully imitated on the keyboard

(musical example 3.19).

156 $EGXU 5DKPDQ 36RXQGWUDFN " $EGXU 5DKPDQTV &RUQHU
http://thecorner.files.wordpress.com/2008/07/tambura.jpg (accessed June 18, 2012).

157 6iURVL 3*\SV\ OXVLFLDQV ~

158 Bellman,TheStyle Hongrois, 108.0.
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Figure 5 A typical Gypsy band with a cimbalom player in the midtfle

Musical Example 3.18Liszt, Hungarian Rhapsodyd\N11, mm. 12

Lento a capriccio
S o
asti simbalo
P 5:& corda J\
¢ r
EE T : =
£ * EX

Musical Example3.19 Liszt, Hungarian RhapsodydN14, mm20946

Vivace assai
= e tr ir
SiFsrEsare —% =
A A SRR == e
5 5 x £ £z |
e e e e o e o e S S e 01
I T } 1 "] 1 | 1 | 1 | \r_
sempré stace,

159 SzabolcsiA Concise History of Hungarian Musig5 (detail).
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The final category of instrumental imitations incorporates percussion instruments.
The besknown use of exotic percussion is thegtterie turque® a Turkishstyle
SHUFXVVLRQ VHFWLRQ FRQVLVWLQJ RI 3F\PED@3, WDPER?
even after the Turkish style fell awag,not part of thestyle hongroisThe tambourine
found alonehas associations witBpanish not HungarianGGypsiesPercussion hasn
rareoccasionbeen used to imitate the cimbaldfiYet curiously spurs the percussion
instrument most closely associated with ¥ieebunkand whose use would
unambiguouslynvoke Hungarian tradition, did nanfl wide-spread use bstyle
hongroisFRPSRVHUV $FFRXQWYV RI +XQJDULDQ GDQFHV DUR X
rhythmic clicking of. . . V S X*&"W¥héverbunloswas traditionallyperformed by Hssars
knownfor wearing? and exploiting in dance theirriding spurs.Unlike his
contemporaes, Straussadegood use of spurs as percussion instrumergsveralof

his style hongroixompositions.

160 OD\HV 3'RPHVWLFDWLQJ WKH )RUHLJQ °

161 SarosiGypsy Music89.
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CHAPTER FOUR: DER WIENERTANZSCHULE

Johann Strauss Jrecameone of the most popular musicians in the world and an
enduring symbol o¥ienna He was the foremost composer of a great Viennese waltz
dynastyestablished shortly after the Congress of Vienna by his fatheinann Strauss
Sr.2 and Joseph Lannekike thestyle hongroisthe Viennese danamaze of the
nineteath century owed its beginningsaaspiciousircumstances.

During the eighteenth centuiyjennawas under a cloudf social repression. The
Hapsburg Monarchwas staunchly Catholiandits program for moral conformity
included fines for eating meatiing Lentor skipping confessigranda chastity
commissior? which activelyprosecuted adultery and prostitutidAThe writings of the
Enlightenment were banneahd theatrical works were strictly censoratthoughthe
Viennesehad always been fond of dang, in the late eightegh and early nineteenth
centuriegheir dancesvere limited to the aristocratrninuetandthe coarse tunes of
country bands. The whirlimywhich would later characterize tMeennesewaltz 2 had
long been vieweds morally unacceptéb'®

A series of mmentous events woufgermanentlychange Viennese society.
new era dawnesh 1789with theFrench Revolution. Whilpolitically lessrepressive
Vienna avoieédrevolutionitself, ideological and soal repercussions were fait all

levels of societyln an act oimusical and symbolic significanc&ustrianEmpresdMaria

162 HansonMusical Life 6 &.

163 GartenbergJohann Strauss34.
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Theresaorderedthelandler? a peasandance? playedatcourt alongside theobility I V
belovedminuet®* The Revolutionaryand Napoleonic Warthat followedthe French
Revdution placed the Hapsburg Empirenear continuous conflict betwe&@92 and
1815. Viennawas everoccupiedby Frenchtroopstwice 2 in 1806 andl811%°In 1806
just prior to the first French occupatidgmperor Francis Il formally dissolved the Holy
RomanEmpire2 which had existed continuously se9622 to avoid Napoleon
assuminghe titleof Holy Roman EmperoiThe city underwent a period of sharp
economic decline as Atrga declared bankruptcy and darrency experienced rapid
devaluation®® It wasduringthis volatile time 2 as dancing grew less restrained el
demand for publientertainmenvenues increasedthat large and agent new dance
halls were builtincludingthe Sper(1807) andhe Apollosaa(1808)*°’

Seven coalition campaigmnsgere requiredo defeatlDSROHR Qe DUPLHYV
victorious powers then convened at the Congress of Vienna infl81d redraw the
boundaries of Européfter decades of war and instability, Vienna suddemiypyed
mass celebrations aptayedhost to Europd V D U Ls\Virbya&tsi- ahd dgnitaries
Extravagant balls were held nightlpancing was so prevalent that one prince reported

that the whole Congress danc&y.

164. EgonGartenbergyienna: Its Musical Heritagé€University Park: Bnnsylvania University
Press, 1968), 129.

165 HansonMusical Life 8.
166. GartenbergJohann Strauss37.
167. Ibid., 1748, 4345.

168 HansonMusical Life 150.
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Vienna had developed a lastialgsession with dancingnd the time was ripe for
the development of a pecadly Viennesestyle of dance.The minu¢ had essentiallgied
with theFrench Revolution it was replaced witthelanghausandléandler? country
danceainsuited to the elegance of the imperiapital °° Thesedancesvereoften
performedby folk musiciansthe most successful of whi€hJoseph Wildg¢17784831)
andMichael Pame(1782:827) 2 are credited with introducindpe waltzto Vienna®"
Unfortunately most of thai music was never transcribed atwes not survive’*

Pamer may be regarded as the grandfatiViennese dancenainly because
bothJoseph.anner(1801#3) andJohanrStraussSr. (1804#9) are supposed to have
playedin his bandn their youths'"? Lanner and Strauss Svereresponsible for
elevating the waltz to its refined state and preemipesition LQ 9LHQQDYfV GDQFH KI
LannerJUHZ XS ZDWFKLQJ 3nagxélfithfight Brotiee GiohQUiennaas
experiencingan economic upswing following the Congress. To capitalize ohdbming
market,the fifteeryearold Lannerformed his own esemblan 1816 StraussSr. began
hisown PXVLFDO WUDLQLQJ WKDW \HDU DQG LQ MRLQHG

expandedrom a quarteinto a small orchestra. In response to public success, Lanner split

169 GartenbergJohann Strauss34 6.

170 Grove Music Online, Oxford Music OnlineV Y 3/DRWHHIK - E\ ORVFR &DUQHU DC
Herbert Krenn), http://www.oxfordmusiconline.com.ezproxy?.library.arizona.edu/subscriber/article/
JURYH PXVLF DFFHVVHG -XO0O\ -RVHSK :LOGHYV GDWHYV ZH

171 GartenbergJohann Strauss36.

172 Ibid., 37#40. Although both ar&equentlymentioned as playing with Pamerigtielaim had
not been proven;fcGrove Music Online, Oxford Music OnlineV Y 36WUDXVYV -RKDQQ 6WUD:
Peter Kemp)http://www.oxfordmusiconline.com.ezproxy?2.libraayizona.edu/subscriber/article/grove/
music/52380pg1l (accessed July 12, 2012).
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his orchestra into two groups 1825 with Srauss ais second music directofwo
years later, Strauseveredies with Lanneto establish his own orchesaadperform
his own compositions.
Both men were prolific composers and wildly successful with the Viennese
public. Each had a devotedlfmhing, and their musical rivalrgersistedX QWLO /DQQHUTYV
death in 18437 While eachhadstarted out performing in restaurants and gardeey,
went on to receivéheaccolade®f the highest levels dfiennesesociety. Lanner was
named music director dfie Redoutensd& the imperial ballroom in 1829.Strauss
FODLPHG WKH FImperahRdyal Directer@HVsic for the Balls at CourtL Q
184617 Their performancedramatically raised the perforngrand compositional
standards fodance music inhe city aml gave the waltz its final forfhintroduction, five
sets of dancesinda coda.While the waltzzDV DOZD\V WKH SXEOLFfV IDYRU
programsof the timealso included anixture ofother therpopular dances, including

gallops, quadrilles, andotkas®”

173 GartenbergJohann Straus$266.
174 Ibid.

175 HansonMusical Life 162.
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Lanner, StrausSr., and theStyle Hbngrois

While Lanner and Strausy. arebestknown for theirwaltzes bothalso
composegiecesn thestyle hongroisnd dedicated/orksto Hungarian audiencegfter
the Congressf Vienng Viennese audie@scontinuedtheir fascinatiorwith all things
Hungarian and Gypsy. Always aiming to accommodagmnesanterests both
composersvrote their first Hungariapiecesbefore visiting Hungary.

Lannercomposed atUngarischer NationalmarschHungarian Natinal March)
in 1830'® Strauss wrote a set of three dancekéyboarditled Ungarische Galoppe
oder Frischkal Hungarian Gallops or Frisg op. 36 in 1831. Tkese quick® dances
incorporateseveralstyle hongroigiesture$ janglinggracenotes, syncopgad melodies,
alla zoppasraisedfourths, Lombards, andokazdcadences. Liketherearlystyle
hongroisFRP SRV LW L R Qp/ 366avdeHrxiadthe styl@ hongroiwith the
Turkish style. The opening to the third gallop is strikingjtyilar to the Tirkish music
IURP WKH ILQDOH RI 0R]NdS(cHvpare RGica) eXaR Gl with W R
4.2).A later phrasen the sameajallop is typically Hungariafmusical example 4.3)
Having shiftedrom the minorto the major modehe phraséeatureschairs of dotted
rhythms andheraisedfourth scale degreéD ). The J D O x&& {hvsical example 4.4)

returns to the Turkish stylés stark repeated thirdarea teltale Turkishtrait.*”’

176. The work was published in a piamersion by Mechettiithout an opus number; see
Wolfgang Dorner 3-RVHSK /DQQHU :HUNYHU]JHLFKQLY ~ -RVHSK /DQQHU *HVH
http://www.josephlanner.org/upload/werkverzeichnis.pdf (accessed January 27, 2012).

177. Bellman,TheSyle Hongrois, 3337.



Musical Example 4.1StraussSr., Hungarian Gallo®p. 36/3, mm. 18"
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Musical Example 4.2. Mozart, Violin Concerto in A Major, K. 21%vement3,
mm. 1657 2'"°
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178 Musical examples taken from JohaBimauss SrPolkas, Galopp und Marscheed. Johann

Strauss Jr., vol. 6 of Werke fiir Pianoforte (Leipzig: Breitkopf, 1889).

179 Musical example taken from Wolfgang Amadeus MoZaarcerto in A Major for Violin

and Orchestra, K. 21,9ull score, ed. Rudolf Gerber (London: Eulenburgl.).



77
Musical Example 4.3Strauss Sr., Hungarian Gall@p. 36/3, mm. 1&5
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It is impossible taleterminevhether the mixed style a8 W U DOpV36i% V
attributable tdhavingnot yet visitedHungary What is known is that iNNovemberl833

he traveledo Peswith his orchestrd® It is a small tribute to his popularity that ttwir

180. FranzMailer, liner notes, trans. Keith Andersa@mhann Strauss | Edition, Vol, Blovak
6LQIRQLHWWD &4LOLQD3 2006 MakcotHdlb] 31225283ddrhplact disc).



78

wasreportedon with great interest byewspapers iboth Pest and Viennd.is likely
that Strauss heard somerbunkmusic during this tripAlthoughhedid not composergy
pieces specifically fothesePestconcerts, upon his retuta Viennahe composed ki
Erinnerung anPesth( Souvenir of Pes), Waltz, op. 66DQG GHGLFDWHG LW 3WR \
+XQJDULDQ SHRSOH ~
The introductiorto Op. 66contains genuinkssanwriting (musical example
4.5).First, anopeningfour measur@hraseannouncetheexoticstylewith low trill -like
figures andsecondarsdominantdiminishedseventh chats based on the (eventual)
raisedfourth (G). Thelassanmusic begingn m. 7. Thestyle hongroiss

Musical Example 4.9_assanintroduction? StraussSr., Souvenir of PedWaltz, Op. 66,
mm. 144 (reductiom®*

Moderato. h"‘\ S _;_ f- P

® ﬁ%/i
g .g3..8

. .8.-..-_.'..
f ﬁ;f#f.fgégég

181 Musical examle taken from Johann Strauss, &rinnerung an Pesth)Valzer, Op. 66piano
score (Vienna: Haslinger, [1834]).
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effectively involed by the use of the minor moded the prominence of ornamented
dotted figuresandascendingctave leaps. Ornamental triplets outligthe Gypsy scale
generate the second theme (mmAHX) which also clses with ébdkazécadence.
Although Strauss limitkis use othestyle hongroigo theintroduction, it is presented
without anysuggestion ofrurkish gestures. Additionallyhe introductionis set toa slow
tempo in ¥metercharacteristic o&lassanand which hasho counterpart in the Turkish
style. (Compare this with his earlier attempt, Op. 36, which even includes the ambiguous
WLWOH 3*D O QWHi&/thR shortekample demonstrates that Str&ussould
compose in thetyle hongroishe waiuld never again compose in the st}ie.

Lanrer, on the other handpmposed at least five worksthestyle hongrois
(table2). ProbablyLQ UHV SR Q V H883RurtydlianDodn Mafiner mounted two
similartrips to Pest in Novembers 1834 and 1835eEomposed aew sebf waltzes

for each: thePesther Walzer 33 HV W : D O W ],kh\1834;@&Der Werber 37 KH

Table2. Works by Joseph Lanner in thyle hongrois

Title Opus Year

Hungarian National March WoO 1830

Pesthewaltz, 93 1834

Hungarian Gallop 97/3 1835
from Panorama der beliebtesten Galopgéa. 1

Der Werber Waltz, 103 1835

Hungarian National Dance 168 1841

, introduction only

182 6 W U D X ZigewherirfQdadrille op. 191, based on themes from an opera by Michael Balfe,
is not in thestyle hongroisHe compaed it at the same time that his son was working on his O.tBé o
same title; for discussion, see chapter 6
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5HF UXLW H Uih 18368 Like Straussn his Op. 66, Lanner gorporatedstyle
hongroissections into thentroductionsof both waltzes®*

/ D Q Q magfium opus in the style is tbamgarischer Nationaltanz3+ X QJDULDQ
1DWLRQDQop.0&3ESAL) It is averitablecompendium obtyle hongrois
gesturesmany of which werelikely encourteredon his toursto Pesg the center of
Gypsy music® /D Q Q H U 1 Viszifinestexample oktyle hongroisvriting by a
Viennese dance composer before Johann Strausshis.seminal lexicon of thetyle
hongrois Jonathan Bethan draws three examples frohd Q Q H U { V2 28many as
from all of % U D KIRuidarian Dance¥®

The formal plan is unconvention@eetable3). It consists of sixteen phrases
each of which ismmediatelyrepeatedbut none of whiclsubsequentlyeturn.lt does not
follow the verbunkformal modelof lassanthenfriss; it is closer toa fantasia, with a

central slov section and variousedialphrases inntermediate tempos. The tonal

183 Der Werberis usually tDhQVODWHG DV 3Wash méahl3 W RQL VEXW BBHEG U X LW P H G
RIILFHU ~ 7KH + Xwrbinkdefves fror tkNatermeaning, and | believihat translation toe
preferalte. A Germanlanguage article has been published on these waltzes; see Gari®@ei WD 3'LH
Walzer fiir Pesth von Johann @D XVV 9DWHU X Q GQHm¥ FeStichtifi fiirEHahardl\Wiirzl
zum achtzigsten Geburtstag am 1. November 1896cial isV XH % HNHQQWQLV XU VWHUUHLF
in Lehre und Forschung (1996): 32D.

184 Taking another cue from Strauss, Lanner dedicateldsgther Waltz R S WR 3GHU HGOH(
8QJDULVFKHQ 1DWLRQ "~ WKH QREOH +XQJDU LtdutoPBstyllaRr@r 8SRQ UHW
composed higbschied von Pest#arewell to Pes), MonumerWalzer op. 95, which does not
incorporatestyle hongroisSee Max Schonhertanner, Strauss, Ziehrer: Synoptisches Handbuch der
Téanze und Marsch@/ienna: Doblinger, 1982

185. SéarosiGypsy Music134.Lannermet Franz Liszt in 1840, but thencounter was brief and
unlikely to haveinvolved discourse on musiseeGartenbergJohann Strauss$0.

186. Bellman,The Style Hongrois, 99, 115, 127.
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Table 3. Formal planof DQQHU YV +XQJDULDQ 1DWLRQDO 'DQFH

mm. Tonaliw \, Phrase structure (measuregempo
18 C major 4+4 [Allegro]
946 3 3 4+4

1724 C minor 4+4

2582 3 3 4+4

3340 C major 4+4 Allegretto
4148 A minor 4+4 Adagio
4956 C major to A minor 4+4

5764 F major 4+4

6572 F minor to major 8

7380 A majorto E major 4+4 Andante
81-90 C major to A major 3+3+4 (medial fermata)

9198 A major 4+4 Allegretto
99404 A minor 3+3 Finale: Presto
105410 F major to D minor 3+3

111416 3 3 3+3

117422 3 3 3+3

, , W¢ Bypeface indicates key signature

scheme is similarly unconventional. It begins in C major and concludes in D minor. One
phrase (mm. 8#0) evenbegins in C major and ends in A majrheseunusuatonal
relationships are highlighted by tmmediaterepetition of each phragerhismay be an
attempt at imitatig unorthodoXGypsyharmonicpractices. Bellman identifies several
prominent locakedstyle hongroideatures, to which | adavo. The centrahdagio

section contains a fine example of cimbalionitation (musical example 4.6pund in

both the harmony (mm. 443) and melody (m. 44Forthe finale, Lanner breaks free of
regularfour-bar phrasetructure? to which dance composers were understandably

attache@ ending the work in a series sik measre three plus thregphrasesThe last
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187
4

Musical Example 4.6Lanner, Hungarian National Dan€ap. 168, mm. 414

Musical Example 4.7. Lanner, Hungarian National Da@ge,168, mm11722

o i

of these (musical example 4.7) begins in F major andiardsninor while in the wrong

key signaturé avery unorthodox way to end a piece! Such efféqisesented towards

the end of the piece, when reinforcement siiadhility are expectetl heighten the

perception of phrasal irregularity and tonal instability, inallks of thestyle hongrois
AlthoughneitherLanner nor Strauss Skas prolificin thestyle hongroiseach

did composeén thestyle Both also traveled to Pest, where tleegounteredeceptive

audiencesThese important precedemterefollowed by theeading exponent of the next

generation of Viennese dance composers, Johann Strauss Jr.

187. Musical examples taken frodosef LannerQuadrillen, Marsche und andere Weylezl.
Eduard Kremser, vol. 8 ofédtlichte Werk tir Klavier (Leipzig: Breitkopf, 188991).
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Johann Strauss Jr., Hungarians, and Gypsies

Johann Strauss Jr. was born into a househaotdraded by musienaking.
Although Strauss Sropposed a career in musar his sonthemother saw to it that
young Johann received a proper musical educatiooluding lessons in harmony,
counterpoint, violin, and pian® StrausSr. HYHQ DWWHPSWHG WR SUHYHQW
debut, which nonetheless took place in 1844. Wwemenbroke contact for two years,
andthenin 1848,took opposing sidesinthtH YROXWLRQ $IWHU KLV IDWKHU
IROORZLQJ \HDU WKH \RXQJHU 6W U DidisputedValt2kingl G WKH U
Although Strauss Jr. became a symbol fomviese and Austrian culture

throughout thevorld, it was often notethat he did not look Viennegégure 6). His

Figure 6 A portrait of Strauss from 1867

188 GartenbergJohann Straussl1748, 12426; Grove Music Online, Oxford Music Online
VY 36WUDXVWBWWUDRKDODQQ ~ E\ 3BHWHU .HPS KWWS ZZZ R[IRUGPXV|
library.arizona.edu/subscriber/article/grove/music/52380pg2 (accessed July 14, 2012).

189 DecseyJohann Strauslate between pp. 112 and 113 (detail).
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wild hair and dark features led many to speculate as to his andéstopnded stories
included those of Spanish, JewisindGypsy blood through his moth& What ha
been established is that StraGssfV -HZLVK JUDQGIDWKHU LPPLJUDWHG
in 1750%! The suggestions of Gypsy blood were especially appelaéinguséStrauss
wasaviolinist of supernaturahelodic invention, just as Gypsy musicians were known to
be.
It can be establishdfiat Strauss had regular contact with Hungarians throughout
his life. Notable trips to Hungary are relateihin the following chapter in connection
with specific compositionsSLHQQD YV GDQFH KD OmGxedEatiety kigh WRIHW
includedanincreasing numbesf Hungariang® In 1850, Strauss participated in a
IHVWLY D O the(HBr@akrdr]samtl 6f the Prince Gustav Wasa Infantry
Regiment ***Especially inlater part ofhis careerStraussitl UHTXHQWHG 9LHQQDYV
intellectual circles, which includedanyHungarians>* During a trip to Hungary in
1882, Strauss met with LisZt: Strauss wathenpreparing to compos@er

Zigeunerbaronandit is likely that the two composers discussed Hungarian mOsia

190 GartenbergJohann Straussl8990.

191 Grove Music Online 36 WUD XVV -RKDQQ 6WUDXVV LL

192 HansonMusical Life 164465; Gartenberg]ohann Strauss19.

193 Peter Kemp, liner notedphann Strauss II: The Complete Orchestra Editimi. 40, Naxos
8.505226, 2011, available fattp://www.naxos.com/johannstraussediti®hese extensive liner notes,
based on the research of Franz Mailer, are an excellent addition to the Strauss literature in English and are
frequently the only Englistanguage source for information on specifienpositions.

194 Crittenden,JJohann Strauss and Viennk78.

195 Ibid., 172#73.
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relatedHungariantrip, it was recorded® W KhB ¥dmposer twice @nded evening
SHUIRUPDQFHV RI p+ X @ddhurs&f@layBdHNndgadavi biEces at the
piano during a soirée™®

6 W U Beomattwith Gypsies wasostlylimited to musical performancé¥’
Gypsieswere popular street performeasdregularly performed antermissionfor
Strausg] sbncertsSuch occasions wegenerally not noteworthy, and it may be
presumed many went unreped Thenature of theseveral recorded occasiossems to
confirm this.)RU DQ HQJDIJHPHQW 6WUDXVV{V RUFKHVWUD
Gypsy band performed concert muSitin 1850Strauss shared a concert with the
famous Kalozdy Gypsy @hestrd® At his 1882 meeting with Liszt, Strauss played
VHYHUDO RI KLV ZD O Wftét thabagpaybhahd$laied @itil D@ Gcldek
in the morning 2%

It is impossible to trace the precise influence specific encounters with Gypsies and
Hungariansnay have hadR Q 6 WUD XV V {V Fsye RehGuslVRaD canlbeV K H
established is that Strauss enjoyed reguoatactwith Hungarians and Gypsy musicians
Their music had a smalubnotable influence on works lbys father andoseph Lanner.
Additionally, Strausseemgo have had an affinity fagypsiesthroughout his life,

becausglike him, their music catered to popular taséelditionally, + X Q J D Wsudp@tV |

196. Kemp, liner notesJohann Straussvol. 49.
197. CrittendenJohann Strausand Vienna178.
198 Kemp, liner notesJohann Straussvol. 30.
199 Ibid., vol. 21.

200. Ibid., vol. 27.
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had beerinstrumental to6 W U Deédny\¢4reef’t When considered alongside the fact
tha Hungarians and Gypsies played an increasingly important role in the political and
VRFLDO OLIH RI WKH FDSLWDO WKURXJKRXW 6WUDXVVY{V

King would incorporate and refine tkgyle hongroist variougpointsin hislong career

201 Kemp, liner notesJohann Straussol. 24.



87

CHAPTER FIVE:PESTHERCSARDASOP. 23

ThePesherCséardasLV -RKDQQ 6 W U DstuiiVing bttefrptaittiestydel. H V W
hongrois composed when he wassttwenty yearld. In 1846, Strauss Sr. was the toast
of Vienna. To gairsomenotoriety of his own, Strauss Jr. undertook a concert tour to the
twin Hungarian cities foPest and Budan June of thayear. For the final performanciee
Taused a sensatioh L W K D egpRdiaNy gomposed for PEEt*? Thatwork, the
Pesher Csardas op. 23,is subtitledUngarischer Nationaltaz (Hungarian National
Dance). The same title wassed by Joseph Lanner for hip.(168, composed five years
earlier Strauss§ composition was thus positioned for a direct compahgdms
Hungarian audienceTheworN ZDV UHFHLYHG E\ LWV +XQJDULDQ DXG
HQWKXYLDVP *

That audienc&vould certainlyhave been familiar with the form Strauss used for
his csardas it follows the traditionalverbunkpattern? slow lassanandfastfriss with a
(faster)figura coda?® Both large sectionsomsist of loosely related therggoups as
expected of thetyle hongroisThelassan(mm. 127) conforms to theallgatdstyle. Its

melodies areeplete with ornaments and dotted rhythmsgrofound in chainsThe

202 Kemp, liner notesJohann Strausssol. 1Q Also premiered otthis Hungarian tour was the
now lost Honi Waltz; se Johann Strauss Jreben und Werk in Briefen und Dokumentea. 10, ed.
Franz Mailer (Ttzing, Ger.: Schneider, 2007), 285.

203 Franz Mailer, prefac® PestheCsardas, op. 230y Johann Strauss Jr. (Vienna: Doblinger,
Diletto Musicale, 1994), 4The cover page for the piano version, published in Vienna shortly after the
premiere, displays eouple in traditional Hungarian attire overlooking the twin ciGéBuda and Pest
Buda is referred to by its German name, Ofen.

204. The termszardasfrischka andschlussare used in the score for the slow, fast, and coda
sections.
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prevailing moe is minor and altough the meter is notatedl thetempoproducesa
pulseof four beats per baas expectedf alassan The clarinets double the first violin
melodythroughout, perhapssa nod tathetarogatotradition.

The first themegroup(musicd example5.1) exhibits a multitude dityle
hongroisconventionslt is set to a slovestamthroughout. The melody consistently
enmphasizes the second béa weak beat which is additionally emphasized mm. 1
and 5throughwide ascendindeaps.Measures 23, and 6 uses ornamentation based on
melodic turns; m. 3 also incorporates an ornamental triplet. Beginning in m. 5, the
periodicphrasestructure containthe initial melodyrepeated third higher, tying it to
notatradition. The Ain m. 2 is a raisefburth scale degree in the tonality of E minor; its
juxtaposition with the Ccreates consecutive minor seconds, or conversely, an implied
diminished third. This raised fourth is mirrored by arm. 6 when the tonality briefly

Musical Example 5.1. Aallgaté-style melody? PestheCsardas mm. 18 (violin 1)*°°

Csardas
Andante

205. Musical examplesaken fromJohann Strauss JResther Csérdas, © 23 ed. Johannes
Martin Durr, Johann Strauss (Sohn) Gesamtausgabe, ser. 1, vol. 2, bk. 6 (Vienna: Doblinger, Diletto
Musicale, 1994)Othersources usthespelling Pester
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turns to G major. The phrase concludes with an ornaméidteazécadence in m. 8.

The second thermgroup(musical exampl&.2) perpetuates the weddeat
emphasigound inthe first group. Itdasic ideaof the second groypn m. 10, accents
beats two and four by placing long valdesighths? on these beatand short values
sixteenthg onthestrong beats. This arrangement is also applied tartterlying
accompaniment, set astam(not shown)Raisedfourth scale degreearepresenin mm.
1142 (F in C major) and m. 15 (On A minor).Here, hendtastructurels a mirror of
that used for thérst themegroup instead othe motifbeing repeatedthird abovejt is
repeatdata third belowm(compare m. 9 with nil4). This themearoup closes with
Lombard rhythms in thérst two beats of m. 17; although notated as grace notes, these
figuresmaybe surmised astended to ben-the-beat by virtue of the quiglsixteenth-
note D directly precedig the dowbeatof that measure

The third, and final, themgroup of thdassanintroduces several additionstlyle
hongroisgestures (musical example 5.3). The melody, hitherto in unison, is here set in
parallel thirds, which quickly turn into sixthshib thirdsto-sixths alternation
XQGHUVFRUHV WKH UHODWLYH SDULW\ RI WKHstgeXHO PHO

hongroisgesture is intensified by the addition of melodic dynamics and a new brass

Musical Examplé.2 Second themgroup? Pestler Csardas mm. 947 (violin 1)
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Musical Examplé.3. 2 & U\LQJ"~ WKL UG VG &¥Pestiddsardas D QG
mm. 1922 (strings)
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sonority generated by doubling the thirds/sixths of m. 19 in the horns and first trumpet
(not shown). Rhythmically, theseF U\LQJ"~ WKLUGV DUH VHW DV DQDSHV!
character of this melodic fragment is further emphasized by the {faiset scale degree
in m.19 (D in A minor) and a choriamb in beat2 R P W LV DOVR VHW W
accompaniment. Bothk H G&Y DQG WKH DVVLJQPHQW RI ORQJHU U
beats in the melody produce rhythmic destabilization. Another raised fourth is used to
close the phrase in m. 26 (not shown).

While the melodic and rhythmic elements of thissanunambiguouslguggest
thestyle hongroisthe largescale harmonic plampliesa deeper assimilation of style.
Each of the six foubar phrases moves to a tonal atéterentthanthe one in whictit

began fable 4. This giveghelassana nondirectional,quastimprovised feeling
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Table 4. Tonal movement in thessansection of the Pesth@&@sardas

Fourbar phrase (mm.) Opening tonality Closing tonality
14 E minor B major
58 E minor G major
1043 C major G major
1447 A minor C major
1922 A minor C major
2326 A minor E major

characteristic of thballgatd style. Additionally, five of the six phrases switch modes
internally (begin in minor andnd in major, or vice versa). This i3 eleganexampleof
modal fluctuationFour of these phrasésbeginning in mm. 1, 5, 10, and 2%an be
analyzed as ending in hathdences in the kegrea of either thpresenbr successive
phraseThattendency to rest on dominant harmonigg€ombinedwith the constant
presence atheraisedfourth scale degreenaybe interpretecs tonic/dominant
ambivalence. The unprepared and unconventional modulation from E major to G major
at thestart of therissin m. 282 furtherconforms tcstyle hongroisexpectation

Thefriss section (mm. 2&0) is compsedof four eightbar phrase3 eah
repeated individually, then full da capc? followed by a short coda. Like th@ssan
each phrasef thefrissis unrelated to the others. The expedckegrotempo and¢
meter are present. The first two phrases (28#5) are set irstam Thefirst phrase
(musical exampl&.4) is a typicafriss melody characterized by its agyli animating ties,
quick gracenotes, and weakeat emphasis in mm9230, and 33 reminiscent of ala
zopparhythm. The only chromat note of the phrase is the raised fourthi(FC major).

For the third phrase, the texture changes abruptly éstiaamto static drondifths
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Musical Examplé.4. A frissmelody? PesthelCsardas mm. 2885 (violin 1)

Frischka

Musical Example 5.2ronefifths andalla zopparhythms? PestheCsardas
mm. 4649 (strings)
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(musical examplé&.5). The melody incorporatesla zopparhythms, ast does the fourth

phrase which begins with a unison spondee ornamented by a rapid scalar gesture in the

first violins (musical example 5.6). Quick, ascending fiddle scalehile not specific to

thestyle hongroi¢ DUH RQH RI 6WUDXVVTV SUHIHUUHG RUQDPHQ\
originating from his role as concertmastnductor This fourbar idea is then repeated

a fourth hgher, evokingh6tapractice.
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Musical Examplé.6. A spondee and aalla zoppa? PestheCséardas
mm. 5457 (strings)
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Theharmonic scheme of tHess contrasts withihat of thelassan Tonal and
modal fluctuatios arereplacedoy tonal stasis; each eigbar phrase remasrfirmly in a
tonal area. The majority dfie material in this section alternates between tonic and
dominant harmonies, yet the inclusion of a subdominant harmony in (pe&musical
examples.6)where a dominant would suffice may beraall nod to anothestyle
hongroistrait.?°®

This tonal stasis culminatesancoda (mm. 6% 0) fully conforming tofigura
corventions. Over repetitive \4 harmonies set testam a short motif isalsorepeated

(musical exampl&.7). It incorporatetheraised fourtrandkurucfourth (F in C major;

G to C in mm. 64 and 68Jhe increasing excitement is underscored by the

206 /R\D 3*%H\RQG pRWSVIHOWHUH
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Musical Example 5.7igura codawith kuruc fourth® PesthelCséardas
mm. 630 (violin 1)

Schluft

[ e No. e
Lik — | S S — —

e = [

zp crescendo -

printedcrescendd the only one of theipce Although the score gives no indication, it is
likely that such digura coda wouldbe performed wittan accelerandim imitation of
Gypsy practicethe performers of thBtrauss Complete Orchestra Editiarrive atthat
conclusia in their recording®” The workconcludes with a caesui@lowed bytwo
dictated caderml chords markeddagig, likely in imitation of Gypsyband performance
practice.

$V 6WUDXVVIV IL styatobgvdigiie PeStiie Qs daidpresses
with its comprehensiventegration of stylistic components. Virtually every important
style hongroiglevice is usedtsome poirtthis analysigprovidesa succinct restatement
of thestyle hongroidexiconfound in chapter 3Strauss waslearlyfamiliar with the
style and comfoebleusingit when the occasion presented itseH it didfor his tour to
Pest.The fewstyle hongroiglevices not incorporateatealsonoteworthy, as each will be
encountered in subsequent compositidreese include asymmetrical phrases, percussive

effects, and cimbalom imitation.

207. Johann Strauss JPester Csards Op. 23 fromJohann Strauss II: The Complete Orchestra
Edition, vol. 10, Polish State Philharmonic Orchestra (Katowice), Johannes Wildner, Marco Polo 8.223210,
0 1989,compact disc.
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CHAPTER SIX:ORCHESTRAL WORKS, 184569

An inspectionof the Strausopuscatalogwould suggest that he continued to
compose in thetyle hongroigor hisvery next published worfollowing the Pesther
Cséardas op. 23 the ZigeunerinQuadrille, op. 24 which may be translated from the
German as thé&Gypsy Girl” Quadrille. In actuality,6 W U D X V V 1§ a8 on themes
takenfrom the operd’he Bohemian Girby Irish composer Michael William Balfe
(180840). The Bohemian Girlwhich premiered in London in 18430lds the distinction
of beingthe only nineteentieentury English opera to achieve international refite.
reached Vienna in July 1848s soon agts popularity in the cityas provenboth father
and son Strausstsaut tocomposerrangenentsfor the dance hafi® Strauss Jturned
RXW WR EH TXLFNHU ZLWK WKH TXLOO KLV YHUVLRQ SUH
eventanddespite its subjeanatter The Bohemian Girtloesnot use thestyle hongrois
andnether does6 WUDXVV ¥ TXDGULOOH

While thePestheCsardass 6 W U DfixsYsuiiving work in thestyle hongrois
histrip to Pest inlunel8462 for which he composeiti?2 was notevenhis first

Hungarianexcursionof theyear.That FebruaryStrauss fulfied anobligationto perform

208 Grove Music Online, Oxford Music OnlineV 'Y 3% RKHPLDQ *LUO 7KH" E\ 1LJH(
http://www.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/O900727
(accessed June 24, 2012).

209 Kemp, liner nags,Johann Straussvol. 16.
210 The work has been published in the New Strauss Edition; see StraQssdrillen, RV 2t

122, ed. Michael RotNeue Johann Strauss Gesamtausgabe? seerkgruppe 4, abteilung(¥ienna:
Strauss Edition Wien, 2009
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atWKH 5LIOHPHQYV %DOO LQ WKH VBTa@GeoxagGdBULDQ FLW\
Strauss composed tiAdtenberg Waltz, now lostNo review of the work survived either,

but its reception wabkely favorable becausé¢ RiffHPHQ V & RU Sutshback WHG 6 W U
for the following yearFor hisreturn engagemen$trauss prodted the Iren&Valtz, op.

32. A waltz, aghequintessentidy Viennese dance, ia opposition withthe exotie
soundingmusicallanguageof thestyle hongroisWhile Strausslid incorporate thetyle

hongroisinto many of the dance genneswhich heregularlycomposed, he never

compromisd thedomestic3S X ULW\"~ RI KLV ZDIyWhehyroicsuldl bed W K H

used? and indeed was by Lanné&traussSr, and Jr2 was in D Z D nwotfidtion the

introduction to the Iren®altz indeed contasa V H F W L R Qylé lofHungéranV W

national musi¢ (musical examplé.1)2*?

Its stately and measured charactatcheshe verbunkgiustostyle?** Telltale
style hongroigiestures includéhe abundance of dotted rhythmsslaw estam and
anapests (mm. 21 and 23). The opening melgdsturer. 13 resembleshe opening
motif of thePesthelCsardag(cf. musical example 5.1); bo#mphasize¢he second beat

with high long ndesfollowed by dotted rhythmandfeature the same octaleap to

e #*The raised fourth (f§, although less prominenis incorporated into aecondary

211 Kenp, liner notesJohann Strausssol. 38.

212 lbid.

213 3 HWgSityle Hongrois ”

214. The octave notation system employed here is the one preferred by the edi@tts@éntury

Music see D. Kern Holomany/riting About Music: A Style Sheet from the Editord@ifrCentury Music
(Berkeley: University of @lifornia Press, 1988), 7.
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Musical Examples.1 IreneWaltz, Op. 32, mm. 138"

Adagio.
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diminishedseventh harmony at m. 14. Bothletigpar phrases close with békazo
cadences.

In February 1848&evolution broke out in France and quickly sprédadugh all
of Europe. The movement reached Vienna on March 13, led by university students
seeking derocratic reforms. Soon after, revolutioroke out in Hungary, where it was
also fueled byationalism the Hungarian people had grown tired of being ruled by
Austrians Troops sent from Viennaventually squelchetthe Hungarian revoltWhile

StraussSr. publically sidedwith the monarchyhis estangedwenty-two-yearold son

215 Musical example taken frodohann Strauss JitenenWalzer, . 32, fur das Pianoforte
(Vienna: Muller, [1847]).



98

joinedthe revolutionarie$'® StraussJr. evenbrought his orchestra to play patriotimes
at the barricadescluding thepolitically chargedMarseillaise

Later that year, he composed two marches inspired gdventsThe Student
March, op. 56, mafave beeivased on a certain freedom s@htgherequesof some
universitystudents’’ Strauss intendeithe marcho show his support for the studsnts
music isa typicalmilitary march? a surprising choice for expressisgpport for students
LQ UHYROW DJDLQVW W. Kih th® Relvdutidh\Mdpdd, o pl 6%tr&usskF H V
seems to have intended to voice support for the Hungarian revolutionaries by
incorporating blatarstyle hongroielement£*® The marchs dominatel bythe minor
mode, unusual for a military marchhe melody is repleteith janglingornaments and
the raised fourthsThis last feature is especiaffyominentLQ WKH PDUFKTV VHFRQCG
which also incorporatesharacteristicsyncopatior(musical exarple 6.2) Although these
rather superficiastyle hongroigeatures were grafted onto an otherwise conventional
march, the effect sureljelighted theHungarian nationalist who heard it in 1848.

In his Revolutionary March, Strauss usedstye hongroigor an overtly
political purpose. The city was under martial law, so it is surprising that the march did not
encounter any recorded resistance from Austrian censors, either in performance or

publication. It is equally surprising that, despite his partiaypeon the barricades,

216. GartenbergJohann Strauss38.
217 Kemp, liner notesJohann Strausssol. 18.

218 Ibid., vol. 11.
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Musical Example 6.2RevolutionMarch Op. 54,mm. 2128 (reductionj'®
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Strauss was not so muchqgestioned by the authoritieBhese facts may be explained
E\ 6WUDXVVYV HIWUHPH QRWRULHW\

Although siding with the failed revdlionaries in 1848, Strauss was equally
willing to compose in support of the monarchyhen Franz Joseph was crowned
emperor the following year, Straussote theKaiser Franz Joseph March, op. 8Vhile
that march? written for the new Austrian Kais€éEmpeor) 2 is devoid of thestyle
hongrois another marchomposed a few years latey celebrate the regalia of Hungary
does include subtle hints of the stytfungary V F R U RrQvihWaksIBsQin theevents
of the1849 Revolutionlt wasfinally recoveredn 1853 and the cheerful news was
commemorated by Strauss with Risown March, op. 13%ccording to Peter Kemp,

Op. 139 Weives a good deal of local caltrom its use of Hungarian national

219 Musicalexample taken from Straug3evolutionsMarch, Op. 54 piano score (Vienna:
Muller, n.d.); repr. irKlavierfassungen der Opera#100: Ausgaben im Hochformadd. Ernst Hilmar,
Johann Strauss (Sohn) Samtliche Werke in Wiedergabe Der Originaldruckeyvsér2{Tutzing, Ger.:
Schneider, 1991).
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melodies %*° | have been unable to trace those national melpbigstyle hongrois
gestures are limited to a feamapests and Lombarth the miror-modetrio.

In February 1861, Strauss performeddat H Q @&y¥av Ball where hainveiled
a new compositioA Sympathieklange37 X QHV R 6\P SD WKMGE ItsitROND R
likely UHIHUUHG WR WKH Za&gondgiElation pasS€lfidvious yeathat
attemptectonstitutional reformbut which proved deeply unpopular with thePeSL U H {V
nonGerman citizensincluding Hungarian&™* Strauss dedicatetie polka3 W R ybumgH
+XQJDULDQV VWX &L ©4d lightheattédf@IkaDrancaise the slowcousin
of the vigorougpolkaschnell? and gently incorporates sevestyle hongroielements
In theintroduction opening unison Careimmediatelyembellishedwvith turns
incorporating the raisefurth (B , musical example 6.3Forthese turns, Strauss could
easilyhaveuseda D #o0 create the consecutive mirsgconds of the Gypsy scale, but
instead opted for the mobenign D. The similarly docile first theme (mm.#52)
features two ascending leaps which lihthe kurucfourth, and ends with lékaz6
cadence. The second thenre@ minor,not shown) emphasizes low drefighs and
includes a melodic anapest. The theme of the trio is generated through syncogmhtion an
punctuated bwlla zopparhythms intheaccompaniment. The character of the work never

approachesitheralassanor friss. Instead, Strauss integratin@sestyle hongrois

220 Kemp, liner notesJohann Straussvol. 7.
221 Ibid., vol. 24.

222 7KH WLWOH SDJH WR WKH ILUVW SLDQR HGLWLRQ LQFOXGHYV
German and Hungarign35RNRQKDQJRN 3ROVWDRIQEVE@® SWWKRXJIJK WKLV ZDV D FC
WRXFKLQJ JHVWXUH FRYHU DUW VXFK DV WKLV VKRXOG QRW EH UHJ
conception of a composition; it is unclear how much influence he exerted in the design of these
publicaions.
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Musical Example 6.3Sympathienklangéolka, ®. 246,mm. 142 (reductionf®
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gestures into a conventior@ablka francaise The musical references are admittedly

VOLIJKW WKH FRQWH[W RI WKH SUHPLHUH OLNHO\ FRQWU

Hungarian flavor as did its musical content.

223 Musical example taken from StrauSympathienklange, Polka, Op. 24ano score
(Vienna: Haslinger, n.d.); repr. Kavierfassungen der Opera 2@00: Ausgaben im Hochformadd.
Ernst Hilmar and Norbert Rubey, Johann Strauss (Sohn) Samfllehee in Wiedergabe Der
Originaldrucke, ser. 1, vol. 6 (Tutzing, Ger.: Schneider, 2001).
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Two Works in the Turkish Style

ThePersian March, o289, andegyptian March, op. 33%yere bothcomposed
in the Turkish stylé?*Both UHPDLQ SRSXODU D P Rqbageseebeéy VIV ZRU
asstylistic precursorégo 6 W U D X V V  Worrk, the Wirkisdpdrettamdigo und die
viersig Rauber which premiered i1871.These marchesre discussed heredarise the
Turkish style overlappedith thestyle hongroisn some of itanusical gesture¥> These
Turkishworks provide a useful comparistm 6 W U Ds¥/\é idngroisvorks, and
therefoe, facilitate betterunderstanding dhis approach to thetyle hongroisit is
noteworthy thatfor some composers, the two stylesrejuxtaposedr even confused
within the same compositidi® Although Strausenjoyed ample contact and interaction
with Gypsies and Hungarians, el not havelirect exposure to the Janissary military
music which formed the basis for the Turkish sfe.

Both marches wereomposedlRU 6 W U D X VrésidéndesPtireHRUSsIan
city of Pavlovsk near St. Petersburghe Pesian March, composed 864, was
dedicatedhe Shah of Persand qudes the PersianationalAnthem inits trio??® Strauss

KLPVHOI GHVFULEHG LW BTHeSnote dlaBdaie Bgyptanmvéai¢h was

224. CrittendenJohann Strausand Vienna121.
225. Bellman,TheStyle Hongrois, 44.

226. Ibid., 55.

227. lbid., 3182.

228 Kemp, liner notesJohann Straussvol. 22.

229 Ibid.
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composed in 1868s part othe Egyptian crazeoinciding with the opening of the Suez
Canal?® Although the Egyptian March turns out to be in the Turkish style, this would
not necessarilK DYH EHHQ 6 W U D XV §rVmiathgEgypiawriusic M&ry L F H
Europeangersisted in their mistaken bdlihatthe Gypsies were of Egyptian
provenancé>!

OXVLFDOO\ WKH PDUFKHV VKDUH D VW\OH WKDW LV C
style hongroisWhile Strauss often usegkstures of thetyle hongroisn subtle ways, his
approach to the Turkish styigasone of overstatemerBoth marchesreset in a
ponderous, military cdime. In contrast to the meandering quality of the sl@nbunk
style, these marches auwmusuallystatic? both rhythmically and harmonicallfheir
accompaniments are dominatedrgchinelike repetitive figures and feature thatterie
turque Their harmonieg especiallythe basdines? aredisconcertinglystagnantThe
musicis constructed arountrasseffects? subito dynamicspresenting themes very soft
then very loudheavy unisa string passageandnonmelodic buildups of soundée
Egyptian March, mm. 388).

Musical exkample 6.4s typicalof 6 W U D X V V fsWlemelddicLavtiKity?
includingexaggerted use of the augmentedconadand reliance on extrenregisters,
especial the piccolo Theopeningclarinet sologmusicalexanple 6.5 should not be
confused with @arégatdsolo. It is accompanied only by other woodwinds and

percussior more reminiscent of a distanaremthan a Gypsy bandinstead otarégaté

230 Kemp, liner notesJohann Straussvol. 13.

231 SérosiGypsy Musicl11.
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Musical Exampleb.4. Persian March, Op. 289, mm 454 (piccolo andflute)?*?
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like improvisatory flexibility and ornamentation, Strauss uses a rigid and inflexible
character for this music. His Turkiskyle does shamith hisuse of thestyle hongrois
characteristicsuch as theaisedfourth scale degre@®ut? as withhis Turkish approach
in generak when Strauss usesich traitsn these Turkish workgheyare set in high
relief to exaggerate their exotic qualities (see stringsusicalexample 6.5m. 10).
Indeedno effect is spared to capturesttistant exoticisrthe trio ofthe Egyptian March
even includes a wordlesshant-like chorus.
6WUDXVV{V XVH R hKtiithsdandhd soke\shere@isicdl V
traits2 distinct in content, emphasis, and approa¢dhRP 6 WUD XV \ét§Jl¢ XVH RI WKH
hongrois The latteris subtle and refined, while tfiermerexaggerated and bombastic.
There isthen, OLWWOH GLIILFXOW)\ L QséttheWlrkshxstylgen QJ 6 WU D X

that of thestyle hongrois

232 Musical example taken frodohann Strauss JRersischer March, Op. 28@d. Thomas
Aigner, Johann Strauss (Sohn) Gesamtausgabe (Vienna: Doblinger, Diletto Musicale, 1998).
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Musical Examples.5. Egyptian March, @. 335, mm. 54.4°%

Marcia in tempo alla breve
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233 Musical example taken frodohann Strauss JEgyptischer March, Op. 338d. Fritz
Racek, Johann Strauss (Sohn) Gesamtausgabe, ser. 1, vol. 21, bk. 6 (Vienna: Doblinger, Diletto Musicale,
1982).
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Eljen a Magyar! Polka Schne)lOp. 332

In 1869, Hungary celebrated the tyear anniversary of the signing of the
Ausgleicl? the Austro-Hungarian Compromisthatestablished the Dudllonarchy and
elevated Hungarto equal status with Austria. Strauss was invited to Pest to help mark
the occasionwhich coinddedwith the opening of new concert haf® It was for this

event thaStrauss composed Hidjen a Magyar!( L.ong Live the Magyarf), Polka

schnell op. 32, 3 GHGLFDWHG WR WKH + X QdrDids &v@whenwWig R Q

positive andit had to be ecoredseveral times.

Eljen a Magyarlis noteworthyfor seveal reasons. It is the only woblesides
6 W U DRésthefCyardasto have beesomposed forred had its premiere in the
Hungarian capitaEighteen sixtyninewas the first time Strauss had been to Pest since
his 1846tour. The occasiorfor the premieand Z R U defii¢ationprovided clear
expectatiorfor the presence of thatyle hongroisButunlike thePesthelCsardas? which
was modeled aftehetraditionalverbunkform 2 Elien a Magyarlis a fast polkaBy this
time, plkas2 Bohemianin origin2 hadbecome popular throughout Eurdf@Unlike

thecsardas? which somewhatetainedts ethnic characteafter spreading across

234 Norbert Rubey, preface filjen a Magyar!: Polka Schile Op. 332 by Johann Strauss Jr.
(Vienna: Doblinger, Diletto Musicale, 1998), 4; Kemp, liner nodesiann Strauss/ol. 16.

235. Bohemia is the traditional name for the lands of the Czech peoptiay the Czech
Republic. The term was applied liberallythre nineteenth century: Bohemians even referred to the Rom
*\SVLHV LQ /LDésWnonemierR Bte leur musique en Hongne later the term Bohemian
FRXOG PHDQ DQ DUWabdhdmgH J 3XFFLQLTV

WV
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Europe? the plka had losits national character and hbdsicallypbecomea generic,
quick ¢ dance?*®
Any style hongroisinalysis musttherefore proceedwith caution. In asardas
style hongroiggestures are o Q DW LY H VdR-Hhgaria® genr®such as the
polka? style hongroielementsare foreign. Thigact mayaffect howthese elements are
perceived. Foexample Eljen a Magyarlis filled with syncopated accompaniment, yet it
would a mistakeo labelthat asestam? for different reasonsuchanaccompanimeris
also standard fare in evepplka.
This issue raises a largene. How is one to know for certain that a gesture is
intended to invoke thstyle hongroiswhenit mayequallybe used as ordinary musical
material or inmvocation of some other stylesuch as the Turkish? Witlegardto
Strauss, the distinction between the Turkish stylestiyld hongroiss clearWhen
elements overlaphe distinction betweenormalmusical practice and thstyle hongrois
should,in part,beassessely the context**’ In an extreme applicatioof the LGHD R1 3WKH
HI[RWLF LQ FRQWH[W °~ D P XatualybobtaimReESsRniglishabEy@e FR X O G
hongroiselementsandyet still be saidto invoke Gypsy music by virtue ats context?

sud as its title oplace within a largetheatrical work.

236. The polka had certainly not lost all of itefBemian associations to Strauss; he chose to set
the Bohemiamortion of the ballet music in act tvad Die Fledermauss a polka.

237 OD\HV 35HFRQVLGHULQJ DQ (DUO\ ([RWLFLVP ~ OD\HV DSS
to thestyle hongroissee RalphP. Locke Musical Exoticism: Images and Reflectiq@ambridge:
Cambridge University Press, 2009).
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The opposite view as advanced bjonatharBellman? is that an exotic style
such as thetyle hongroiscomprisedliscrete and identifiable musical gestui&By
identifying such gestures, one camfidently assert the presence of gtgle hongrois
even in compositions with no contgxbviding expectatioffor its presencéwVhile
Bellman applies this idea with intriguing resultdhe music otomposers such as
Schubert and Brahms, | do not beliesueh acontextfree approach to be appropridbe
the music ofStrauss. Each of the compositions examined in this study inags title or
compositional occasiohthe expectation adhe style hongroisSuch epectation, then,
justifiesthe search fosstyle hongroiselementswvithin that compositionlt would be an
exercise in futilityto hunt for thestyle hongroisn Strauss works with no connection to
Hungary or the Gypsieshere is nothing to suggest that Strauss ever incorporated
Hungarian gesturestm his normal style

Additionally, any informed investigation shoube reinforcedby an
understanding of whas normative fothat composerAn example fronStraus]V P XV LF
is his use of theaisedfourth scale degredts use isxormativewhenpart ofa V of V
harmony. When serving this function, it should not be viewed as specittyky
hongrois? evenperhapsn a workwith a strongexpectation of thetyle hongroisin
other instance3 e.g.whenthe raised fourtfiorms part of a morenysterioussourding
diminished harmony ds simplyaddedfor color? it can be appropriatelgssigedto the

style hongrois

238 See BellmanTheStyle Hongrois.
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BecauseEljen a Magyarlis anon-Hungarian polkait is a stylistically hybrid
creation.The basidorm is. polkadrio Polka repeateecoda. As a gick ¢ dance, the
polka has obvious parallels to thiess, andin Op. 332the incorporation ofriss
characteristicsequiredminimal stylistic modification Thetrio has no parallel® the
verbunkform; in it, Strauss briefly lapses into lesnventimal style without anytrace of
thestyle hongroisThe use of percussion ijen a Magyar? in particularthe active
snaredrum2 LV W\SLFDO RI 6W ureaiey tfive sByle Oadddois D Q G

Nevertheless, the eightar introduction unambiguousigvokesthefriss style.
The opening fiddle figurémusical exampl®.6) is characteristically agile and exploits
consective minorseconds created by the raised fourth) (A minor. Thelarge grace
note leapin mm. 2 and 4ead toweakbeat accest The mebdic lineis doubled in the
clarinets, althouguch scoring is arguabiyore commorior a polka than #iss.

The first theme continugs emphasiz¢heraisel fourth2 nowfound ina graced
anapes{musical examplé.7). Jangling ornaments are particwaplersistentn this

melody, and a rapid scalar figune m. 16 connects the antecedphtasego its

Musical Examples.6. Introductior? Eljen a Magyar! mm. 18 (violin 1)**°

rs pispteser o It

»
)
L)
»

|
(17
179
e
)]

ptopfaopr o = Jale Sede g

p

S

p

S
s

239 Musical examples taken frodohann Strauss JEJjen a Magyar!: Polka Schnell, Op. 332
ed. Norbert Nischkauer, Johann Strauss (Sohn) Gesamtausgabe, ser. 1 (Vienna: Doblinger, Diletto
Musicale, 1998)The work has also been published in the New Strauss Edition; see Strabekds,, RV
281868 ed. Michael RotNeue Johann Strauss Gesansigabe, ser. 2, waruppe 4, abteilung 2, vol. 3
(Vienna: Strauss Edition Wien, 2009
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Musical Examplés.7. First theme Eljen a Magyar! mm. 928 (violin 1)
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Musical Examplés.9. Cimbalom figure Eljen a Magyar! mm. 4952 (violin 1)
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consequent. That consequent deviates at ri.nMA®v transposed up by a third as the
tonality shifts to the retave major.

The second theme opens with a spondee figure that usesstearalues instead
of themoretraditional long onegmusical example 6.8 he rhythmn m. 29 is in unison
in the orchestra as the perpetuatstamlike accompaniment is briefiyterrupted.
There follows a raised fourth (part of a Gerrsargmenteesixth harmony), a trill, and
two ascending octave leagde third theme includes a virtuosic figure that may derive
from imitation of cimbabm or fiddle playing (musical example 6.9

The fourth theméegins with one of two brief quotatiorfisom theRakdczy
March (compare musical example 6.10 wif 1).2*° The Rakdczygesture is noe other
thanconsecutivékurucfourths,which certainly held great appefalr the original
Hungarian audince.The theme and its repetition are presented attmonicanalysis to
illustrate a small yet interesting difference in their harmomigile the first presentation
(mm. 53%60) stays firmy in E minor, its repetitioriefly tonicizes the relative mayj for
two bars (mm. 634) before promptly reverting back to the harmony efdhginal.
This may be amattempt to imitate Gypslke harmonic wandering. Accompanying the
Rakéczyquote n m. 53 is a openfifth in the cellofor two measuremusical examle
6.12. It is notable becaughis openfifth cuts through an otherwise active
accompanimeial texture to which the celleeverts in theensuingneasuresMeasure
sixty contains a rapid connecting scale incorporating the raised fothitt time found in

the cello and bass insteadtbéviolin.

240. Rubey, preface tBlien a Magyar!
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Musical Examplées.10 Eljen a Magyar! mm. 5368 (violin 1 and bass, witharmonic
analysis)

Musical Examples.11 Kurucfourths? Liszt arr., Rakéczy March, mm. 237

Musical Examples.12 Dronefifth 2 Eljena Magyéar, mm. 5354 (cello)

Musical Examples.13 Eljen a Magyar! mm.109 A2 (violin 1)
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The trio is generally more conventional. Its closing episode, however, presents a
repetitive figura-like figure (musical example 6.13, the figure is repeateddur bars
before the musical example), which is actually a majode transformation of the
ZRUNTV RSHQLQJ ILJXUH FI PXVLFDO H[DPSOH

The secondR&koczyguotation occurs in the codeofnpare musical example
6.14,mm. 12324, with 3.7, mm. 3586). It is a series of anapests connected by
animatng ties. While brief, icertainlywould have beemecognized by its original
Hungarian audience and likely contributed to the wbdathusiastic reception.

Harmonically,Eljen a Magyarlis less noteworththan thePestheCsardasin
which the slow section ihe harmonically more interestingljen a Magyar'lacks an
analogous slow section and is consequently harmonically more predictable. Nevertheless,
its harmonic scheme incorporates a significant arnoimodal fluctuation (table 5); the

mode shifts six timem a relatively short work (not counting the trioda cap. These

Musical Examplés.14. Rakoczyquotatior? Eljen a Magyar! mm. 12126 (strings)
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Table 5 Tonalscheme foEljen a Magyar!(omitting trio)

Section(mm.) Tonality Section Tonality
148 E minor 5368 E minor
1928 G major 69420 E major
29136 E minor Coda: 121431 E minor
3752 E major

shifts include movement to both the parallel and relative major.ake&stypical of the
style hongroisthis work cannot be said b solidlyin eithermajor or minor.

While the abovementioned musical gestures were successfgarering
rapturous applauseURP 6 WUDXVV YV RULJL QHjed aNia@yamughtid® DX GLH
be viewedasa missedstyle hongroi®pportunity Thetwentythree years an809 opus
numberghatseparatét from thePestheCsardasallowed Strauss ample opportynior
compositionakxperimentationOpus 332 is fundamentally a polka; isyle hongrois
feature2 including the twaRakdczyquotationg wereappliedsuperficially It shares
this superficialquality with the Revolution and Crown Marches, and the
Sympathienklangd he relativelyauthenticstyle hongroisnusic in the Irene Waltz was
very brief. Therefore? in theperiod between theestheCsardadsand theCsardasfrom
Die Fledermaug184769) 2 it can be said th&trauss retreated from thegghlevel in
which he began composing in tsiyle hongroigo a shallower use of the stylavhere
he occasionally integrated it into his usual forfertunately, asny examination of the

Csardasirom Die Fledermauseveas, thisretreatwas temporary.
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CHAPTER SEVENCSARDA$ROM DIE FLEDERMAUS

Theyears 1873 3 were eventfulor Viennaand StraussThe city was at the
height of theGriinderzeig a period of economic boom following tAeisgleichof 1867.
TheMusikverein,with its famouggolden concerhall, opened its doors in 18Aienna

KRVWHG WKH :RUOGTV ([SRwihef tht @edrtie ViennaSfpck D \
Market? site ofintense financial speculatiéncrashedMeanwhile, he Waltz King
successfullymade thdransition to the theater; sfirst two operettas had successful
premiers during in these years.

In 1873Strauss organized a benefiincert forHungariansaffectedby a severe
cholera epidemié** Thehorrific outbreak claimed40,000 lives in Hungary, but its
severity wasiramaticallyunderreported in Vienrd? It is understandable that Strauss
would feel strong sympathy for his Hungariaeighlors they hadalways receivethis
performancesvith great enthusiasnThebenefitconcert was held on October 25, 1873,
in the Musikvereinlt was a proper orchestra conosith selections by Weber, Berlioz,
and Verdi. Also on the program was aze® Y Rd&s&rdas composedy Strausand
sung by Marie Geistingd.833:903 figure 7) Five days after the concert, newspiap

reported that that vocakardaswould beincluded ina new operettaurrently being

241 Kemp, liner notesJohann Strauss/ol. 50;seealso ) ULW] 5DFHN HBié&WRUTV UHSRUYV
Fledermausby Johann Strauss Jr., JoheBtrauss (Sohn) Gesamtausgabe, ser. 2, {dle@na:
Doblinger/Universal Edition, 1974), 5449.

242 The Cholera Epidemic of 1873 in the United Stad@d Cong., 2nd se&, 1875, H. Doc. 95,
8687.
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Figure 7.Marie Geistingei*® Figure 8. Jancsi Sagi Baltj

composed by StrausBie Fledermaus 37KH %DW"~ SUHPLHUHG RQ $SULO
Geistinger creating the role of Rosalinde.
While it is not surprising that Strauss would includesardason a Humgarian
benefit concert, the inspiration for the piece likely came fadtraussconcert given
earlier that year. In June 18h8hadperformed at a partiyostedby the Russian

ambassador alonggidhe famous Gypsy batdaderand scholar Jancsi Sagi Balog

243 2SHUHWWD 5HVHDUFK &HQWHRJYMMWH GEDP2 SHY HWMWHH3 RU QE\
Clarke),http://lwww.operettaesearckcenter.org/userFiles/Image/Internet_11 Geistinger_Helena_1865
.jpg (accessed July 21, 2012).

244 33RUWUDBIRMWNMOG LYY D /IDGGHU :KLFK 6RPH JR 8S 6RPH JR 'RZQ
History of Gypsies in the 20th Centusd.Péter SzuhayBudapestNeprajzi Muzeum1993), available at
http://www.sulinet.hu/oroksegtar/data/magyarorszagi_kisebbsegek/2009/ciganyok/A_vilag_letra/pages/avl
_06_portrek.htnfaccessed July 21, 2012).
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(1803%6; figure 8)**° As will be demonstrated, tHdedermaus Gardasdisplays a
UHPDUNDEOH P DW iJd bftfestid€hdhgvdisDhe Badg\concert must have
exposed Strauss to Gypsy music of a very high Jdékely including the latest
devebpments in the evolvingerbunkrepertoire The proximityof the Balog concert to
the composition of thesardasseens more than coincidentads does the fact that the
Balog concert was for the Russian ambassadats eventual place Die Fledermaus
the csardastakes place ahe villa of theextravaganRussian Prince Orleky.

Althoughthe workpremiered as a vocasardaswith text supplied by the
librettist of Die FledermausRichard Genée (18285), inspection of itoriginal

manuscripts letHars Swarowskyo conclude thathe work was originally conceived as a

purely orchestral compositidA® A manuscript copy of # CsardasIRU 2UFKHVWUD’

foundwith the autograph score blie Fledermausand thabrchestralversion was
SUHPLHU H G sbioteaEduard M \tdr4Therefore while its eventuaplacement
within Die Fledermaugrovides dine topic of inquiry, the preserdinalysisfocuseson

the purely musical aspesaf the work?*’

245, Sérosi Gypsy Music122.

246. Hans Swarowskyprefaceto' LH JOHGHUPD XV 37 K Hfubsboré(Lon@s:H U HW W D
Eulenburg, 1968 This edition reproduces both the orchestral and vocal versions.

247. For a thorough discussion of the social and political impbeatof theFledermaus Cséardas
see Crittenden]Johann Strausand Vienna13269.

ZIL
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A Style HongroisAnalysis

With theFledermau<Csardés Strauss achieved a deeper assimilation okthike
hongroisthan in any of his previous workis particular, characteristic aftéeat
emphasiss manifest in greater variety of notatiofmusical example 7.1The
fundamenal rhythmic unit is the Lombd.?*® Examples offterbeatemphasisire
SUHVHQW Lsflethanhtgr@xorke firscedinghe FledermausCsardas(see musical
examples 5.15.5 and 6.1)andthe changén compositional practice is one dégree
6WUDXVVIV JHQHUDO HAépedsRb¢tamidlyRidudriseéatly OO GHYH
stageworks. In theFledermausCsardas musical lines andtructures are more nuanced
and flexible ban in previous works. Lik®p. 23, the-ledermaus Gardasclosely
adheres to theerbunkform 2 lassan andfriss with afigura coda. That form is here
augmented by a fotbar introduction that unambiguously announcesstiiie hongrois
(musical example 7.2). It opens with a clarinet solo intdhégatostyle2 highly
ornamented and rhythmically flexibt&’ It features theaised fourth (E) which produces
consecutive minoseconds. The accompaniment contributes to this mysterious
atmosphere; only pizzicato chords on weak beats accompany the solo in the first measure,
disguising the yeto-be-established pulse. In the secandasure, the strings switch to

arco and alternate dphrygiancadenial harmonies. An alternatirigurths clarinet

248 While the Lombard is also commonly known as $teettishsnap, Strauss did not associate
the gesture with the Scots; not a sin§tmttishsnap is to be found in the Sdstt sectiocQ RI 6 WUDXVV{V EDC
music in act twaf Die Fledermaus

249. CrittendenJohann Strausand Vienna148#49.
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Musical Example 7.linstance®f afterbeatemphasis in th€séardasfrom Die
Fledermau$>®

7.1a. Measure 1 (clarinet solo)

7.1b. MeasureS 5 (voice)

7.1c. Measures 186 (voice)

7.1d. Measures 683 (voice)

7.1e. Measures 12&nd(violin 1)

250, Full-score examples taken from Strau3i Fledermaused. Fritz Racek, Johann Strauss
(Sohn) Gesamtausgabe, ser. 2, vol. 3 (Vienmdlipger / Universal Edition, 1974); piarszore examples
taken from Strausf)ie Fledermauspiano score (Leipzig: Cranz, n.d.; repr., Budapest: Kinemann,
[1990]).
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Musical Example 7.2. Aarogatéintroduction? Csardasfrom Die Fledermaus
mm. 14 (reduction§**

gesture in m. 2 is transformed in théldwing measure intgenuine kurudéourths2 now

on scale degredive andone? which are passedom high to low wind instrument3.he

orchestration is clever and evocative, even inc@foag the lowest note of the @arinet.
The first theme (musical exante 7.3) exhibits a new degree of rhythmic nuance.

It is built on various Lombar# includingalla zoppa and dottedyesturesand concludes

with achorianb in m. 8. The cello iterates G & {attern, emphasizingeak beatevera

pizzicato bassine. The accmpanimenal texture changes in m, &ndthelastmeasuref

the phrase is echoed by tihge in m.9. The extent to whicthe texturevaries? even

251 The Racek edition and the Swarowsky vocal edition notate the opening clarinet rhgrtam
(see musical example 7.1&hile this olderpianoeditionand the Swarowsky orchestral edition repregent
as B , whichis to be encontered ormany recorihgs. Both versions encapsulatgle hongrois
rhythmic emphasis. Curiously, this promingigcrepancy goes uncommentadin thecritical notes
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Musical Example 7.3. First therAeCsardasfrom Die Fledermausmm. 58
(voice and strings)

from bar tobar2 is a notable development for Strauss and one well suited to the
constantly shifting moods of ttetyle hongrois

A rapid ascending scale in the violin ushers in the second phrase (musical
example 7.4). The music has shifted from B minor to D majoe. Melodic structure is
so free that is does nevenconform to thexmeter, anch compensatingmeasures
added For a composer known for fobarphrase regularity, such a departure is
noteworthy and highlights the extent to whiehsoughtto createhe style hongrois
effects of improvisation and unbalancRubato tempdndications in mm. 1@.1 and a
fermataat m. 13 further contribute to the perceptiorireEdomin this phraselt closes
with a traditionabdkazdocadence.

Although the third themémusical example 7.5) is in D major, its opening four

bar harmonic progression suggests melanchplgrhaps because it begins with a drawn
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Musical Example 7.4. Second them€sardasfrom Die Fledermaus
mm. 1044 (reduction)

outii® harmony?® Strauss bilds on theb6kazégestureof the preceding phrase,
integratingit into the middle of this phrase in mm. 16 and 18. Once atjgogllo

reveals thestyle hongroissccompanimentalerivation? this timein imitation of the
tambura For thisphrase Strausslso introducespurson weak beats a powerful

allusion to thererbunkogpageant. The accompaniment includes a countermelody in the

secondviolit D IXUWKHU VLJQ RI 6WUDXVVIV GHHSHQLQJ WHI\

252 7KH WH[W FRUUHVSRQGLQJ WR WKLY SKUDVH WUW® QVODWHYV
recalls Hungary wittieignednostalgia.
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Musical Example 7.5. Third themeCséardasfrom Die Fledermausmm. 1522
(spurs, voice, and strings)
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characteshiftsin mm. 1920 as the melody doubled in thirds by thezoodwinds?
turns into an eightimote run but quicklyreturrs to the sentimentamood? following a
caesurg for the lastwo bars The unpredictable mood swings of gtgle hongroisire
further characterizeby therubatotempo indications

A phrase laterthe texture shifts to pure Gyp$wand improvisatiod cadenzdike
flourishes in the voice over dictated chords in threhestra (mm. 29B2). The vocal
settingcloselyresembles virtuoso Gypsy fiddleriting (musical example 7.6). At this

point, modifying tempo indications occur every bar. Measure thirge contains

Musical Example 7.6Csardasfrom Die Fledermausmm.32 85 (reduction)
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Lombard accompanimentadjures.

This analysis mentions only the most promirggte hongroigeatures of the
lassansection. More noteworthy than any single feature is the freedom with which they
are integrated into the continuousiyrying texture. This marks a significant
development for Strauss as a compaséne style hongroisAsymmetrical phrases,
nuanced orchestration and textuaad explicitrubatoindicationsall point to a richer and
more integrated approach to the style.

Thefriss sectiondisplayslesscompositional growth than thassan This is
unsurprisingas the vigorou¢ dance wantendedo contrastwith the freeflowing slow
section. Symmetrical phrases axlamare present throughout. Thede is
predominarly major, aperception strengthendxy thetraditionalcutfrom m. 60 to 76.
The cut excises a contrasting phrase in miviach includes swinginglla zoppasn the
voice (musical example 7.1d) and ogféth anapest gestures in the violins (musical
exampe 7.7).

$ UHFXUULQJ |HD YNs$ &eEtioRd istthe th@usivnvof & later phrétsat

begins with a spondee (compare musical example 5.66/)h The corresponding

Musical Example 7.7. Opsiifth anapest$ Csardasfrom Die Fledermausmm. 6063
(violin 1)
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spondeghrase in thé&ledermaudriss (musical example 7.8) is vesymilar to its cousin
in Eljen a Magyar!(musical example 6.6poth phrases incorporate shortened spead

in the first and third barand feature ascending octave keapheFledermaugphrasealso

includes a graced anapest figure. Ehim the first violinwasundoubtedlyintendecto be

playedas a harmonig anotherstyle hongroigesture.

Formally, thisfriss section is a rondo; the main theme of m. 44 returns atg@m.
and 101 Bothtimesit is preceded bgadenzdike moments which temporarily halt the
momentum of the sectioifhefrisstraditionally started under tempo with an unwritten
accelerando added to the first phraseompensation. While there is no eviderto
directly suggesthat WKLYV ZDV 6 W U D XWwadfivn da@scoh€@i toREYPpswV K
performance practice. The work closes wiffigara coda (mm. 1097) serving as a
showcase for both vocal and fiddle pyrotechAréd-he musical momentum is brigfl
suspend once more, before the work closes withetl@azoppameasures tied together to
create a chain of syncopation that is terminated by a final, aggressive Lombard gesture
(musical example 7.1e).

The FledermausCsardasdisplaysasignificant maturih LQ 6 WUDXVV{V XVH R

style hongroi$>* It is likely that both his experience as a composer for the theater and his

253 Unlike Opp. 23 and 332 where Strauss marks tfigura coda Schuss” (German fo
coda)? here he writesPiu allegro ‘making explicitthe traditional Gypsyand practice.

254, Strauss also composed ballet music for actthatis often cut from pdormances. The
ballet isa sequence of national dances: Spanish, ScaRisgsgian, Bohemian, and Hungarian. The
Hungarian section is in two parts: a newly composed slow section followed by a reprisé&iss them
5 RV D O Cga@ats The slow section ialsoin thestyle hongroisbutis less noteworthy than the
Csérdas It opens with an unimaginativarégatoclarinet solo over opefifths. A predictablesixteenbar
phrase followsoutlining aconventional harmonic progression. T$tgle hongroilements arémited to
superifcial influence? 3F U\L Q J’, mélkdidddaatrhythms, and ddkazécadence. The predictable
nature of the music i&kely due to the constints of the ballet choreography; cf. chapter 9.
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Musical Example 7.8Csardasfrom Die Fledermausmm. 7683 (voice and strings)
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recent encounter with the Gypsy performer Jancsi Balgg contributed to this

accomplishment. ThEledermausCsardasUHPDLQV 6 WUDXVV{V EHVW NQRZ
style, due as much to the enduring popularity to the operetta as to the craftsmanship of

the composition. Strauss would continue his developmeatamposer of thstyle

hongroisa decade later with an entire operetta set in Hungary.
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CHAPTER EIGHT:DER ZIGEUNERBARON

In 188283, Strauss made several trips to Hungary. He had completed six
operettas sincBie Fledermausn 1874 and was on the lookdior a new subject. His
wife, Adele,wisely suggestedhathe meet with Mor (Maurus) Jokdhe venerated
Hungarian authof1825:4904:figure 9)***The twomenGHFLGHG WKDW -yNDLTV
novel,A ciganybard English: The Gypsy Barofy German Der Zigeurerbaron’), was
bestsuited for the stage?® Strausgshenemployed the Hungarian journalist Ignaz
Schnitzer (18391.921) to adapthe noveiinto a libretto™’

From the beginnind)er Zigeunerbaromwas conceivedn a grand scale amwehs
intended as a showcafse Hungarian culturé>® Strauss took unusual pains at every
stage of its development. He was uncharacteristidaitgandingn his requirementfor
thelibretto 2 which turned out to be ttme-consuminghreeman collaboration between
himself, Schnitzer, anddkai.Strausghentook far longer thaexpected to complete the
ambitiousscore designatingt a komische Opeinstead of his usual title of operetta. In

doing so, havas declaring it step towards hisventualgoal of composing a fufledged

255 GartenbergJohannStrauss 323.

256. Englishlanguage sources agree that the source materiaDvas Ni@vel§ entitled Saffi
KRZHYHU QR VXFK WLWOH DSSHDUV LQ PRGHU Q cétaviythé nevel-yNDL TV Z
A ciganybarg published in 1885;eeHungarian Electronic Library V' Y 3-yNDL OyU $ FLJIQ\EiUy ~
http://mek.oszk.hu/02500/02568ccessed June 29, 2012).

257. Kemp, liner notesJohann Straussol. 49.

258 CrittendenJohann Strauss and Viennk7 3.
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opera?*® He also took an active role in details of the stage produtiidte director of

the Theater an der WigRranz von Jauner (1831900), traveled tdHungaryto observe
+XQJDULDQ OLIH LQ JHQHUDO DQG WKH DXWM&HQWLFLW\ R
production featured national dargand dress, and was the most erdily authentic

operetta of itera?®? These effortsnd the anticipation they created with theious

Vienneseoublic UHVXOWHG LQ WKH ELJIJHVW VXFFHVV RI 6WUDX

Figure 9. Mor Jkai*®®

259, CrittendenJohann Strauss and Viennk/546.

260. GartenbergJohann Strauss32425.

261 lbid.

262 CrittendenJohann Strausand Vienna 175, 178.

263 Szeretlek Magyarorszag pYH V]eOHW H \S24tetigiNMagyz0orsragntry

posted February 18, 201&ttp://www.szeretlekmagyarorszag.hu/id@reslennejokai-mor (accessed July
21, 2012).
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Style Hongroi€lements

$V 6 W U D xt\amlfitivu® roject to datBer Zigeunerbaror? set in Hungary
with Hungarian and Gypsy charactérprovided an ideal vehicle for theyke hongrois
Indeed, one might expect the work to be compg@sedominatly in tha style.Although
many prominent instances the style hongroisare to be found, mosf theoperetta is
actualy VHW LQ 6WUDXVV ¥ FiR@ ¥ e\Q@enteRHADNE coposeiHvas
eager to set more ofiit thestyle hongroisbut wa persuaded to restrais use forthe
mosteffective pointof the dram&®®

As discussed in the previous chapter, Strhasseached new levels style
hongroissophistication withis Fledermaus Csarda3 hatcsardaswas a sekcontained
number withina fully Austrianoperettaset in ViennaForDer Zigeunerbaron
Hungarian and Gypsy cultud®minate the action. Strauss showedcernfor achieving
what he considered an accurate musical reptagen of this foreign setting? h
ZigeunerbarorHungaria rhythm had to be taken into considerati6 Moreover in

some placeauthentic Hungarian tunes wezetuallyused; Jékahad givenStrausshe

264. Crittenden devoteschapter to a psuasive interpretatiorf ¢his operetta as propaganda for
Austrian hegemony. Musical aspgof the work are discussed in this light, while the present study focuses
stiFWO\ RQ 6W U DixvlvpgiménBiiXtkidhyfeh@ngroissee Crittendenjohann Stussand Vienna
17009.

265. GartenbergJohann Strauss324.

266. Ibid., 332.
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ideaof incorporating severdlagyar melodiesto the scorgincluding arevolutionary
WXQH XVHG L Qab&ddRG B WX LwngHDOW 6

It is significant that both dramatically and musicaltyDer Zigeunerbaron
clearlydistinguishedbetweerHungarians and GypsieA.centralethnomusical
characteristiof thestyle hongroiss themerging of Hungarian and @gy aspects inta
singleexotic style.Thisfact presentedho problensin most compositions, as only one of
the groupsvasintended to bénvoked by thestyle. Rosalide employed thstyle
hongroisto invoke HungaryandGypsies were commonly suggestgdother composers
(e.g. WKH 3$QYLO &KRU X wévdiors).P° ®isl &6 kigrificant that while
Gypsies had been commonplace in literature and drama fatible of the nineteenth
century? serious scientific interest in their culturaly began asund the time ober
Zigeunerbarotf® Two of its musical numbers are efematic of thediverging approach
Strauss tok in setting these two groups6 D | | Zi§evinerlied 3*\SVang and
+ R P R Q Wv&fpdied.

Before consideringhese two numberst is worthwhile to assessther prominent
style hongroislements within therama The overture unambiguously opens wstgle

hongroismaterial(musical example 8.F)° Savage unisostringsintroduce a violent

267. Kemp, liner notes]ohann Strauss/ol. 49.
268 CrittendenJohann Strausand Viennal76.
269 Ibid., 178.

270. The esteemed Viennese music critic and early Strauss biograpis¢éDEcsey (1878941)
had the following to say about the overture:

With the first four bars the harmony of the Hungarian world rings out; there begins thekeynor
domain of syncopation, cascades of deminiquavers, the pauses, free cadenzas, the tmba
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Musical Example8.1.Der ZigeunerbaronOverture, mm1 A1 (reductior’*

like sounds, rhapsodic music, the wild melancholy ofptheztathe grasslands of the great
Hungarian plains]against which the Vierese style works as a contrast.

In the overture botfthe Hungarian and Austriaplors are bound together anddigen each
other with a complementary effect, like red and green. The two halves of the monarchy, ensnared
in a perpetual struggle for compromise, were brought togetheeffitttiess ease by the
musician. DecseyJohann Straus11#2, as trans. ikemp, liner notesJohann Strauss/ol.
49)

271 Full-score exampleis this chaptetaken from Johann Strauss, Der Zigeunerbaron:
Operette in 3 AkterRV 511A/B/C, ed. Michael Rot, Neue Johann Strauss Gesamtausgabe, ser. 1, vol. 11
(Vienna: Strauss Eddh Wien, 2006); pianscore examples taken from Strau3sr Zigeunerbaron:
Klavierauszug mit TexXteipzig: Cranz, n.d;)musical example 8.2 taken from Strau3er
Zigeunerbaron: Overturefull score, ed. Viktor Keldorfer (London: Eulenberg, n.d.).
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motif (mm. 1#4) that will returnwhen the chorus of Gypsiesappeam theactone
finale. Consecutive minaseconds suggest the Gypsy scatedoesnaugmentedsecond
in m. 7. The absencef harmony creates tonal ambiguityanotherstyle hongroigrait 2
until F minor isfinally established in mm. 82”2 Therhapsodiahythmof mm. 5% is
reminiscent ofarégatowriting, but theforte unison strings suggesta more powerful
musical characterizatiohas does the prominent cymbal crasim. 4. Heavy unison
strings and noisy percussion are traits not previously used by Straussdiyie¢he
hongrois both arénsteadfound in his Turkistworks?’® This does nosuggest any
confusion with the Turkish style, especially given the dramatitect. Many elements
of thestyle hongroisid RYHUODS ZLWK WKH 7XUNLVK VW\OH
the two styles hatithertobeeneasily distinguishablél'his time Strauss elected for a
more flamboyanbrandof thestyle hongroisthere wouldoe no doubtsto the setting of

this operetta

Thefiery introduction? cut shortby a caesuratm. 112 is followed by Strawv V  V

mostelaborateexample of a&Gypsytarégatésolo (musical example 8.2). Its delicate
accompanimenfermatasand nuanced rhythic notation place idhead of its

predecessor frorthe Fledermaus Csardagf. musical example 7.2Both solos

DO WK

emphasizé&.ombard rhythmic strees? XQGRXEWHGO\ D FHQWUDO FRPSRQ

FRQFHSWLRQ RI *+XQJDULDQ UK\W KWPV{§rolatdmbtruviéal FOD UL

of choice, theZigeunerbaroroverture includes two oth&rind cadenza sectiortsfor the

272 That Fminor tonality isonly tentativelyestablishedthe phrase endsith an ambiguous
diminishedseventichord at m. 11.

273 See chapter.6
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Musical Example 8.2Der ZigeunerbaronOverture, mm. 146

flute (m. 33) and oboe (mm. 483). With these two exampléghe blazing introduon
and thedelicatetar6gatésolo2 PD\ EH V HH Qcopwastibppprvathes to Gypsy
characterizationvithin Der Zigeunerbaron

7KH *\SVLH Vchotdsib ddtt@alprovides an additional example of the first

approachAn introductionfilled with grotesque musical gestureshunderous tariam



136

Musical Example 8.2er ZigeunerbaronNo. 10: bhsemble, mm. 6

crashes, blaring unison horns, gesantainison strings that outline tonally ambiguous
Gypsyscales FDOOV WKH *\SVLHV Wikal\&kkhpl&TB)Ldr i R&JN P
introduction, the stringsutline augmentedeconds (mm.14.2). Once again, the effect

is far closer tahat of 6 W U D X V V Wrks thahNuhyé Kis previousstyle hongrois

works. Perhaps these ougrtheatrical effe were an attempt by Strauss to move in the
direction of Verdi and Wagner. Followinggimtroduction, the number launches into an
anvil chorus where the only identifiable Gypsy element is the prominent use of the anvil

itself. 7KH F K Ramxérihg¢ meter and static harmoniesuld potentially be
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mistaken as Turkish, except that tbierus is thoroughly in the major modeother
Gypsychorus? in the aconefinale? incorporatesnanymorestyle hongroislements
butiw GUDZV LWV PDW Hdg)diszassedbelew6 DIILTV VR

While Strauss reservéuds mostdistinctly Gypsysoundingmusic forhis
characterization obaffi, the G\SV\ JL U O P\CapRai\tisddrelceivehints of the
style hongroisn her music. Repeated raisiedirths (F) repeatedlyappear irthe
orchestran her entrance (musical example 8 4gr vocal line is declamatory, and the

style hongroioloringis subtle? in contrast with the approadt the forgingchorus.

OXVLFDO ([DPSOH & Def Xigeyngernda@oyiNo. D:(nEddlucton,
mm. 94401 (reduction)
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Strauss withholds his most potent Gypsy charddi DWLRQ XQWLO 6DIILYV
aria later in acone Saffi is a mysterious and beautiful Gypsy girl. Skevesasa
contrast to the bourgeois Arsenauch the same way Caem contrasts with Micaéfd?
6 D | lari\6 rightlyregarded as the Gypsy centerpiece of the dramaydstof the
musicreturnsin the Gypsies chorua the actonefinale. Thearia is strophicln its two
verses, the text describes tentrastingsidesof the Gypsy charactelrpresent itn

parallel columngo emphasis this fascinating duality

First Verse Second Verse

O beware, beware Yet faithful and true

of the children of the night! will he be to his friends forever!
When you hear a Gypsy, If the Gypsy finds you worthy,
when Gypsy women are near:  then he will obey you blindly.
Man, watch your horse! Man, entrust him with your horse!
Woman, take care of your childrelVoman, entrust him with your children!
Djingra, djingra, Djingra, djingra,

the Gypsies are here! the Gypsies are here!

Flee as best you can Offer him your hand,

and fear the Gypsy, trust the Gypsy,

when he appears, when he appears,

he is a fierce enemy! he is a faithful friend!

Trian, trian davar! Trian, trian cvar!

Take heed Offer him your hand,

and fear the Gypsy, trust the Gypsy,

when he appears, when he appears

he comes as an enemy, heija! he comes as a friend, heija!
(Ignaz Schnitzertext toDer ZigeunerbaronNo. 6: Zgeunerliedj’

274 6DIILTV DU L D dmovistateds Ravie YAHRY O D U L W L HavhatisHabignétal |H W TV
from Carmen Carmenwas immensely popular in Vienna at the timeDafr Zigeunerbaror{ ptemier; see
CrittendenJohann Strauss and Viennk38.

275 $XWKRUTV WUDQVODWLRQ RI WKH RULJLQDO *HUPDQ
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The portrayals one ofmystery ancambiguity; should one fear or trust the
Gypsy? The two verses are set to identical music; there are no clever thematic
transfornations. Anbiguity and mystergo howevemlso characterize thetyle hongrois
and Strauss exploits thtennectionin the aria.There is haonventionalargescale
formal plan; instead there is a series of short epistagdesed to the text (table)6Such a
schemeuynusual for Strausgives the impression of wanderihgs does the modal
fluctuatiors betwee D minor, its relative majorB #major;and its parallel majoD

major. The aria ineither fully in major nor minot mirroring the ambiguity of the text

7KH ILUVW WKHPH PXVLFDO H[DPSOH LV EDVHG R

stresses the rad fourth (G) in m.10, and the bass line is basedlba zopparhythms?
providing the characteristic Lombard stress absent in the voice. Dotted rhythms in the
inner voicesmovearound consecutive mingeconds created by another raised fourth in
m. 17. Tle texture is opaque, and thiyle hongroigyestures subtly integrated. The

consequent phrase (mm. &) moves to the relative major as the accompaniment

Table6. Formal and tonal scheme fooN6: Zigeunerliedfrom Der Zigeunerbaron

Section mm. Tonality
Introduction 19 D minor
Crying thirds themeantecedent 1047 3 3
Crying thirds themeconsequent 18 26 F major
Warning 27 84 D minor
Djingra” 3542 3 3
Friss 4346 F major
Openfifths 4757 D minor
'& Ytheme 58 67 D major/minor
37ULDQ GDYDU’ 6841 D minor

'& Ythemeresumed 7285 D major
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Musical Example 8.5Der ZigeunerbaronNo. 6 Zigeunerlied 36 D I | bgV), 6
mm. 1026 (reduction)



141

lightenswith pizzicato.The phraseloses with another Lombarétass in the orchestra,
followed by rapid ascending scales in the low, then high, strings.

Following WK H 3Z D U Q L @dn. 27845, WhicR @turns tahe minor mode
and perpetuates the rapid scdigures comes an episode of higkyle hongrois
refinement (musical example 8.6). The text @pdhe evocative onomatopoeia
Yschingrah” whichturns out to behe Gypsiedexotic callingcard later in thect. This
exoticsounding word emulates the sound of crashing cyméaati{s musical settings
reinforced by actual cymbals and delicate trianigls.>’® The atmosphere is intensified
by a quintessentiallgtyle hongroisviolin line 2 a very quick and separately bowed D
minor arpeggio, followed by Lombard stresses and Gypsy turns that emphasize the raise
fourth. Clarinets double the tripliotted vocal rhythm to lendtar6gatoeffect. The low
string rhythm is an augmentatla zoppaembellished by strummed pizzicato chords in
the second violin and viola. The final textural la§en the horns and bassh
contributes Lombard emphasis at a different rhythmic level.

Following a caesura, thausicalcharacter changes tovarbunklike friss (mm.

43 46) complete witlestam quick sixteentinote figuration in the violin, anchilitary-
like fanfare rhythms intte horns. In only four measures, Strauss successfully
encapsulatedne of the two majoverbunkstyles? a testimonyto his mastery of thetyle
hongrois The music shiftence moré briefly to D minor?2 andthen to stark opefifths

decorated with raiseafirths (musical example 8.7Y.As the episode closes, the tempo

276. CrittendenJohann Strausand Vienna187.

277. This potent musical idea is firstdrel in the overture at the transition to the waltz
mm. 15747,
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Musical Example 8.@er ZigeunerbaronNo. 6:Zigeunerlied mm. 342

slows before picking up again. The general impression is one of improvisation.

For the final section (musical exam@e), the strings establish a new
accompaniment based on tkk&e&. Saffi introduces aroudnew melody (mm. 6667)
that begins in the major mode before shifting to the minor four bars later. A second
section based on nonsense wérds7 ULDQ 7ULDQ 'D Y#13 iritebupts hie

natural development of the melodyhile the basicG & accompaniment persists, the
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Musical Example 8.Mer ZigeunerbaronNo. 6:Zigeunerlied mm.48 57 (reduction)

tempo is suddenly slowerit(. standing foritenutg and the dynamic falls pianissimo
The melody outlines an augmedtsecond (Gto F ), while the oboé no longer

doubling the voicé provides an evocative countermeldtigtoutlines a different
augmentedecond (Cto B¥ The two lines create trstartling dissonance of a major
seventh at the downbeatsmim. 68 and 70Following this fourbar episodé where time
seems to stand stillthe tempo snaps back, and the aria concludes in the major mode

with a resumption of thd & Ymelody of m. 60.
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Musical Example 8.8er ZigeunerbaronNo. 6:Zigeunerlied mm. 581
(flute, oboe, voice, and strings)
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7KH IRUP RI WKLY DULD LV HQWLUHO\ GLITHUHQW IUR
earlierstyle hongroisvorks. It is not basedn either section of @erbunk although it
incorporates elements from both. This innovation may be attributed to two goals: to
elaboratehe ambiguous and mysterious Gypsy characterization of the text, and to
thoroughly distinguish the Gypsy musical wbftom the Hungarian.

6WUDXVVIV +XQJDULDQ PXVLFDO FKBBPRWBUIMDWLRC
Werbdied 35HFUXLWP HQ Wwd& R@ dctual lQunDaFriad military recruitment
ceremony was thieistorical impetus fothe verbunkmusical genrewhich in turn
provided the basis for trstyle hongroisTheverbunkmusic played fothoseceremonies
usedthe familiarlassanfriss structure. Strauss had already composed twaénbunk
the PesthelCsardasand theFledermaus Csardasurprisingly,HomonD \ Y¥érbéied
does not conform to this plawhile it isindeedset in two parté slow-fast? the first
sectiondoes not resembkelassan Instead, iis a slow heavy military marclin regular
eightbar phrase3 VLPLODU LQ WHPSR WacheWrmemiliagfV 7XUNLVK
character is heightened bayoffbeat snaredrum accompanimenthis musical
characterizatiowontrastsvith SDIILYV DULD DQG &fiWwiHetngeav HV WR WK
Hungarians and Gypsies in the operetta.

Themaintheme of the march seati (musical example 8.9) is not withotst

style hongroigouches.”® It begins inthe minor mode before movintp the relative major

278 The tempo indicatiom the critical score i¥empo di Meacia moderato; Ziemlich langsam
Both Turkish works are marchésandareindicated as such by their tempowhile none of SWUD XV V V
previousstyle hongroisvork bears suchnindication.

279 This theme is likely one of the authentic Hungari@lodiesgiven to Strass by Jokai,
although theextentto whichStrauss adapted it for his useunclear
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Musical Example 8.Der ZigeunerbaronNo. 12Yv2:Werbdied, mm. 621 (reduction)
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atm. 14. Each foubar unit conclude with aspondee. While this is typicédr thestyle

hongrois it is new for Straus3 previously he chose to incorporate spondéedisea

beginnings of phrases (compare musical examievith 6.6and 7.8). The sixteebar

phrase concludes with twvamapest at m. 20. Each of thesg/le hongroigeatures is used

LQ D VWULFW PDQQHU FRQWUDVWLQJ ZLWK WKH IUHHQH’
The fastersecond section is curioustyarkedTempo dicsardés in thePesther

andFledermaus Csardashat term stood fahe slow section of the worlhis fast

section § afriss (musical example 8.10although virtuosic violin writing is largely

absentlikely to facilitate a sufficiently sparse accompanimertitamnonayf V Dibé. D

accompaniment iset asestamthroughout and spurs are evenduded as an authentic

touch forthe reprise of the main themEhe flute and piccolo repeat gracete figures

based on the raiddéourth (not shown)A slight nod to3+ X Q JD U L D Qahbkh&snd P

in the Lombard at m. 85 and anettioundin the orchestra only in m. 8The phrase as a

whole is a good example of an arched phetrseture astyle hongroisnelodic trait

rarely employed by Straus$V D IXUWKHU SRLQW RI GHSBissWXUH IURF

style, this section begs intheminor mode Additionally? afterthefrisstheme has run

its course foforty bars? the music shifts entirely tithe majormode andstyle hongrois

gesture$ exceptinghe syncopated accompanimérare wholly absent. Instead ah

acceleration of engy leading to digura coda as expectdtbm atruefriss, this number

concludes with musithatactuallysoundanuchmore Viennese than Hungariarit is

entirely in the major mode and lacks any detectable style hongrois elements. Therefore,
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Musical Exanple 8.10.Der ZigeunerbaronNo. 12%:Werbdied, mm. 7586 (reduction)

+RPRQD\YVY UHFUXLWPHQW VRQJ LV VW\OLVWLFDOO\ GLVYV
earlierverbunkattempts, which were actually far closer to the authentic genre than this
stage recreation.
Besides these two numbers, the other momergsylaf hongroisvithin Der
Zigeunerbarorare far more exaggerated and theatijoaktravaganthan any earlier
attempts; in &trictly musical sense, thdyave partially mergedith the compov KU
conceptR1 WKH 7XUNLVK VW\O stylehdhgraidvDef Zigetivekbakoh W K H
thereforewasliberalized to suit the needs of a comptkama? especiallyto distinguish

musically between Gypsies and Hungarians



149

CHAPTER NINE:CSARDASROMRITTER PASMARF®

7KH ELJIJHVW HY H @¥&Yocureivod B2 VYH D URBERWDan his
only operaRitter PAsmanpremiere at the HofOper (Imperial Court Operd) 9LHQQD TV
most important and prestigious stdfigure 10)**! Strauss had been movinythe
direction offull operaat leassinceDer ZigeunerbaronForRitter PAsmanhe adapted
another Hungarian work for the stage; this timechose comedywith recent success at
the Burgtleater (Imperial Court Theater)Csok( °The Kiss) by Lajos D6czi(1845+
1918), adapted fromHungariamarrative poem byanos Arany1817:82).
While the action takes place in Renaissance Hungary, the character of the work is

generallyarchaicratherthanspecificallyHungariar?®? Unlike Der ZigeunerbaronRitter

Figure 10.The original Court Opera building, which opened in 869

280 The alternate spelling Pd&An may be encountered.
281 Kemp, liner notesJohann Straussvol. 45.
282 Crittenden,Johann Strausand Vienna240.

283 Marcel Prawy,The Vienna OperéiNew York: Praeger, 1970), 11/5 (detail).
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Pasmarwas notprimarily meantto evoke national character; instead Strauss was
REFFXSLHG ZLWK H P ke@mbtiviagy andBucGessttifimatic styleSlight
Hungarian touches haveden observed, notabiy PAsmaffv HQW U D&,FH DULD
unfortunately, iplagued byafeeblenesin its libretto typical in thewhole opera®®*

The premiere was a sensational failure, d&edcritics agreed that Strauss had
strayed too far from hiswusicalroots. Criticism howeverwas not universally negative;
the venerable Eduard Hanslick (182904) echoed many in singling out one section for
praise:

We must expressly highlight the ballet music in the third act. It is by far the

glittering crown jewel othe score. No one but Johann Strauss could have created

LW (YHQ WKRXJK KH LV ULJKW IURP WKH VWDUW DQC
musician, that is, in his musical invention, he does not enjoy being bound by the
restriction of words, the text. Withetfirst bars of th@asmarballet he suddenly

seems to grow wings, and with youthful strength and joyfulness he soars into the

air; librettoand poet vanish fromis sightz how , DORQH DP PDVWHU ~ 7K
begins . . . . Even though after the polkadpbplause of the audience seemed to

have no end, after the waltz a veritable rejoicing broke out. But there was better

still to be expected: a csardas of energetic national character. How the violins

scorch, how the clarinets sob, how the cymbal poundiorchestra! The

growing intensity of tempo, rhythm and fullness of sound with which the piece

swells to its breathless, intoxicating frenzy, is extraordinary. This incomparable

ballet music would on its own be capable of turning any opera into-affice

succes$®®

This orchestratsardass not only the crown jewel of the opera butdf
6WUDXVVITV FR P StrehbngroiRTQe/styd&is Wukd Hully assimilated, and

entirelynatural.Several factors may account for this. Strauss had atdpeghl the

284 CrittendenJohann Strausand Vienna247, 251.

285 EduardHanslick,Funf Jahre Musik: 189#895(Berlin: Allegemeiner Berein fur Desche
Litteratur, 1896), 2@1, transPeter Kemp in liner notedphann Straussrol. 45.
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considerable forces of tl@ourtOpelg, including their outstanding orchesérahe
Vienna Philharmonié and ballet compan/® Both of these would have afforded Strauss
compositional freedoms beyond thdsavhichhe was accustoed The Vienna
Philharmonic was of a higher caliber thiwat ofthe achestras Strauss usually worked
with, offering more highly trained andorenumerous musicians. Likewise, the ballet
company wasindoubtedlysuperiorto those of tle suburban Viennese theatérhis is
illustrated musically by comparirtge ballet music oRitter Pasmaro that ofDie
Fledermauscomposed fothe Theater an der WiemheFledermaudallet? which also
includesa Hungarian dance is structurally regularand its orchestral writing
unremarkablé®’ For Ritter PAsmanStrauss also hatie benefits ofreater
compositionakxperience anthe luxury of composing faa more sophisticated audience.
Formally, theRitter PAsmarCsardasassumes thegaditionalverbunkscheme
with an addedastintroduction (table 7)? likely includedto allowtime for theballet
dancers to entéf® Strausshadreturned tahetrueverbunkform after hisformal
experimentationg Der ZigeunerbaronThesimpleand oldewerbunkplanis slowfast
but late-periodverbunkweremore elaboraté incorporatingmultiple sections and

gradualacceleranddhrough the whole work® The Ritter PAsman Csardamcorporates

286. GartenbergJohann Strauss336.

287. See note 257

288 Apparently,it concerned neither &tuss nor his audience that therbunlos? on which the
ballet is based was from a historical period centuriafiertha from which the opera is sege Norbert
Rubey, preface t€sérdas aus der Komischen Oper Ritter Pasnbgnlohann Strauss Jr., Joh&trauss
(Sohn) Gesamtausgabe, ser. 1, vol. 31, bk. 1 (Vienna: Doblinger, Diletto Musicale, 1997), 4.

289 3BHWK 36W\OHIBRQJIJURLYV ~
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Table 7 Tempo and tonal structure in t8sardasfrom Ritter Pasman

Tempo mm. Tonality
Introduction Allegro noderato 18 ambiguous to B minor
Lassan Andante ben grave 9180 B minor / D major
Transition Poco pit animato 31138 B minor
Friss Allegro 39417 E minor / major
First reprise Piu animato 11849 E minor
Second reprise  Sempre piu agato 150%7 E minor to major
Piu vivo 17801 E major
Figura coda Piu dlegro 192204 E minor to major

this centraverbunkfeature to a degree not seen previously; aftealllegro introduction,
there are six explicit tempo increases. Tablésd glustrates, on a large scale, the
presence of modal fluctuation. As will be seen, this crstidé hongroielement also
permeates localized levels.

Both thelassanandfriss sectiors open with darkG-string méodies in the violin.
Thefrissthemeis actually a thematic transformation of thesan(musical example 9.1)
tempo, rhythm, and mode are altetedhile the essential melodic contour is preserved
Thematic transformation v8aa compositional device famousyploiteddecades earlier
by Liszt Itisvery XQFRPPRQ LQ 6 WitspPrEsénchdrewitkin thé main
themes of th®itter Pasman CsardakV OLNH O\ G X kflWéiRe vihitQwhE | V
present throughout the opéra This relationship between the two themes is an important
exampled KRZ 6 WU D XV VspVmbdalSuCtiLetidn\&nd Rigbiguity reached

maturity.

290 In Ritter Pa&sman 6 WUDXVV{V DVVLPLODWLRQ Rl WKHeittolif@HULDQ VW
were not used, for ingtae. See Crittendedphann Strausand Vienna240#46.
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Musical Example 9.1. Thematic transformation in @sérdasfrom Ritter PAsmaft™

9.1a. Measures 0 (violin 1)

9.1b. Measures 382 (violin 1)

One compositional featduH DGPLUHG E\ WKH SUHVV ZDV 6WUDX)\
dulcimer2 or cimbalom? in thecsardas purportedly the first instance in a German
opera?®? The modern criticakditionfull score does not include a cimbalom part, but
doeshavean unusually active and unidioti@harp part. These parts are certainly the
same, althoughurprisindy no mention of this change is madethe critical note$?® The
harppart contains textbook examples of cafdim-style writing, and thastyle also finds
its way into theviolin part (musical example 9)2 These are the most expliexamples

of cimbalom imitationLQ 6 WUDXVV{V PXVLF

291 Full-score examples taken from StrauSsardas aus der Komischen Oper Ritter Pashedin
Norbert Rubey, Johann Strauss (Sohn) Gesamtausgabe, ser. 1, vol. 31, bk. 1 (Vienna: Doblinger, Diletto
Musicale, 1997); pianscore examples taken from StrauRiter Pasman, Op. 441: Komische Oper in
Drei Akten vocal score (Berlin: Simrock, 1892).

292 CrittendenJohann Strausand Vienna252.

293 Strausdr., Csardas aus der Komischen Oper Ritter Pasman
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Musical Example 9.2Cimbalom writing in theCsardasfrom Ritter PAsméan

9.2a. Measure 24 (harp) 9.20. Measure 26 (harp)

9.2c. Measure 28iolin 1) 9.2d. Measured432:3 (harp)

Musical Example 9.3. IntroducticnCsardasfrom Ritter PAsmanmm. 18 (reduction)



155

Instead of using tarégatdclarinet solo to open thissardas as Strauskad done
for both theCsardasand ballet music frorDie Fledermaushere hebegins with a
vigorousAllegrointroduction (musical example 9.3) reminiscent of the overtuBeto
Zigeunerbaror(cf. musical example 8.1). Taken out of context, the first two measures
are tonally amlguous, containing B and Cs in a key signature where both are sharped.
The F should not be understood as an enharmontctie raised fourth in theventual
key of B minor2 because an Bvould resolve to an Rnstead of G. Instead, these
measures senas a harmonic bridge from the precedinm&or waltz?** The Band G
are suddenly sharped in m. 3 as the Hungarian nature of thesarkounceavith alla
zoppasa rapid chain of dotted rhythms in mm&5and two Lombardadenial gestures
traditionaly played well out of tempo. Ti&is followed by a caesura, establishing the
improvisatory nature of the followinssan®®®

Thelassanopens with a dagkG-string melody accompanied only by lewgister
instruments (musical example 9.4) KLV LV 6s\oVkEixsyavi iywirtue of the
thirty-secondnote ornamentation and weighty eigimibte accompaniment, thmulse
couldeasily beheardaseighthnotesinstead ofasquartemotes In genuinestyle hongrois
writing, themajormodeis never far frontheminor; although m. 9 firmlestablishe®
minor, thevery next bar includes a-Biajor triad on the secoraght note (functioning

asa passing \Rof iv). As intheFledermaus Csardasombard stressgservade this

294. The harmonic function of these two measurassigllynot realized in performance because
the Csardasis usuallyperformed as a staralone concert piece.

295 These dotted figuregn mm. 56, are for Straussa new kind oftyle hongroisievise; they
maybe termediueldotted figures because two dotiagitsfit into each pulsé here the quarter not8uch
rapid dotting ceates a hypercharged energyevel befitting itsplacement.
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section in both the melody and accompaamit) these characteristically Hungarian
rhythms are brought into high relief with printed accents on the second note of each
figure. Notated in this manner, their relation to {8k ¥ which forms the basis for the
accompaniment of the second theme, starting in ra.i¢3nore clearly heard. With one
figure four tmes faster thathe other, they provide an essensiglle hongroishythmic
characteristic on multiple levels. Ornameitattakes théorm of groups of thirtysecond
notes throughot DQ HYROXWLRQ RI 6WUDXVV | Varbgatdsty® FRQQHF
is concisely but effectively alluded to with a clarinet interjection at m. 12.
The second theme (mm. #%)2 based on cryig thirds? switches modes and is

now in major. This section as a whole freely alternates modes, and its melodic

Musical Example 9.4Csardasfrom Ritter PAsmanmm. 946



157

Musical Example 9.4+Continued

construction does not break neatly into regubar-bar phrases. Instead, it gives the
impression of one continuously improvised fantasy. Strauss approached this effect in the
lassanof his Fledermaus Csardasut that fell short of achieving the effect because of a
wholesale repeat of one of its phragmusical example 7,.fepeated at mm. 383).

The transition to th&iss (musical example 9.5) initiates accelerandwhich
will dominate the rest of the work. The thneete-arpeggio motif in the second violin at

m. 31 istaken from the opening viol melody of m. 9. When transposed up a third at
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Musical Example 9.5Transition to thdriss 2 Csardasfrom Ritter Pasmanmm. 3138



159

Musical Example 9.5+Continued

m. 33, the B minor harmony becomes B major (actually a domisargnth harmor)y

The first violin plays Gypsy turns based on the raised fourthiten. 31 and a kuruc

fourth figure in the following measure. Maahile, the low strings intonan ostinato

bass line also based on theucfourth, which persistantil the beginning othefrissin

m. 39. Employing th&urucfourth as a melodic device was common for Strauss and

others; transferring it to the bass line was an ingenious innovation and another example of
how Strauss was able tise basistyle hongroigjestures ifreshways. For the final four
measures of the transition (mm. 88), Strauss reduceble harmony to opefifths
supplemented only bghromatieupperneighbor graceotes in the flute and first violin.

Even thosgrace notes ceaser the last two measures as thgthmic activityincreases
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to afrenzy.In performance, maccelerandosi traditional from here to tHeiss. The
thirty-secondnote figurations in the first violins are unplayable at the approximate tempo
of '=120; Strauskasventural into the realnof orchestral effest or nonliteral writing.
When combined with two levels of syncopation (second violin and horns) and a
crescendpthe ensuindrissis preparedn a fantastic wayguite unlike anything Strauss

had previously composed.

Thefrissis se asa modifiedronda A B A T A 1B B oda(=$ | flsuccessive
reprieesof the A and B sections are truncataddreturnsof the A sectiorare marked by
progressivencreases in tempd.he opening A section (musical example 9.6, mmt 39
60) includes three aompanimentastyle hongroigiestures estamspurs, and a raised
fourth gracenote figuresimilar tothat found in thériss R 1 + R P R Qvebdlistl**° The
melody? indicated to be played dhe Gstring? includes multiplealla zoppasa rapid
connecting scalat m. 46, and an expressi&ecendindgeap of more than two octaves in
m. 53. Theopeningto thefriss provides astriking instance operceived modal mixture
theinitial motif outlines a Bmajor triad; although thiissis in E minor, the listener is
reminded of the Bminor triad which opened tHassanand perceives the minoo-major
transformation even though the new section is also in the minor mode. The melody both

opens analoseswith spondee figuregnm. 39 andb152) over a continuousstamA

296. The use of spurs is not indicated in the score; it is, however, adraditthe Vienna
Philharmonic the orchestra which premier&itter PAsmarand continues to promote the music of
Strauss worldwide. In their performancesjrspare played at every quartete for tweve bars at mm. 39,
118, and 152and for four bars at n192.Less elaborat&iangle and cymbal parts are also incorporated.
See Clemens Krauss diHistorische Neujahrskonzert@/iener Philharmonikergd 1999 (recorded 1954),
Preiser PR90336 (2 compact discs); Wiener PhilharmonikétZ <HD UV & REparHWAKEer
Most, & 2011, Decca 478 2601 (2 compdiHcs).
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Musical Example 9.65riss, opening Csardasfrom Ritter PAsmanmm. 3964
(reduction)

Musical Example 9.7. Brahms, Hungarian Dance No. 6, m#. 1
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more powerful double spondee in the full orchestra is reserved for the final two measures
of the sectionrim. 59560).

That doublespondee figure lead to the majoode B section, which opens with a
dramaticluftpausegesture similar to the opening of BIKPVY +XQJDULDQ 'DQFH 1F
(comparemusical example 9.6, mm. @82, with musical example 9.7, mm2).

Although this gesture does not belong to any partistyée hongroicategory, the
similarity suggestghat it was employed generally itovokethe style.Theturn figureof
m. 62 is based on the raiskedrth (A).

Several othestyle hongroilementdound in this B sectioare noteworthyAt
m. 84, the B sectiomovesto the minor mode with a new theme (nwas example 9.8).
Gracenotes are incorporated anclever, virtuosic manneand the upper line outlines
augmentedecond created liie raisedourth (A to G). Aswith the firstfriss theme,
alla zoppafigures are freelgtretched into syncopatiethatprovide forceful rhythmic

propulsion.The transition to the first reprise of the A section (musical example 9.9)

Musical Example 9.8Csardasfrom Ritter Pasmanmm. 8491 (violin 1)
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Musical Example 9.9Csardasfrom Ritter PAsmanmm. 11249 (reduction)

Musical Example 9.10Csardasfrom Ritter Pasmanmm. 186204 (reduction)
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briefly incorporatekurucfourths over drondifths. A virtuosic Gypsy Gstring scalé
incorporating a different augmented secondt(bC ) 2 leads to the return of the original
theme, now in a brisker tempo.

The transition to the coda contains, what was for Strauss, an unusual harmonic
developmen{musical examm@ 9.10). The Enajor B section momentarily leads to F
major (mm. 187288) before resting ontanally ambiguous diminishedeventh harmony
in mm. 189891. Could this Fmajor chorc? functioning asa Neapolitan in E majot
refer back tdhe tonally ambiguous opang measures? While such harmonieseav
commonplace for Wagner or Liszt, they ara the contextRl 6 WUDXVVIV KDUPRQL
practice? unusual and noteworthit. mayhave beemn attempt to imitate the strange and
wild harmonief Gypsy music. Thérief and? by this pointverylively 2 coda once
more returns to E minpas the main theme of the A section is truncated into ebwo
motif (mm. 19285). One final modal shift, to E major, occatsn. 196. Tie movement
closes with virtuosiwiolin figures followed byanexuberant, tuttalla zoppa By this
point the listener has become accustomeiftee exchangédetween mode a chief
attribute of thestyle hongrois

The Cséardasfrom Ritter PasmanL V 6 W U D XelaWdfateaRdReXphéssive
composition in thestyle tongrois It is fitting, then, that it was praised at the most
SUHVWLIJLRXYV SUHPLHUH RI1 6WUDxw¥ddnedrbalkH tHe) $OW KR X
repertory, thixsardashasfounda permanent home in the concert hall. Having
connection to the coraamaof the operathis csardasstandsmoreasa tribute to

6 W U Dideniiexiessn thestyle hongroighan tohis opereRitter Pasman
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CHAPTER TEN: A NEWCSARDA$ORDIE FLEDERMAUS

The disastrous premiere Bitter Pasmanid not have #astingeffect on
6WUDXVVIV UHSXWDW L RQrt DpataRnhytdlyeadddied inFAL8RA)thé/ K H
Court Opera mounted a lavislew productionR1 6 WUDXVV{V PRWoX BEHORYHG \
Fledermaug®’ The occasioawere6 WUDXVV TV ILIWLHW goferaoitheHU VD U\ [
twentiethanniversaryof the premiere oDie FledermausUnlike the production ofRitter
Pasmart which lasted only a singleeason and eight performanéetis productiorof
Die FledermausUHPDLQHG LQ WKH &RXUW 2 SHhvedefoke f @ DWHU WKF
fifty years2 until 19442 |t would become a \éinnese New< H D-BEvg \taditionand
fittingly, it was the last opera performed at the Court Opettzeinineteenth century.

In 1896the Austrian mezzsoprano Marie Renard (186939;figure 11)
expressed interest in appearing in the role of Rodali8hehadalreadyappeared in the
productionthe previous seaspim the pants role o®rlofsky? It was weltknown that
the role of Rosalide did not fit her voicesuchwasreported in one of VIQ Q D §V

notoriously chatty newspapetf®.Nevertheless, Renard was extremely popular in

297. Kemp, liner notesJohann Straussrol. 50.

298 In fact, the last performance of thmbductior? which took place on June 19, 19%4vas
the penultimate performance in the original building. The following eveaipgrformance of DJQHU §V
Gotterdammerungvould be the ladbefore the house closed duetie war. Von Sicardsburg and van der
NUOOfV HGLILFH ZRXOG EH GHVWUR\HG LQ D ERPELQJ RI 9LHQQDYV FI
SeeWiener Staatsopefpielplanarchiv der Wiener Staatsogenline performance databashjtp://db
staatsoper.diantwort.eu (accessed July 6, 2012).

299 Mailer, ed, Johann Strauss: Leben und WeBkl178.

300 Kemp, liner notesJohann Strausssol. 50.
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Figure 11. Marie Renaft}

Vienna and such an opportunityas not tcbe passed uff? Therefore, Strauss graciously
composed a newsardasfor her. There is no evidencedhRenard ever requested a new
aria, andit is noteworthy how eagerly Strauss took upubebunkform one final time.

He wasalready familiar with her voickom her creation othe role of Eva irRitter
Pasmarfour yeas earlier.For hercsardas Straussised anew texf although it is not

clear by whomGenée the original librettise had died in 1893n content and
character, thimew textis very similar to the originaisardas It is different enough,
however, to be considered a different poerhakbeenprovided with an Bglish

translation in Appendix B

301 Prawy,The Vienna OperaXXV/4.

302 Mailer, ed, Johann Strauss: Leben und WeBk295.Renard? bestknown for her
interpretation othe role ofCarmer? performed at the Court Opera from 1887 to 1900, appeaniad
least twentyseven roles;eeWiener Staatsope§pielplanarchiv der Wienestaatsoper
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Evidently, this newsardasdid not please Renard; simsteadelectedto sing
3(YDYV BrdnRitter PAsma.** To minimize the stylistic disturbance thiis
unusuainterpolation, Strauss addagiew coda and text for the arfa’ (Y DW#ltz does
QRW FRQWDLQ DQ\ +XQJDULDQ HOHPHQWY DQG DOWKRX.
published, it is difficult to conceive how the fimmance of any waltz wouldonvincea
crowdthat youwerea Hungarian contess

ThecséardasremainedXQSHUIRUPHG XQWLO DIWthad WKH FRPSR
premiere in 190% in an abridged orchestral version incorporated into a performing
YHUVLRQ RI 6WUDXVV{V R Q6cherb@de{ EixekeQal) prpdréd ED O O H W
by Joseph Bayer (1852913), director of the Court Opera Balfétlt was known only in
this orchestral version until the originadcalversion was published in 1974. Thesge
therefore an irony of music historyof the twoFledermau<Cséardas the first? originally
conceived as an orchestral wérks best known as a vocal wodnd the secomt
originally conceived as a vocal wotks best known as an orchestnaork.

The 1896Csardasconforms to theverbunkmodel set by its predecessar
tarégatosolo intoduces théassan followed by theriss. Unsurprisingly thiscsardasis
vocallycloserWR (YDfV :DOW] W KcBaQIasWwhilkirkthe ériginalthe@doad

partwent from ¢ to d* and includedormidable vocapyrotechnics, th@896Csardas

303 The tradition ofarie di baule(suitcase aria), where divas freely replace arias with others in
their repertoire, isalmost as old as opera itsel&esHillary PorissChanging the Score: Arias, Prima
Donnas, and the Authority of Performar(&@xford: Oxford University Press, 2009).

304 Mailer, ed, Johann Strauss: Leben und WeBk298.

305 Kemp, liner notesJohann Straussrols. 44, 50Aschenbrédelvas rejected bthe Court
Opera music director Gust&ahler and had to be premiered in Berlin.
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has he samamarrowerUDQJH DV (¥ B'fd/A #B &nwrone of thagile vocal
writing displayedby its predecessor.

The Csérdasfrom Ritter Pasmani composed as part of a baktetitilized thestyle
hongroisto wild and excing effect. In contrast, the 18@&ardasemploysthe style
hongroisas a glossy veneésr a tamedserbunkeffect The openindgarégatésolois
evidence of this characterizatimusical example 10;thetempo islargo [ ¥= approx.
80)). It is completelydiatonic and accompanied by arusual, syncopate@-drone
which precludeghe tempo flexibility characteristic of tharégatdstyle. This is a
striking departure from the style of both the origiREddermausCsardasand the solos in
the overture tder Zigeunerbarorfcomparanusical eampke 7.2 with8.2).

The voice enters with a curious sieasure phrase (musical example 10.2a). At
two points, diminishegeventh harmonies are abmaily prolonged by composed
fermatas; this phrase could easily have been written to fit into a comerfbarbar
structure (cf. musical example 10.2b). Its prolongation suggests an attempt to imitate
hallgat6-style improvisation; the sense of rhythmic hierarchy has been temporarily

suspended. The repeated thisgcond notes in the violin and viola &, Strauss, a new

Musical Example 10.1Csardas(1896)for Die Fledermausmm. 14 (clarinet 1in B %

306. Musical ekamples taken from Strauds, Die Fledermaused. Fritz RacekA piano reduction
has not been published.
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Musical Example 10.2pening vocal melod¥y Csardas(1896)for Die Fledermaus

10.2a. Measures#1 (voice and strings)

10.2b. Theme rewritteim afour-bar structurgvoice)

type ofcimbalom imitatior®™®’ The vocal line prominently outlines an augnestgecond
in m. 7, as does the baBse in m. 9.

This theme, and indeed the entaissan continuouslyemphasizes the second
beat. The melodytarts rather conventionally (mm ), accompaniedty alla zoppaand
Lombard stressesalthough these have been slowed almost beyond recognition. Not
only does the melody stress the second wéhtsighing gesturgin mm. 7 and 9the
stringfiguresecho his emphasisn the following bas (mm. 8 and 1Q)Thesestyle

hongroisgestures are lacking theypical energy Similarly, a lethargic fluténterjection

307. At thistempo, these nes should be performed measured aoths tremolo
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provides only a singleurucfourth in the twemeasure interlude (mm. 2, not showi
whichleadsto a restatement of the thenTéhat restatement moves to the relative major
as expectedout with no additionadtyle hongroislements.

Thesecond themgroup (musical example 10.8)iperimposethe ogening
rhythm of the first themgroup(m. 5)onto the first of two alternate melodic contours.
The weakbeat emphasis ontinuedn the accompanimenQuick character shiftd
from the fiery minormodesectionin mm. 2225 to a playful majemode section
beginninginm. 28 DUH UHPLQLVFH Q WeRveakti2al erfiphagifaéver,
remains consistedtnow taking the form of & & i the second violin and viola.

After a dramatic opening measure, t@eD V \fiDaQtfevhegroup (musical
example 10.%leads into a lightexturebasedn anapests in the melodyndalla zoppa
andpizzicatoin the accompaniment (mm. 33). An unsacessful repeat of the episode

leads instead to C minor (mm. &B). Here, the vocal line twiaxpressively dives

Musical Example 10.3.assan second themgroup? Csardag(1896)
for Die Fledermausmm. 2226 (voice and strings)
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Musical Example 10.4.assan final themegroup? Csardas(1896)for Die Fledermaus
mm. 3088 (voice and strings)
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down toaraisedfourth (F ) before concluding the sectiovith a bokazdcadence.
Measurehirty-sevenillustrateshow Strausgould incorporat@a Hungariannflection
into a melody where suamninflection would not suit theGermartext; a Lombard
rhythmis included in the first violinbutis not added to the vocal line because that would
disturb the naturgbermanVW UHV \Q @ H BZ/% %o ~

Thefinal themegroupbegins with the rhythm of m.%not particularlyof the
style hongroicharacte? setto a third melodic contouiThis devie? where asmall
motivic element is placeal the head of varioibsequenphrases is afascinating
attempt at compositional casienunrelated to thetyle hongroisTwo additional
features illustrate the compositional innovation achieved by the sevpetyearold
maestro Theharmonic languagef thelassanhas been significantly expanded frainat
used incompositions examineghrlierin this study diminishedseventh chords are
exploitedto a greater degree (mm#0), andthe final themegroup incorporatea
dominantninth chord (downbeat ah. 30 andtwo Germanaugmentessixth chords
(mm. 3586). The same motif is even harnmiped in two completely different ways
(comparem. 30with m.34) 6 W U EexXi-getifigalsohas been freed up imitate
natural speech patter(see mm. 225). This lassanis, therefore, more representative of
6WUDXVVIV JHQHUDO HR t&H any Alidhcgedt in @s&ylRe Y DW LR
hongrois

Thefriss section is unremarkabie comparisorto 6 W U DedaNiey §tiémpts.
Formally, it is in a modified ternary: 8 +$ ficoda. There is nlarge-scaleacceleration

plan2 aswith the Ritter PAsman Csard& or cadenzdike hiatusof momentumaswith
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the originalFledermaus Csarda3he melody does integrate raisedirth turns and
Hungarian rhythmic emphasis throughout (musical example FiS§:like sixteenth
note figuresnake upthe bulk of theaccomm@nimenal violin part. Thefirst instance of

these figures (mm. 486) incorporates the raised fourth dagucfourth. The coda is

Musical Example 10.8Cs&rdas(1896)for Die Fledermausmm. 3946
(voice and strings)
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significantly shorter thamithe original csardéas, probably because there was lesfoneed
vocaldisplayon theanticipated occasio he work ends with a gesture strikingly similar
to that used in the originakardas(compare musical example 10.6 witlie).

6 W U D XV C§avthsfor Die Fledermausvas his last venture into tisg¢yle
hongrois It presents an interesting comparison with not only the origilealermaus
Cséardasbut also his othererbunkcompositions. While it does not approach the
excitement of th&itter PAsmarCséardas it does offer a glimpse into how Strauss could
incorporate thatyle hongroisnto an overall musicaltgle that had shifted closéw
prevailingstylistic trends of the later nineteenth century. In my opinion, its style also
links Strauss with th silver age of the Viennese operetta, exemplified by the music of

Franz Lehar (187@.948).

Musical Example 10.68Csardas(1896)for Die Fledermausmm. 12026
(voice and strings)
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CHAPTER ELEVEN: CONCLUSION

$Q\ HY DO XDW L RRurigarié VeaniposkMang Must be framed by context
and expectation. Strauss lived in an age before the quest for authemticgymusic of
foreign cultures. He always composed with the Viennese publitnd; mven when
premiering compositionslsewhere, he nevaltered higgeneral style or approach. His
public sought entertainment adiversion )RU PRVW RI WKHP WKH 3(DVW"™ Z
construction otheimagination tharof reality. Nevertheless, Hungarians were an
important component of the mixture that wagMiese societydungarywasnot far
away unlike the Ottoman Empitdn fact, Vienna was ngiermittedto groupHungary
with more distant land®Austria wagolitically boundto it. The Viennese were
understandablproudof their cultural standing in the erld. Their persistent dealisgf
necessity with Hunganjhowever challenged their identity and selhderstanding.

That identityfound one of its most fitting expressions in the music of doha
Strauss Jr., whiclmakes an examination of his Hungariaorksso compellingThe
overtly Hungariarcircumstances surrounditigesecompositions provided the only
occasionsStrauss chose to composehe style hongroisAs demonstratedhe style is
presenmostlyin straightforwardgestureslt would thereforebe inappropriate to describe
these compositiorisor any of 6 W U Doépo$itions for that matterDV 3SHUVR QDO
VWDWHPHQWY" LQ WKH VHQVH DWWULEXWHG E\ -RQDWKD

and Brahms that incorporate tigle hongrois®® Strauss wathe epitome of the public

308 See BellmanTheStyle Hongrois, 1334.
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composer and in that respect the antithesis of Brahenmsomposer of frequent
LOQWURVSHFWLRQ 6WUDXVVY{V FDUHHU DIIRUGHG FRQVWL
musicwasproducedexclusively for their enjoymenLikewise, hs Hungarian mus was

aimed athe same publicather tharhavingany goal ofauthentic musical

reproductior®® | do not believe that Strauss approachedstile hongroiss a foreign

musical language. Even in msost thoroughlstyle hongroiompositionshe grafted

gestures antbrmsonto hisnormativestyle. Hecomposedvhat wasneededo invoke

public response, and his pieces in the Hungarian style were immediately acknowledged

as suchlt can therefore be said that Straaffectivelyimitated the st@ of Gypsybands

for his Viennese audience, and in doing so, accomplished his intended purpose.

Figure 12. Strauss with Brahms, 1893

309. Crittenden Johann Strauss and Viennb77.

310 DecseyJohann Straus9late between p240 and 241.
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Suchanarrow assessmertowever, XQGHUYDOXHYV KLV DFFRPSOLVKF
music rose far above the levelsHausmsik or competing dance music. It gained the
admiration of the greatest composefshe age chiefly for its consummate melodic
ingenuity>'* His foremost achievements in thiyle hongroistem from that gift; Strauss
was able to seamlessly integrate thewges and forms of theerbunkinto music of
VienneseDFFHVVLELOLW\ $V WKLV VWXG\ KDV VKRZQ 6WUDX
impedehis level of style hongroisssimilation. His first attempt, tHeesthelCsardas
manifests virtually the entire catalofistyle hongroiggesturesilt is probablethat this
initial foray was vieweds something of a novelby the composer. He won the praise
of this Hungarian audiena@ his first attempt and did not feel compelledéturn to the
verbunkform for nearlythirty years Besides, hisun-loving Viennese audiense
probably did not know how to dance tlagsanor friss. But neither did Strauss abandon
the style entirely;n a series of minastyle hongroisfforts, Strauss superficially
incorporated gesturestd ahandful of marches and polkas.
Meanwhile theverbunkstyle was maturing. Strauss was undoubtedly exposed to
that more refined style in 1873, when he shared a concert with the great Gypsy performer
Jancsi SagBalog. Four montk later, a nevstrausscsardaspremierec® the ondater
used inDer Fledermaug which displayed advancements in melodic and textural
freedom, andleeperassimilation of Hungarian rhythmic emphasisa variety of levels.
As Strauss began composiogerettashe foundnew uses fothe style hongroisDer

Zigeunerbarorwasa showcasé&r Hungarian culture, and consequently, shde

311 GartenbergJohann Straussl98.
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hongrois But it presented newtylistic challenges because the stdgpicted contrasting
Hungarian and Gypsy characteBsrauss modified hisomposiional approach for the
two groups. To depict Gypsies, he took the most exsatiding elements of tistyle
hongrois VHH 6 D I ¢}, §omaiiRé&3 combined themith more overtand theatrical
elementdrawnfrom the Turkish styled.g.the introductiona the werturd. Hungarians
(Magyar were depictedh a more ridged, military mannéralthough not without
occasional Hungarian color and atEBrHDW HP SKDV LWerbeRe.RQD\ TV

Although his only opereRitter PAsméanwas a flop; it afforded Strauss ttlgance
to compose an extravagargardasor its ballet. Thiscsardaswould be the pinnacle of
his style hongroisvorks,due toboth his compsitional maturity and the chaméo write
for the incomparable Vienna Philharmoriicthe Ritter PAsmarCséardas the verbunk
form is expanded, the orchestral writisgnore virtuosic, andtyle hongroislements
are integrated in more sophisticated wayscluding thematic transformation.

The beloved, elderly composer attemptedstiyée hongroine final time whe
appoached by a famous opera singéro wished to perforrthe role ofRosalinde irDie
Fledermaugespite being vocally unsuitéar it. Theresultingreplacementsardass a
departurdrom his earlier wild exaicism. While still presentstyle hongras elements are
toned down and incorporated irdadate lyrical style.

Straussvrote an ovewrhelming number of compositioAsincluding 479 opus
numberg yet, by tracing the development within this small subset, a clearer picture of
his compositional evolutioemerges. Although hiausicalapproactwas verydifferent

from that of mosgreatnineteentrcentury FRPSRVHUV |, EHOLHYH WKH

:DOW
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deserves closer attention and scrutiny than ihithgrtoreceived by Englistenguage

scholars.
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APPENDIXA: INTERPREIVE CONSIDERATIONS

Although written by a conductohé¢ present W XG\ VHW RXW WR H[DPLQF
style hongroixompositiondrom a general musical perspectiitas my belief that a
FRQGXFWRUYV ZRUN Zi@deréandibdpdbedritdl@oiiexthatgave
rise toa composition. Having considered that context, théhappropriate to make
sound interpretive judgments as to how the musiperformed.
Concerninghow knowledge of thestyle hongroisapplies to performances
generally, Jonathan Bellman made these observations:
The further we get from the heyday of stgle hongroisthe more remote its
performance traditions become. This music is not played exactly as written; for
many of the gestures there are conventionbythmic freedom, declamation,
exaggerated articulations, and noisier, jangling tone that conventional notation
cannot reflect. This music is not supposed to be lovely; in other words, it aspires
to the condition of a real vernacular, the one it evékes.
This assessment requires a major assungtiab a composition in imitation of some
other music should be performed in the style of that music. Bellman goes on to
recommend listening tepecificrecording? RI % UDKPVIV +XQJDULDQ 'DQFH\
Hungarian Rhapsodie3 thatin his judgmenfaithfully replicatestyle hongrois
performance styld®* |, GR QRW EHOLHYH HLWKHU %HOOPDQYV DVV)>

recommendatioto beparticularly usefuln the interpretation dbtrausg] V. P XTWé& F

rhythmic flexibility achiewed in such recordings is not practit@ orchestras.

312 Bellman,TheStyle Hongrois, 222.

313 Ibid., 223.
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Furthermore, Strauss did not approachstiyée hongroisas a radically different musical
language; his is amitation of a lesser degree thédwat achieved by Liszt.

While a performance of a Straussardasmay neverival the nuancef a Liszt
rhapsodyperformancea familiarity with the music invoked by tis¢yle hongroig the
verbunk? caninform an interpretationAt a basic level, merely identifying tis¢yle
hongroisgestures used by Straumsghtto affect their interpretationAny kurucfourth or
raised fourth should be brought Gueven whents appearancsmayseem slight.
Tarbgatdsolos should be exaggeratbdoughshrill tone and rhythmic flexibility.

EveryHungarian rhythmic inflection shaliblsobe emphasized. This may mean
the alteration obowings andarticulations. For example, afla zoppa(of sufficient
speedkshould always include a comma after the first note to emphasis the second; a
bowing for two successivala zoppasnay take tlb form: uptlownip zip Eownp, so
that the naturabff-beataccents occur on down bowihe dignified, processional
character of théassanshould translate into crisp dotted rhythms and ornaments. Several
Gypsy fiddle techniques are easily translaisih Strausd] #st violin parts. These
include wide anaxpressive vibratchigh Gstring playing, gratuitouslides, and high
harmonics wherevgrossible Other string effets include flamboyant pizzicato
imitation of thetambura? for instanceat the opeimg to theFledermaus Csardast
should be remembered that Gypsy performers enappedheir strings at times
although that may be too drastic a touch for Str§ugs P XGimtFalom imitation is rare

in hismusic, but two instances provide opportundy éxtratextural interpretation. The
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harp part for th&itter PAsman Cséardasas originally played on a cimbaloft: It would
be a fascinating experimentiteorporatehe original instrumentatiqror at least
substitute some related hammered instruniBmimy knowledge this has not beteied
on any available reeding. The string thirtysecondotes in théassanof the 1896
Cséardasalso imitate the cimbalorfsee musical example 10.2dhis fact could be
highlighted by playing these notgaastponticelb.

Tempo decisions are some of the mogiortant a conductor can makeis
known thatGypsy performances weoharacterized by rhythmic flexibility arldrge,
gradualaccelerando$Both areachievable and appropriate WKLYV UHSHUWRLUH
compasitions? especially his concert waltzegrim with unwritten opportunitiefor
rubata Such liberties can just#bly beappliedeven more capriciolysin his Hungarian
works. | recommendhcorporating rubatthroughout théassansections, although this
will have to be coordinated with thiecalist in some pieces. The géat thefriss
sections should be to reach an incredible fretiey conductor should rememlikatany
accelerandachieved with an orchestra could almost certainly have been outdone by a
Gypsy band.

While never excessive, the recordings & thenna Philharmonic providefined
examples of subtle incorporationf Gypsypractices. Theserecordingsshould also be
consulted for their tasteful supplemenpaircussion additions, includirspus inthe

Ritter Pasman Csard&s®

314 See chapter 9.

315 See note 300.

6W
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APPENDIXB: TEXT AND TRANSLATION FORTHE 1896CSARDAS

Klange meiner Haimat, Sounds of my homeland,

ihr rufet ins Auge mir die Tranen. call to the tears in my eyes.

Wenn ich euch hoére, When | hear them,

ihr Heimatslieder, P\ KRPHODQGYV VRQJV
zieht es mich wieder they take me

in das Vaterland zurlck. back to the fatherland.

Sei gegrisst, du Ungarland! Greetings to you, thou Hungary!

:LH VWUDKOW GHLQH JROG TQ How Brighiy-shin&s guiybidén sun.
Sei gegrisst, o du Land, Greetings to you, thou land,

wo ich glicklich war! where | was happy!

Hort ihr, wie das Zimbal klingt? Do you hear how the cimbalom plays?
Hort ihr, wie so suss die Geige singt? Do you hear how sweethpe fiddle sings?
Hort ihr, wie das Zimbal klingt, Do you hear how the cimbalom plays,
KIUW LKU ZLH VR OHLVT do you hear how soft

und wundersuss die Geige erklingt? and beautifully sweet the fiddle plays?
[Friss]

Auf, ihr jungen Schonen! Up, young beauties!

Die Zigeunerweisen ténen. The Gypsy tunes sound.

Euer Schatz kommt gegangen, Your sweetheart will come,

um euch im Tanze zu um fangen. to catch you for the dance.

Ha, Csikos, Ha, Csikos,

lass die blanken Sporen munter klirte let the bare spurs clink cheerfully!

Die junges Bauernkind im Erntekranz, The young farm children by the harvest wreath,
horst du die Saiten schwirren? do you hear the strings playing?

Feuer und Lebenslust, ha, Fire and zeal for life, ha,

schwellt jede Ungarbrust, ja! VZHOO LQ HYHU\ +XQJDULDQYV KHDUW
Jedes Herz schlagt schnell, Every heart beats fast,

der Cséardas Klingt hell. as the csérdés plays spiritedly.

Lasst den Becher kreisen, Let the glass be passed,

lustig klingenUngarweisen! cheerfully sounding Hungarian tunes!
Schlirfet den Tokayer! Sip the Tokay!

Das gibt euch Feuer, Lebenslust. It will give you fire and zeal for life.

+D GXUVWTTJH =HFKHU Ha, thirsty revelers,

leert den Becher, empty your ghsses,

bringt ein Hoch raise a toast

dem schdnen Vaterland! to the beautiful fatherland!

Ja, leert schnell die Becher, Yes, quickly empty your glasses,
bringt ein Hoch der schdnen Haimat, raise a toast to the beautiful homeland,
ein Hoch denVaterland! a toast to the fatherland!

Ja, es lebe hoch! Yes, three cheers!

Hoch das Land! Long live the country!
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