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ABSTRACT 

 

 This document examines compositions by Johann Strauss Jr., related by title or 

compositional circumstance to Hungarians or Gypsies, for the presence of the style 

hongrois, or Hungarian style�² an exotic style used by Western composers throughout the 

nineteenth century. This study defines the style hongrois through specific musical terms 

by amalgamating recent scholarship into a lexicon of musical elements and gestures. The 

compositions under consideration were composed between 1846 and 1896. The study 

provides background into the development of the style hongrois�² including the migration 

of the Rom, the influence of the dominant Magyar culture within Hungary, the evolution 

of the verbunkos, and the style hongrois�¶�V��early overlap with the Turkish style�² and the 

social and political circumstances within Vienna and the Austro-Hungarian Empire at the 

time. The origins of the Viennese dance tradition are traced, and it is revealed that both 

Joseph Lanner and Johann Strauss Sr. toured to Pest, the capital of Hungary, and 

composed in the style hongrois. Major works by Johann Strauss Jr. examined in this 

study include the Pesther Csárdás, op. 23; Éljen a Magyár!, Polka schnell, op. 332; 

�5�R�V�D�O�L�Q�G�H�¶�V��Csárdás from Die Fledermaus; selections from Der Zigeunerbaron; the 

Csárdás from Ritter Pásmán; and a new csárdás composed for Die Fledermaus in 1896.  

 The study reveals that Strauss used the style hongrois not as a foreign musical 

language, but as a set of gestures and forms which could be incorporated into his normal 

�V�W�\�O�H�����1�H�Y�H�U�W�K�H�O�H�V�V�����6�W�U�D�X�V�V�¶�V���P�H�O�R�G�L�F���L�Q�J�H�Q�X�L�W�\���D�O�O�R�Z�H�G���I�R�U���D���I�O�X�H�Q�W���X�V�H���R�I���W�K�H��style 

hongrois from the outset. He applied the style in various ways�² superficially to existing 
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dance forms, and in full imitations of the verbunk genre. These works were consistently 

greeted�² both in Vienna and Hungary�² with praise and acknowledgment of �6�W�U�D�X�V�V�¶�V��

success in imitating Gypsy-band music, to which he enjoyed ample exposure. This 

study�² a close inspection of a s�P�D�O�O���V�X�E�V�H�W���R�I���6�W�U�D�X�V�V�¶�V���R�X�W�S�X�W�² reveals a subtle yet 

sophisticated evolution in his compositional technique. It also traces the progression of 

his career�² from upstart performer to the cultural symbol of an empire. 
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CHAPTER ONE: INTRODUCTION 

 

 This study investigates a particular musical expression resulting from the 

intersection of two powerful societal forces: (1) Viennese dance music as epitomized by 

the music of Johann Strauss Jr.; and (2) the evolving presence and perception of 

Hungarians�² including Magyar and Rom from Hungary�² within Vienna. One result was 

the style hongrois, an exotic style created by Western composers in imitation of Gypsy 

bands.2 The popularity of Johann Strauss Jr. (1825�±99) during his lifetime can hardly be 

overstated. �+�H���Z�D�V���W�K�H���P�R�V�W���E�H�O�R�Y�H�G���D�Q�G���K�R�Q�R�U�H�G���F�R�P�S�R�V�H�U���L�Q���9�L�H�Q�Q�D�����(�X�U�R�S�H�¶�V���P�X�V�L�F�D�O��

capital, and commanded its largest audiences.3 Composers who were wildly popular in 

their own time yet judged unremarkable by posterity are commonplace in the history of 

music, however, Strauss, as a composer of popular music, was exceptional. He was 

openly admired by musical giants, including Richard Wagner (1813�±83), Johannes 

Brahms (1833�±97), and Arnold Schoenberg (1874�±1951).4 Strauss was connected to 

�9�L�H�Q�Q�D�¶�V musical and intellectual elite; and his stage works were reviewed by the revered 

Eduard Hanslick, a privilege unique for a composer of operettas.5 As a performer, Strauss 

also championed groundbreaking contemporary music.6 Indeed, no other composer of the 

                                                           
2. Magyar is pronounced [mægj�'�Œ] (IPA). 

3. Egon Gartenberg, Johann Strauss: The End of an Era (University Park: Pennsylvania 
University Press, 1974), 261; Camille Crittenden, Johann Strauss and Vienna: Operetta and the Politics of 
Popular Culture (Cambridge: Cambridge University Press, 2000), 2, 34. 

4. Crittenden, Johann Strauss and Vienna, 250, 260; Gartenberg, Johann Strauss, 210�±11. 

5. Crittenden, Johann Strauss and Vienna, 4�±6. 

6. Gartenberg, Johann Strauss, 215. 
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nineteenth century so successfully linked high and low art. His popularity among every 

societal class, and the deeply national character of his music caused him to become the de 

facto musical ambassador for the Hapsburg Empire and, as such, his music was exported 

throughout the world.7 

 The other main subject of this study, the unique relationship between Austrians 

and Hungarians during the nineteenth century, requires historical background. The 

Hapsburg Monarchy is unique in the history of Europe; it persisted as a political entity 

for over six centuries while never being linked to a single nation.8 From its founding in 

1278, it was ruled by Germans.9 The Hapsburgs gradually acquired land and power 

through elections, marriages, and alliances. In 1526, the Kingdom of Hungary was 

assimilated into the Hapsburg domain, marking an important turning point in the 

evolution of the empire. Previously, all Hapsburg possessions had been inhabited by 

Germans. Hungary was ethnically dissimilar, having a separate history and ruling 

nobility. In addition, it was more populous than Austria.10 The result was a lopsided and 

uncomfortable takeover: Germans ruled over non-Germans only by the continued consent 

                                                           
7. The �³Hapsburg Empire�  ́is a historically generic term for the lands ruled by the House of 

Hapsburg from Vienna, including present-day Austria and Hungary. Its name was a source of confusion 
throughout the nineteenth century. Officially, prior to 1806, it was the Holy Roman Empire; then from 
1806�±67, the Austrian Empire; and finally from 1867�±1918, Austria-Hungary�² sometimes known as the 
Austro-Hungarian Empire. 

8. John W. Mason, The Dissolution of the Austro-Hungarian Empire, 1867�±1918, 2nd ed. 
(Harlow, UK: Longman, 1997), 1�±3. 

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

10. Robert A. Kann, The Multinational Empire: Nationalism and National Reform in the 
Hapsburg Monarchy, 1848�±1918 (New York: Columbia University Press, 1950), 1:6�±9, 13. 
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of the Magyar nobles. It was the first and largest of many ethnically dissimilar 

acquisitions that set the Hapsburg Empire on a different course from the rest of Europe, 

which was moving towards the creation of nation-states. The common threats of 

Protestantism and invasion by the Ottoman Turks held the ethnically heterogeneous 

empire together through the seventeenth century; by the early eighteenth century the 

Hapsburg Empire was �R�Q�H���R�I���(�X�U�R�S�H�¶�V��greatest powers. In the nineteenth century, 

nationalism �V�H�Y�H�U�H�O�\���W�K�U�H�D�W�H�Q�H�G���W�K�H���H�P�S�L�U�H�¶�V���F�R�K�H�V�L�R�Q�� In 1867 eleven distinct 

nationalities were under (German) Hapsburg rule. That increasingly unmanageable 

political behemoth eventually disintegrated with the First World War 

 Not only was Hungary the first non-German country to be assimilated into the 

empire, it also proved to be the e�P�S�L�U�H�¶�V���I�R�U�H�P�R�V�W���V�X�E�V�H�U�Y�L�H�Q�W state�² often dominating 

imperial policies and politics. Hungary was ruled by the Magyar, a race that claimed 

absolute cultural, political, and economic hegemony.11 Although ruling like a majority, 

the Magyar actually made up slightly less than half �R�I���+�X�Q�J�D�U�\�¶�V���S�R�S�X�O�D�W�L�R�Q���L�Q���������������7�K�H��

country was organized as a feudal state with the ruling Magyar pursuing a policy of 

minority assimilation with Magyar culture. That culture claimed a history arguably richer 

and longer than that of their Austrian rulers.12 Because of its superior historic claims, 

Hungary enjoyed a unique status within the Hapsburg Empire.13 The Magyar repeatedly 

leveraged this status to increase their standing within the empire and acquired special 

                                                           
11. Mason, The Dissolution of the Austro-Hungarian Empire, 16�±17. 

12. Kann, The Multinational Empire, 1:114�±15. 

13. Ibid., 10�±12. 
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constitutional privileges. �+�X�Q�J�D�U�\�¶�V���P�H�P�E�H�U�V�K�L�S��was viewed as essential to the e�P�S�L�U�H�¶�V��

continued existence, and consequently, Hungary was able to command concessions for its 

continued loyalty at several important historical junctures. 

 As an absolutist ethnic conglomerate, the Hapsburg Empire was diametrically 

opposed to the ideals of the French Revolution�² nationalism and democracy.14 Austria 

led the allied armies that defeated Napoleon, gaining the privilege to host the Congress of 

Vienna (1814�±15), in which Europe was reapportioned. Although �W�K�H���H�P�S�L�U�H�¶�V military 

victories had secured temporary peace, the government was committed to curbing the 

encroachment of liberalism; the period from the Congress of Vienna to the revolutions of 

1848�² closely assoc�L�D�W�H�G���Z�L�W�K���$�X�V�W�U�L�D�¶�V���I�R�U�H�L�J�Q���P�L�Q�L�V�W�H�U, Prince Metternich (1773�±

1859)�² was characterized by censorship, secret police, and repression.15 

 Revolution spread throughout Europe in 1848, with five major revolts in the 

Hapsburg Empire including those in Vienna and Pest.16 Marshal Radetsky (later 

immortalized in a march by Strauss Sr.) successfully defeated these initial rebellions, but 

the fire of nationalism continued to burn in Hungary. The following year, the Magyar 

declared independence from the Hapsburgs. Austria was only able to overcome this 

                                                           
14. Mason, The Dissolution of the Austro-Hungarian Empire, 3�±4. 

15. This period is also known, especially in art, as the Biedermeier period.  

16. The city of Budapest was founded in 1873 when the cities Buda, Óbuda, and Pest were 
unified. This study treats the historical periods before and after this unification. When appropriate, these 
cities will be referred to by their historically appropriate names. 
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resistance with the aid of Russian forces. Forcibly rejoined to the Empire, Hungary was 

punished with the loss of her sovereignty.17 

 In the ensuing decades, the empire was severely weakened by a string of 

humiliating military losses, culminating with its defeat by Prussia at Sadowa in 1866.18 

Hungary had gradually reclaimed its historic privileges in a series of constitutional 

reforms. With �W�K�H���+�D�S�V�E�X�U�J�¶�V loss to Prussia, the monarchy�¶�V��very existence was 

threatened; it needed Hungary�¶�V���V�X�S�S�R�U�W more than ever. The structure of the monarchy 

was redefined in the Ausgleich (Compromise) of 186�������Z�K�L�F�K���H�V�W�D�E�O�L�V�K�H�G���W�K�H���³�G�X�Dl-

monarchy�  ́of Austria-Hungary. They were now two separate nations under a single ruler, 

Franz Joseph (1830�±1916), who was declared Emperor of Austria and King of Hungary. 

Each nation would be governed separately, excepting in matters of defense and foreign 

policy. The Ausgleich was a triumph for Hungary and especially the Magyar, who were 

given free rein in their portion of the e�P�S�L�U�H�����$�V���I�R�U���$�X�V�W�U�L�D�����³�L�W���Z�D�V���Q�R�W���H�D�V�\���������������W�R��

accept Hungary as an equal partner, when formerly she had been regarded as a mere 

province of the e�P�S�L�U�H���´19 This general arrangement was maintained until �W�K�H���H�P�S�L�U�H�¶�V��

dissolution in 1918. 

 H�X�Q�J�D�U�\�¶�V���V�W�D�W�X�V���L�Q���W�K�H���H�P�S�L�U�H��was volatile during the mid-nineteenth century. 

The brief elation of independence in 1849 was quickly followed by the humiliation of 

defeat, but then, it took Hungary only eighteen years before being �G�H�F�O�D�U�H�G���$�X�V�W�U�L�D�¶�V��

                                                           
17. Kann, The Multinational Empire, 1:17. 

18. Mason, The Dissolution of the Austro-Hungarian Empire, 5�±7. 

19. Ibid., 7. 
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political equal. These changes were felt profoundly in Vienna, where the empire�¶�V��

politics were the local gossip. Each major event brought larger floods of immigrants to 

the capital in search of employment.20 These migrations included Hungarians, who were 

increasingly visible in Vienna following their failed revolution.21  

 Nowhere did art and politics intermingle more than in Vienna, and especially in 

its theaters and dance halls. Dance music was often associated with patriotism and 

nationalism.22 �9�L�H�Q�Q�D�¶�V audiences were both socially and ethnically mixed, with 

Hungarians well represented.23 Politicians frequented these venues, even making deals 

while attending them.24 Vienna was obsessed with its entertainment; in no other capital 

could a theater review garner more attention than a major political scandal. 

 Johann Strauss Jr. was at the heart of this unique cultural and political dynamic. 

He based much of his music on local news and events.25 Music was taken so seriously in 

Vienna that a successful Strauss premiere in a foreign capital, such as Paris or Berlin, was 

equated with a political victory.26 As the �H�P�S�L�U�H�¶�V government grew increasingly  

                                                           
20. Alice M. Hanson, Musical Life in Biedermeier Vienna (Cambridge: Cambridge University 

Press, 1985), 9; Crittenden, Johann Strauss and Vienna, 35, 171. 

21. Jonathan Bellman, The Style Hongrois in the Music of Western Europe (Boston: Northeastern 
University Press, 1993), 177�±78. 

22. Hanson, Musical Life, 194. 

23. Ibid., 164�±65; Crittenden, Johann Strauss and Vienna, 13, 34. 

24. Crittenden, Johann Strauss and Vienna, 2, 29. 

25. Ibid., 5. 

26. Gartenberg, Johann Strauss, 239. 
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�)�L�J�X�U�H���������³�6�W�D�W�H���5�H�V�F�X�H���3�U�R�S�R�V�D�O�´�² A Viennese political cartoon, 188127 

 

dysfunctional, the Viennese increasingly turned to art and culture for escape. An 1881 

political cartoon depicts Strauss leading parliament with his violin, coercing its members 

�W�R���G�D�Q�F�H�����I�L�J�X�U�H�����������$�X�V�W�U�L�D�¶�V���U�H�O�D�W�L�R�Q�V���Z�L�W�K���+�X�Q�J�D�U�\���Z�H�U�H���I�U�H�T�X�H�Q�W�O�\���V�W�U�D�L�Q�H�G���G�X�U�L�Q�J���W�K�L�V��

period, and the press latched onto Strauss in attempts to project imperial unity.28 

 S�W�U�D�X�V�V�¶�V���D�X�G�L�H�Q�F�H���H�[�S�H�F�W�H�G���L�W�V cosmopolitan character to be reflected in his 

musical programming.29 While the overwhelming majority of his music is unquestionably 

                                                           
27. Ernst Decsey, Johann Strauss: Ein Wiener Buch (Stuttgart: Deutsche Verlags-Anstalt, 1922), 

plate between pp. 80 and 81. 

28. Crittenden, Johann Strauss and Vienna, 93. 

29. Ibid., 37. 
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Austrian in character, Strauss composed a small group of pieces related by compositional 

context to Hungarians and/or Gypsies.30 The present study confirms that Strauss chose to 

compose these works in the style hongrois, or Hungarian style (table 1). That style, based 

on verbunk music as transmitted by Rom musicians, was used by many other Western 

composers�² from Wolfgang Amadeus Mozart (1756�±91) to Maurice Ravel (1875�±

1937).31 

 

Table 1. Works by Johann Strauss Jr. in the style hongrois 

Title         Opus  Year 
Pesther Csárdás       23   1846 
Irene Waltz        32  1847 
Revolution March       54  1848 
Crown March        139  1853 
Sympathienklänge, Polka      246  1861 
Éljen a Magyár!, Polka schnell     332   1869 
Die Fledermaus        WoO  1874 
 (including) No. 10: Csárdás 
   No. 11b: Ballet 
Der Zigeunerbaron       WoO  1885 

(including) Overture 
  No. 6: Zigeunerlied 
  No. 7: Finale I 
  No.10: Ensemble ���*�\�S�V�L�H�V�¶���&�K�R�U�X�V�� 

   No. 12a: Werbelied (and Csárdás) 
Ritter Pásmán        441  1892 

(including) Csárdás from Act Three Ballet 
Csárdás (composed for Die Fledermaus)    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 people from a modern vantage; while 
Gypsy refers to the nineteenth-century, 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.32 Although it was known to exist�² even turning up in major works by Schubert 

and Brahms�² it was considered to be crude and unworthy of critical comment.33 This 

bias also applied to the �³Hungarian�  ́works of Strauss, which were no more than 

mentioned as being in the Hungarian style. Another likely reason for this lack of 

scholarly attention was that, at that time, Gypsy music was commonplace and therefore 

commonly understood. This is no longer the case, especially in America�² where Rom 

musicians are less common and have adopted other musical styles.34 

 Modern style hongrois research began with the work of Jonathan Bellman, who 

published the only modern book-length study on the subject in 1993.35 Bellman has been 

followed by other scholars in identifying specific musical characteristics related to the 

style hongrois and applying those to the music of well-known composers, such as Franz 

Schubert (1797�±1828), Robert Schumann (1810�±56), and Brahms. Bellman dismisses 

Johann Strauss Jr. as belonging to the twilight of the style hongrois�����Z�K�H�Q���³�W�K�H���*�\�S�V�\��

idiom was gradually becoming a series of tired clichés rather than a vibrant musical 

dialect. . . . [Strauss] had the Viennese sensibility in mind, after all, and by this time 

�*�\�S�V�\���H�Q�W�H�U�W�D�L�Q�H�U�V���S�U�R�E�D�E�O�\���H�[�F�H�O�O�H�G���L�Q���W�K�H���Z�D�O�W�]���D�O�R�Q�J���Z�L�W�K���H�Y�H�U�\�W�K�L�Q�J���H�O�V�H���´36 

                                                           
32. The notable exceptio�Q���L�V���/�L�V�]�W�¶�V���F�R�Q�W�U�R�Y�H�U�V�L�D�O���E�R�R�N�����V�H�H��Franz Liszt, The Gipsy in Music, trans. 

Edwin Evans, 2 vols. (London: William Reeves, [1926]). 

33. John Daverio, Crossing Paths: Schubert, Schumann, and Brahms (Oxford: Oxford University 
Press, 2002), 211. 

34. Bellman, The Style Hongrois, 219. 

35. Ibid. 

36. Ibid., 215�±16. 
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 �&�D�P�L�O�O�H���&�U�L�W�W�H�Q�G�H�Q�����L�Q���D���S�H�Q�H�W�U�D�W�L�Q�J���V�W�X�G�\���R�I���6�W�U�D�X�V�V�¶�V���R�S�H�U�H�W�W�D�V�����S�U�H�F�L�V�H�O�\���G�H�I�L�Q�H�V��

�W�K�D�W���³�9�L�H�Q�Q�H�V�H���V�H�Q�V�L�E�L�O�L�W�\���´37 Far from merely imitating Gypsy entertainers, Strauss used 

the style hongrois within his major operettas, Die Fledermaus and Der Zigeunerbaron, to 

mimic and comment on the complex relationships between both Austria and Hungary, 

and Austrians and Hungarians in Vienna. While Crittenden relates a few numbers from 

Strauss operettas to the style hongrois as defined by Bellman, the study is directed 

towards �X�Q�G�H�U�V�W�D�Q�G�L�Q�J���6�W�U�D�X�V�V�¶�V���R�S�H�U�H�W�W�D�V���Z�L�W�K�L�Q���D���E�U�R�D�G���V�R�F�L�D�O���D�Q�G���S�R�O�L�W�L�F�D�O���F�R�Q�W�H�[�W. 

Other scholars�² including Csilla �3�H�W�K������Shay Loya, and Catherine Mayes�² have 

reexamined original Hungarian sources and thereby expanded the understanding of what 

musical gestures make up the style hongrois.  

 The present study relates �W�K�L�V���U�H�F�H�Q�W���V�F�K�R�O�D�U�V�K�L�S���W�R���W�K�H���I�X�O�O���E�R�G�\���R�I���6�W�U�D�X�V�V�¶�V 

Hungarian works. The compositions examined span the years 1846�±97�² a period that 

encompasses the Magyar Revolution of 1849, the Ausgleich of 1867, and their respective 

aftermaths. Each work was premiered in either Vienna or Hungary, and evoked 

immediate recognition of a Hungarian style from its original audience. Strauss was a 

living symbol of Austria�² an Austria deeply intertwined with Hungary. This study will 

demonstrate that Strauss chose to compose in the style hongrois on a number of occasions 

throughout his career. This decision embodies musically the unique relationship between 

Austria and Hungary. These works have not previously been examined in relation to one 

another. This study will attempt to explain in precise musical terms what it means that 

Strauss composed in the style hongrois, and �K�R�Z���6�W�U�D�X�V�V�¶�V���X�V�H���R�I���W�K�H���V�W�\�O�H���H�Y�R�O�Y�H�G���R�Y�H�U��

                                                           
37. Crittenden, Johann Strauss and Vienna. 
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time. It is the aim of this study to contribute to an understanding of the evolution of the 

style hongrois in the nineteenth century and to Strauss scholarship by providing the 

context for a deeper appreciation of these works. A basic understanding of the Magyar 

and Rom music that Strauss imitated may further contribute to informed performances of 

these works. Some interpretive thoughts are offered in appendix A. 
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CHAPTER TWO: ORIGINS OF THE STYLE HONGROIS 

 

 The style hongrois is the musical style used by Western, and especially Austro-

German, composers to imitate or evoke Hungarian-Gypsy music.38 The forces which 

combined to produce this musical phenomenon are complexly related, and tracing the 

roots of the style is no simple task because multiple sources contributed to its creation. It 

evolved through a fascinating cross-pollination of influences�² a musical melting pot of 

culture and migration. The body of music which directly contributed to the style hongrois 

is narrow, and much worthwhile music�² for example, Magyar folk music�² will 

consequently not be considered in this study. The following historical narrative 

summarizes the complicated historical evolution of the style. When considering the style 

hongrois, the adage �³perception is reality�  ́holds true. Ultimately, it was a creation of 

nineteenth-century Germanic culture, and its history will be narrated primarily from a 

Western viewpoint. 

 It is recorded that a nomadic people migrated into western Europe from the 

Balkan and Romanian regions around 1410 AD.39 They referred to themselves as Rom, 

but Europeans developed various other names for them.40 Gypsy was the most common, 

                                                           
38. Bellman, The Style Hongrois, 11; �&�D�W�K�H�U�L�Q�H���0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P����

Viennese Adaptations of Hungarian-�*�\�S�V�\���0�X�V�L�F���D�U�R�X�Q�G�������������´��Eighteenth-Century Music 6 (2009): 162. 
Style hongrois is French for Hungarian style. 

39. Bálint Sárosi, Gypsy Music, trans. Fred Macnicol (Budapest: Corvina, 1978), 11�±17. 

40. There is disagreement on spelling; Roma, Romani, and Romany may be encountered. The 
Rom should not be confused with the Romanians or Romans. 
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reflecting European ignorance of whence they came.41 The Rom, being a nomadic 

people, had themselves forgotten their ancestry. It was not until the late eighteenth 

century, through comparative linguistic analysis, that it was determined that they came 

from the Indian subcontinent and migrated west between the fifth and tenth centuries 

AD.42 These �³Gypsies�  ́reached Hungary by at least 1423, when they were issued safe 

conduct and a guarantee of liberties by the King of Hungary. While some of these Rom 

assimilated into Hungarian society, many resisted�² maintaining their language, nomadic 

lifestyle, and lack of established religion. This resulted in their sometimes violent 

persecution; the Gypsies were banished from most of western Europe by the late fifteenth 

century.43 They found greater tolerance in eastern Europe, including Hungary, and many 

remained there. A second wave of Rom migration occurred in the seventeenth century, 

greatly increasing their numbers within Europe.44 

 Although the Hungary to which the Rom arrived in the fifteenth century was 

already ethnically mixed, the ruling race were the Magyar. They had migrated into the 

Carpathian Basin�² the area that would become Hungary�² from the Ural Mountains by 

the early ninth century.45 The first King of Hungary was crowned in 1000 AD. Within 

                                                           
41. The etymology of Gypsy relates to Egypt. 

42. This discovery was first published in Vienna in 1776. 

43. Their banishment from Spain in 1492 was largely unsuccessful. Those Gypsies and their 
musical traditions remained unassociated with their distant Hungarian relatives. 

44. Sárosi, Gypsy Music, 21. 

45. Bence Szabolcsi and György Kroó, A Concise History of Hungarian Music, 2nd ed., trans. 
Sára 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 Hungarians had converted to Christianity under the Roman Church. 

The Rom arrived to a fully developed feudal society, but they preferred living in tents and 

settled on the outskirts of cities where supplies could easily be obtained.46 This gave rise 

to their widespread adoption of trades like smithery and jewelry. 

 The reforms of the Council of Trent during the sixteenth century discouraged 

dancing and secular music-making. This made it socially unacceptable for Hungarians to 

become musicians.47 The entrepreneurial Rom, unencumbered by these religious 

restrictions, gradually filled that vocational void.48 These Rom-Gypsies had no musical 

heritage of their own and gladly took up Hungarian national music as their own.49 The 

Rom social structure�² where the son learned the profession of his father�² lent itself to 

propagating skilled musicians.50 Gypsies developed into the de facto musicians of 

Hungary, and by the late eighteenth century�² when professional Gypsy bands emerged�²

music was the most desirable profession to which a Rom youth could aspire.  

                                                           
46. Sárosi, Gypsy Music, 17. 

47. Bellman, The Style Hongrois, 15�±16. 

48. Sárosi, Gypsy Music, 20. 

49. Ibid., 23�±���������%�p�O�D���%�D�U�W�y�N�����³�*�\�S�V�\���0�X�V�L�F���R�U���+�X�Q�J�D�U�L�D�Q���0�X�V�L�F�"�´��Musical Quarterly 33 (1947): 
241. A similar process occurred in Bulgaria; see Sárosi, Gypsy Music, 35. 

50. Sárosi, Gypsy Music, 60�±61. 
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The Verbunkos51 

 

 The crown of Hungary fell into Hapsburg hands in 1526. The Kuruc period, 

1671�±1711, was one of fierce Hungarian military resistance to Hapsburg rule. In its last 

stage, Prince Rákóczi famously led his Kuruc rebels against Austrian forces. While these 

�U�H�E�H�O�O�L�R�Q�V���F�D�P�H���W�R���D�Q���H�Q�G���W�K�U�R�X�J�K���+�X�Q�J�D�U�\�¶�V���G�H�I�H�D�W���D�Q�G���V�L�J�Q�L�Q�J���R�I���W�K�H���7�U�H�D�W�\���R�I���6�]�D�W�P�D�U��

in 1711, they remained a source of Hungarian pride and nationalism. Through the 

remainder of the eighteenth century, Hapsburg rulers attempted to reform the rebellious 

Hungarians through Germanic cultural assimilation. Concurrently, Hungarian men were 

recruited into the e�P�S�L�U�H�¶s military. 

 The verbunkos was a product of these two forces. The word derives from the 

German verb werben (to recruit), which reflects its origins as a tool for the Austrian-led 

army.52 The verbunkos was an elaborate recruitment ceremony based on male dance, 

designed from the outset to celebrate and promote Hungarian culture (so that Hungarian 

youths would enlist). Imagery taken from the Hussars�² �+�X�Q�J�D�U�\�¶�V���I�D�P�R�X�V���F�D�Y�D�O�U�\�² was 

exploited in the verbunkos; including long moustaches, baggy pants, curved swords, and 

spurs (figure 2). 

 Music was an integral part of the verbunkos, and a new genre of dance music was 

created for the purpose. At that time�² the mid-eighteenth century�² German musicians  

 
                                                           

51. Verbunkos and verbunk are sometimes used interchangeably. For clarity, verbunkos will here 
refer to the recruitment ceremony, and verbunk to the musical genre and style. 

52. Sárosi, Gypsy Music, 86�±89. 
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Figure 2. A typical verbunkos53 

 

�G�R�P�L�Q�D�W�H�G���+�X�Q�J�D�U�\�¶�V���P�X�V�L�Fal culture, in part because the Magyar lacked a strong 

musical heritage.54 These imported German musicians came to aid Hungarians in 

establishing a new Hungarian national music tradition, and thereby elevat�H���W�K�H���³�F�U�X�G�H�´��

music of Hungary to the high levels achieved by Germans. It is unsurprising, then, that 

these Germans brought their musical traditions with them; the earliest verbunk, published 

around 1780, were already incorporating German classical music techniques alongside 

preexisting Hungarian folk music.55 

                                                           
53. Szabolcsi, A Concise History of Hungarian Music, 52. 

54. Ibid., 53�±54. 

55�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´���������±65; �&�V�L�O�O�D���3�H�W�K�������³Style Hongrois: 
�+�X�Q�J�D�U�L�D�Q���(�O�H�P�H�Q�W�V���L�Q���W�K�H���:�R�U�N�V���R�I���+�D�\�G�Q�����%�H�H�W�K�R�Y�H�Q�����:�H�E�H�U�����D�Q�G���6�F�K�X�E�H�U�W���´��Studia Musicologica 
Academiae Scientiarum Hungaricae 41 (2000): 199, 206, 213; Sárosi, Gypsy Music, 110�±11. 
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 Verbunkos music was, in part, a product of a Magyar nationalism movement. In 

order to promote this nationalism, the Magyar zealously produced and promoted all 

things supposedly reflecting their heritage. Although the verbunk actually emerged under 

a mix of influences, this did not prevent it from quickly assuming the roles of national 

dance and music within Hungary.56 The verbunk, also called the magyar, became as 

much a symbol of Hungarian culture as the Hungarian language.57 Its national identity 

was later intensified through the work of the great verbunk composer János Bihari (1764�±

1827).58 Bihari incorporated into his music old Hungarian patriotic tunes from the Kuruc 

period, including the Rákóczi march and song.59 His performances became a showcase of 

Hungarian culture for important Western visitors. 

 The emergence of professional Gypsy bands coincided with the development of 

the verbunk.60 These bands provided music for verbunkos recruitment ceremonies, and as 

the music became increasingly popular, performed it elsewhere. The history of 

Hungarian-Gypsy musicians and verbunk music became intertwined. Gypsy bands helped 

promote verbunk music, and that music became their core repertoire.61 Because of the 

strong ties between Gypsy musicians and Hungarian nationalism, Gypsies enjoyed a 

                                                           
56. Szabolcsi, A Concise History of Hungarian Music, 54. 

57. Sárosi, Gypsy Music, 93. 

58. Ibid., 76�±78. 

59. Even though it dates from the appropriate period, this music cannot be tied to the historic 
Prince Rákóczi as is sometimes claimed. 

60. Sárosi, Gypsy Music, 55. 

61. Szabolcsi, A Concise History of Hungarian Music�������������0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\��
�(�[�R�W�L�F�L�V�P���´���������� 
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further boost through their�² mostly musical�² participation in the failed revolution of 

1849, and the waxing of nationalistic sentiment afterward.62 

 This background is pertinent because the verbunk repertoire formed the basis for 

the style hongrois.63 The primary source material for composers of the style hongrois was 

Gypsy performances performing verbunk. A secondary source for these Gypsy 

performances was the nóta�² a song repertoire composed by Hungarian noblemen in the 

nineteenth century.64 The melodies of these songs closely mimicked the distinct 

inflections of Hungarian speech, and much of their effect on the style hongrois derives 

from that trait. Gypsy bands were not known for their vocal performances, and any nóta-

influenced transmission likely occurred via instrumental performance.65 It is also 

noteworthy that the verbunk and nóta repertoires were themselves developing at the same 

time that they were being used as source material for the style hongrois. The verbunk and 

nóta were evolving genres; in this respect they were distinct from Janissary music�² the 

source music for the Turkish style�² which was no longer being encountered by 

Westerners. 

 Although Gypsies did not contribute a musical repertoire of their own, they 

certainly shaped the style hongrois beyond the mere performance of Magyar music. As 

much as the musical repertoire itself, it was the Gypsy performing traditions which 

                                                           
62. Sárosi, Gypsy Music, 120. 

63�����3�H�W�K�������³�6�W�\�O�H���+�R�Q�J�U�R�L�V���´���������� 

64. Bellman, The Style Hongrois, 20�±21. 

65. Ibid., 210. 
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colored Western accounts. An important source of secondary influence came via the East. 

In the sixteenth and seventeenth centuries�² before the age of Gypsy bands�² Rom 

musicians in Hungary had significant contact with the Ottoman Turks, who intermittently 

occupied the region.66 The familiar Eastern-tinted sound of Gypsy bands was likely 

acquired through this interaction. It also probably caused confusion for Western 

composers; the first instances of the style hongrois�² in the late eighteenth century�² are 

mixed with the Turkish style, which was then peaking in popularity. 

  

                                                           
66. Sárosi, Gypsy Music, 58. 
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Western Dissemination 

 

 Vienna, the imperial capital, was ideally situated to influence�² and be influenced 

by�² Gypsy musicians from arriving from Hungary. Vienna was we�V�W�H�U�Q���(�X�U�R�S�H�¶�V��

historic gateway to the East. It had famously withstood two sieges by the Ottoman Turks, 

and was the economic and cultural capital of the empire�² situated only forty-five miles 

from the Hungarian border, and 150 miles from Budapest. It also was the center of 

Western music throughout this period; great composers flocked to the Imperial City. 

 Vienna was not, however, entirely open to visiting musicians. The e�P�S�L�U�H�¶�V��vast 

bureaucracy placed heavy restrictions on travel, especially for performing artists.67 Such 

restrictions would gradually be eased as the nineteenth century progressed. Through the 

first half of the nineteenth century, Vienna was known as a stalwart of traditional culture 

and values; the cramped medieval streets of the city-center remained enclosed in vast, 

fortified walls until these were demolished to make way for the Ringstrasse building 

projects of the 1860s and 1870s. 

 Evidence of Gypsy performances in the capital is scarce. This does not suggest 

that they did not perform there, only that their performances were mostly unremarkable.68 

The opportunity and proximity of Vienna certainly would have been an irresistible draw 

for enterprising Rom musicians. It is also notable that the first great Gypsy bands 

                                                           
67. Hanson, Musical Life, 180. 

68�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´���������� 
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originated from the Hungarian districts nearest Vienna.69 The Galánta Gypsies performed 

in Vienna in 1787, and their music was even transcribed by inquisitive Viennese 

composers.70 Transylvanian Gypsies are supposed to have made it to the capital before 

the Galánta Gypsies.71 Bihari made frequent appearances after 1800, even performing at 

the Congress of Vienna.72 Likewise, later in the century the famous Gypsy musician 

Jancsi Sági Balog (1803�±76) made regular stops in Vienna.73 

 These performances were publicized events by well-known Gypsy performers. 

Lesser-known Gypsy bands played wherever they could�² at inns, markets, fairs, 

weddings, resorts, and even sessions of parliament.74 Another way that Gypsy music 

infiltrated Vienna was through the printing press. The Hungarian publishing industry was 

underdeveloped, and most verbunk publishing took place in Vienna.75 While the bulk of 

the sheet music was shipped to Hungary, some remained to supply a growing fascination 

for the Viennese. 

 Western impressions of Gypsy musical performances were deeply influenced by 

Rom stereotypes. While the Rom had migrated from the east, they were not, as 

                                                           
69. Sárosi, Gypsy Music, 67�±68. 

70�����3�H�W�K�������³�6�W�\�O�H���+�R�Q�J�U�R�L�V���´������0. 

71. Sárosi, Gypsy Music, 203. 

72�����,�E�L�G���������������3�H�W�K�������³�6�W�\�O�H���+�R�Q�J�U�R�L�V���´���������� 

73. Sárosi, Gypsy Music, 122. 

74. Ibid., 210�±11; Sárosi, �³�*�\�S�V�\���0�X�V�L�F�L�D�Q�V���D�Q�G���+�X�Q�J�D�U�L�D�Q���3�H�D�V�D�Q�W���0�X�V�L�F���´��Yearbook of the 
International Folk Music Council 2 (1970): 16. 

75�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´���������±68. 
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Europeans believed, descendants of the countries from which they immediately migrated. 

Western names for the Rom reflect this confusion. They were variously called Gypsies, 

Bohemians, Saracens, Nubians, Tartars, and Hungarians.76 

 Gypsy musicians performing in Vienna were, therefore, often confused with 

lower-class Magyar Hungarians, and so were linked �Z�L�W�K���$�X�V�W�U�L�D�Q�V�¶���Pisconceptions 

concerning Magyar. Although Hunga�U�\���Z�D�V���$�X�V�W�U�L�D�¶�V��neighbor and political partner, 

Hungarians were sometimes viewed by ignorant Viennese as savage, uncivilized 

foreigners from the East.77 Even though the Magyar had developed a sophisticated 

society and long-standing monarchy, they were believed to still be the wild, nomadic, 

horse-riding tribesmen who had occupied the region in the ninth century.78 Additionally, 

because the Magyar had allied themselves with the Ottoman Turks against the Austrians 

in the sixteenth and seventeenth centuries, Austrians continued to associate the two 

groups, and consequently, Austrians generally distrusted them. 

 The Rom did little to combat these stereotypes. They were, like Hungarians and 

unlike Austrians, typically darker skinned. They lived as outsiders, refusing to assimilate 

into the pervading culture. As societal outsiders, the Rom were attributed with all the 

fears and fascinations Westerners associated with the unknown.79 The music of Rom 

                                                           
76�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´��11�±12. It is noteworthy that although the Rom 

came from India the term Indian was not used for them. That term was instead used (incorrectly) at this 
time to refer to the native people of the Americas. 

77. Ibid., 180�±81. 

78. Bellman, The Style Hongrois, 25�±30. 

79. Ibid., 22, 70. 
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performers even sounded Eastern. They used instruments of Eastern provenance, and 

their ensembles resembled Turkish ones.80 

 From the perspective of musical authenticity, little stock should be placed in early 

descriptions of Gypsy musical performances. However, from the perspective of 

understanding the development of the style hongrois, these descriptions are of 

considerable interest. While descriptions of specific musical details mostly align with the 

elements of the style hongrois, the vast majority of the descriptions were filled with 

vague impressions colored by the witnesses�¶ preconceptions of Gypsies and frequently 

garbed in nineteenth-century verbosity. 

 �³�>�*�\�S�V�\�@���P�X�V�L�F���K�D�V���D���V�W�\�O�H���Z�L�W�K���V�R���U�H�P�D�U�N�D�E�O�H���D���V�S�H�F�L�D�O���L�P�S�U�L�Q�W���W�K�D�W���L�W���L�V���Q�R�Z�K�H�U�H��

�H�O�V�H���W�R���E�H���P�H�W���Z�L�W�K���´81 As with the Gypsies themselves, their music was perceived as �³�Q�R�W��

�E�H�L�Q�J���E�R�X�Q�G���E�\���D�Q�\���N�L�Q�G���R�I���U�X�O�H���´82 �³�,t is a maze of melodies, in which one staggers 

around���´ 83 �³The harmony itself takes place without [obeying] all the rules of music���´84 

which results in �³�D�Q���X�Q�V�S�H�D�N�D�E�O�H���F�R�Q�I�X�V�L�R�Q���R�I���N�H�\�V���´85 Observers were eminently 

fascinated with the Gypsy practice of performing without printed music, imputing them 

with �X�Q�L�T�X�H���S�R�Z�H�U�V���R�I���L�P�S�U�R�Y�L�V�D�W�L�R�Q�����7�K�H�L�U���S�H�U�I�R�U�P�D�Q�F�H�V���³are the immediate product of 

                                                           
80. Bellman, The Style Hongrois, 14�±15. 

81. Liszt, The Gipsy in Music, 271. 

82. Bellman, The Style Hongrois, 20. 

83�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J��an Early Exotic�L�V�P���´��������. 

84. Ibid., 161. 

85. Ibid., 162. 
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the imagination���´86 These early Western impressions established the context in which 

Western composers began to incorporate this style into their own music. 

  

                                                           
86. �0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´��������. 
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Beginnings 

 

 The style hongrois emerged under auspicious historical and cultural 

circumstances. The verbunk repertoire emerged, and Gypsy bands began appearing in 

Vienna, at the time when composers�² such as Mozart, Haydn, and Beethoven�² were 

defining the course of Western music. Even still, the evolution of the style hongrois was 

somewhat encumbered by the Westerner�¶�V���J�H�Q�H�U�D�O���F�R�Q�I�X�V�L�R�Q��by all things Eastern. At 

that time, both Hungarians and Gypsies had mistaken associations with the East, and it is 

unsurprising that the first instances of the style hongrois were far from accurate 

transcriptions, instead appearing blended with the Turkish style.87 The overture to 

�*�O�X�F�N�¶�V���R�S�H�U�D��La rencontre imprévue, which premiered in Vienna in 1764, is an early 

Viennese example of this blended style.88 Perhaps the most famous early example is the 

finale to �0�R�]�D�U�W�¶�V���³�7�X�U�N�L�V�K�´���9�L�R�O�L�Q���&�R�Q�F�H�U�W�R�����.. 219 (1775).89 

 The Turkish style (alla turca), the first exotic style adopted by Western 

composers, evolved from Western encounters with the Janissary military music of the 

Ottoman Turks in the late seventeenth and early eighteenth centuries.90 Europeans had 

driven back the Ottoman Turks�¶���P�L�O�L�W�D�U�\���D�G�Y�D�Q�F�H�V����most notably at the Second Siege of 

Vienna in 1683. This cultural contact unleashed a craze for all things (believed to be) 

                                                           
87�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´��164; Bellman, The Style Hongrois, 47. 

88. Bellman, The Style Hongrois, 48. 

89�����3�H�W�K�������³�6�W�\�O�H���+�R�Q�J�U�R�L�V���´���������� 

90. See Bellman, The Style Hongrois, 25�±45. 
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Turkish. Concurrently, a musical style imitating Janissary bands developed. Turkish 

operas became �I�D�V�K�L�R�Q�D�E�O�H�����H���J�����0�R�]�D�U�W�¶�V��Die Entführung aus dem Serail), and 

fortepianos were even fitted with Turkish sounding stops complete with bells and 

ratchets. Although recognized as a distinct musical style, the Turkish style overlapped 

somewhat in content with the style hongrois. 

 Some of the first to compose in the style hongrois benefited from direct contact 

with Hungary. Franz Joseph Haydn was born in Rohrau, an Austrian village near the 

Hungarian border. He was also employed for many years by the Esterházy family, liv ing 

at both Schloss Esterházy, near the Hungarian border, and Eszterháza�² a newly built 

palace in Hungary. An early example from his oeuvre is the �5�R�Q�G�R���D�O�O�¶�8�Q�J�K�H�U�H�V�H��from 

his Keyboard Concerto in D Major, H. XVIII:2  (1767).  

 Beethoven heard the famous Gypsy violinist Bihari on multiple occasions, and 

Schubert composed his Hungarian Melodies, D. 817, while visiting that country.91 These 

composers most probably heard Gypsy performances in both Vienna and Hungary. 

 Besides the examples of prominent composers, who usually incorporated style 

hongrois sections into larger instrumental works, Vienna saw a flood of Hungarian 

Hausmusik�² sets of keyboard dances intended for amateur musicians. The first of these 

was published in 1784, and they continued to be published regularly into the 1820s.92 

Although these works contained exotic titles and prefaces filled with evocative 

descriptions of Gypsy performances, there was little actually exotic in the music. As with 

                                                           
91�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´���������� 

92. Ibid., 167. 



43 
 

�W�K�H���7�X�U�N�L�V�K���F�U�D�]�H�����9�L�H�Q�Q�D�¶�V���I�D�V�F�L�Q�D�W�L�R�Q���Z�L�W�K���*�\�S�V�L�H�V��also surfaced at the opera house. 

Der Zigeuner (�³�7�K�H���*�\�S�V�\� )́ by Christian Neefe (1748�±98)�² which premiered in 

Frankfurt in 1777�² drew upon Gypsy legends in its libretto but was devoid of the style 

hongrois in its score.93 

 These early attempts in the style hongrois (to 1800) were necessarily softened by 

social confusions surrounding Hungarians and Gypsies, and the temporary overlap with 

the Turkish craze. With the rise of Romanticism in music, the growing sophistication of 

the verbunk repertoire, and the fading of the Turkish style in the second and third decades 

of the nineteenth century�² the style hongrois more fully developed in its own right. Style 

hongrois champions of the nineteenth century included Liszt and Brahms. As will be 

demonstrated, a separate style hongrois tradition emerged with the great Viennese dance 

composers. 

  

                                                           
93. Bellman, The Style Hongrois, 62�±63. 
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CHAPTER THREE: A STYLE HONGOIS LEXICON 

 

 This chapter offers a lexicon of style hongrois traits and gestures. It is meant as 

reference for the subsequent examination of the music of Johann Strauss Jr. The content 

of the lexicon represents an amalgamation of relevant style hongrois scholarship; no 

previous single source relates all of these gestures. Nonstandard terminology�² much of it 

redundant and overlapping�² has been clarified. Each trait is described briefly, and where 

useful, concise examples from the standard repertoire intended to illustrate typical use of 

those traits follow. This chapter does not aim to trace the origins of specific gestures; 

such information may be obtained from the cited sources. The lexicon has been organized 

into categories to facilitate original observations on how individual gestures reflect more 

general properties of the style hongrois. 
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General Style and Formal Features 

 

 The style hongrois derived primarily from the verbunk repertoire.94 Several terms 

are associated with this genre, its large formal components, and the style associated with 

each section. Verbunk or verbunkos may refer to the actual military recruitment 

ceremony, its accompanying dance, the musical repertoire associated with these dances, 

or the associated musical style. A verbunk is in two parts: slow then fast. Magyar is an 

early and less-common term for verbunk, while csárdás is a later term and may refer to 

the whole piece or to the slow section alone.95 

 A better term for the slow section is lassan or lassu.96 The musical style of this 

slow section is the slow-verbunk or hallgató style. Its character is supposedly derived 

from traditional Hungarian songs and the processional nature of the verbunkos 

introductory section.97 Its general musical features (e.g. rhapsodic nature, dotted rhythms, 

excessive ornamentation) are described �E�H�O�R�Z�����3�H�W�K����distinguished three categories of the 

slow-verbunk style�² giusto, cantabile, and improvised�² distinguishable by their tempo, 

amount of ornamentation, and degree of improvisatory feeling.98 

                                                           
94. See chapter 2. 

95. Sárosi, Gypsy Music, 85; Szabolcsi, A Concise History of Hungarian Music, 63. The alternate 
spelling czárdás may also be encountered. 

96. Bellman, The Style, 21. 

97. Ibid., 17. 

98�����3�H�W�K�������³Style Hongrois���´��216. 



46 
 

 The improvisatory aspect of the slow-verbunk style deserves elaboration. 

Traditional Gypsy bands were renowned for performing without the aid of printed music, 

and their performances reportedly brimmed with extreme fluctuation of tempo and 

mood.99 While style hongrois practice sometimes employed rubato tempo indications, 

implications of rubato also manifest themselves through formal and harmonic traits. 

Naturally, the greatest transmitter of improvisatory and rubato stylistic aspects was 

performance practice itself; unfortunately the period under consideration predates the era 

of sound recording and written accounts were not sufficiently precise for a rigorous 

musical analysis.100 

 Gypsy bands were typically led by a soloist�² usually a fiddler or wind player. 

Solo interjections were commonplace in the slow-verbunk style, as either brief cadenzas 

or slight flourishes.101 The tarógató was a traditional Hungarian wind instrument�²

loosely related to the modern clarinet�² that was adopted into Gypsy bands (figure 3).102 

Soloistic, somewhat shrill, and ornamented woodwind writing may be considered in the 

tarógató style, and was most commonly written for the clarinet or oboe. 

 The fast section of a verbunk is a friss, friska, or cifra. The corresponding musical 

style�² or friss style�² was originally intended to accompany wild dancing and heel- 

                                                           
99�����&�D�W�K�H�U�L�Q�H���0�D�\�H�V�����³�'�R�P�H�V�W�L�F�D�W�L�Q�J���W�K�H���)�R�U�H�L�J�Q�����+�X�Q�J�D�U�L�D�Q-Gypsy Music in Vienna at the Turn 

�R�I���W�K�H���1�L�Q�H�W�H�H�Q�W�K���&�H�Q�W�X�U�\�´�����3�K�'���G�L�V�V�������&�R�U�Q�H�O�O���8�Q�L�Y�H�U�V�L�W�\���������������������������6�i�U�R�V�L����Gypsy Music, 245. 

100�����6�K�D�\���/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�Rtypes: Harmony and Structure in the Verbunkos �,�G�L�R�P���´��
Journal of Musicological Research 27 (2008): 275. 

101. Bellman, The Style Hongrois, 98�±104. 

102. Sárosi, Gypsy Music, 216. 
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Figure 3. Kuruc rider playing a tarógató103 

 

clicking.104 The friss style is characterized by a rapid, perpetually animated melody and 

frequent syncopation in both the melody and accompaniment. The change from a slow to 

fast tempo represents a rigid, simplified manifestation of a broader verbunk trait�² a 

large-scale acceleration of tempo.105 The friss section often perpetuates this acceleration, 

and can sometimes reach dizzying speeds. The expansion of the acceleration process 

commonly leads to a specific type of coda, the figura or toldalék.106 In addition to a 

quickening of tempo, the figura coda typically features tonal stasis, the repetition of small 

                                                           
103. Tárogató �&�H�Q�W�H�U�����³�7�K�H���+�L�V�W�R�U�\���R�I���W�K�H��Tárogató���´��Tárogató Center, 

http://www.tarogatocenter.hu/en/1.htm (accessed June 18, 2012). 

104. Bellman, The Style Hongrois, 17, 21. 

105�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������� 

106�����3�H�W�K�������³Style Hongrois���´���������� 
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melodic fragments, an increase in overall rhythmic activity, and melodies in the high 

register. 

 Certain formal traits are common to the style hongrois yet not specific to verbunk 

forms. An important secondary source is the nóta�² an aristocratic Magyar art-song 

repertoire. While many style hongrois traits�² especially rhythmic emphases mimicking 

the Hungarian language�² have been indirectly attributed to the nóta, at least one feature 

is directly traceable: immediately repeating a melodic strain while transposing it up by a 

certain interval. It is most commonly transposed up by a third, fourth, or fifth; and in the 

process frequently changes modes (musical example 3.1).107 

 

Musical Example 3.1. Liszt, Hungarian Rhapsody No. 13, mm. 123�±34108 

 

                                                           
107�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������� 

108. Musical examples for Rhapsodies 11, 13, and 14 taken from Franz Liszt, Werke für Klavier 
zu Zwei Händen: Rhapsodien, ed. Emil von Sauer, Klavierwerke, vol. 2. (Leipzig: Peters, n.d.). 
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 Two further localized formal 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 the German school.109 The second is a truncated phrase construction 

which has been described as lopsided, asymmetrical, and uneven.110 In combination, 

these two traits provide style hongrois composers with some means of imitating the 

improvisatory nature of their verbunk sources. 

  

                                                           
109�����3�H�W�K�������³Style Hongrois���´�������������������� 

110. Ibid., 242. 
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Rhythm 

 

 This section describes individual rhythmic elements characteristic of the style 

hongrois. These elements have been grouped to illustrate shared rhythmic properties 

essential to their style hongrois identities. 

 The most general style hongrois rhythmic trait is duple meter; specifically �‡�• for 

the lassan section, and �“�• for the friss. This characteristic is so universal that 

commentators forgo explicitly mentioning it in discussions of style hongrois rhythmic 

practice.111 Even accounting for the distinctive cadenza-like arythmic sections of the 

style, one observes an absence of triple or compound meter (e.g. �”�• or �ß�Ÿ). A testimony to 

the ubiquity of duple meter lies in the complete absence of triple meter in the whole of 

�%�U�D�K�P�V�¶�V���+�X�Q�J�D�U�L�D�Q���'�D�Q�F�H�V���D�Q�G���/�L�V�]�W�¶�V���+�X�Q�J�D�U�L�D�Q���5�K�D�S�V�R�G�L�H�V�� 

 The general rhythmic process of weakening the traditional strong-beat emphasis 

encompasses many prominent style hongrois gestures. This broad trait may refer to any 

rhythmic device which eschews the traditional rhythmic hierarchy of strong accents on 

downbeats.112 One such example is the estam, or esztam�² a type of syncopated 

accompaniment. In estam, the offbeats are played by a different instrument or line than 

the on-the-beat bass line, although this is usually not practical in two-hand style hongrois 

keyboard works. Typically, the offbeats are explicitly accented; their emphasis has the 

                                                           
111. Bellman, The Style Hongrois, 62, 112. 

112�����0�D�\�H�V�����³�'�R�P�H�V�W�L�F�D�W�L�Q�J���W�K�H���)�R�U�H�L�J�Q���´�������±83. 
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effect of deemphasizing the onbeats.113 Estam was standard practice in Gypsy bands and 

became an accepted trait of the style hongrois. It was especially common in friss sections 

(musical example 3.2). 

 Another type of accompaniment�² the �G�&�Y���² may be viewed as an estam with 

unaccented notes replacing the rests of the strong beats.114 A standard �G�&�Y�� consists of 

quarter notes (musical example 3.3), while a variant�² the fast �G�&�Y���² consists of all 

eighth notes. Although the �G�&�Y�� was not a standard style hongrois device for Schubert, 

Liszt, or Brahms; it is included here�² alongside an authentic Gypsy example�² because it 

 

Musical Example 3.2. Schubert, �'�L�Y�H�U�W�L�V�V�H�P�H�Q�W���j���O�¶�K�R�Q�J�U�R�L�V�H, D. 818, mm. 207�±10115 

 

                                                           
113. Sárosi, Gypsy Music, 33�±�������������������0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P��� ́169. 

114. Sárosi, Gypsy Music, 225�±26. 

115. Musical examples taken from Franz Schubert, Werke für Klavier zu Vier Händen, ed. Christa 
Landon, Neue Ausgabe Sämtlicher Werke, ser. 7, abteilung 1, vol. 2 (Kassel, Ger.: Bärenreiter, 1978). 
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Musical Example 3.3. Authentic Gypsy Csárdás, transcribed by Bálint Sárosi,  
mm. 1�±4116 

 

 

was regularly employed by Strauss. 

 Much of the distinctive rhythmic content of the style hongrois derives from the 

Hungarian language. That language�² known by Hungarians themselves as Magyar�²

belongs to the Finno-Ugric language family and is most closely related to Finnish and 

Estonian.117 Continental Europe�² including all of western Europe�² is dominated by the 

Indo-European language group, of which Hungarian is not a member. A map representing 

areas where Indo-European languages are spoken reveals that Hungary is completely 

surrounded by Indo-European language-areas.118 This fact underscores a powerful source 

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

                                                           
116. Musical example taken from Sárosi, Gypsy Music, 232. 

117. Encyclopedia of Language and Linguistics�������Q�G���H�G�������V���Y�����³�8�U�D�O�L�F���/�D�Q�J�X�D�J�H�V�´�����E�\���$�Q�J�H�O�D��
Marcantonio), http://dx.doi.org.ezproxy2.library.arizona.edu/10.1016/B0-08-044854-2/04419-9 (accessed 
June 27, 2012). 

118. Encyclopedia Britannica Online�����V���Y�����³�,�Q�G�R-E�X�U�R�S�H�D�Q���O�D�Q�J�X�D�J�H�V���´��
http://www.britannica.com/EBchecked/topic/286368/Indo-European-languages (accessed June 27, 2012). 
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the alternative musical style employed by Western composers to evoke Hungarian 

culture, and, by extension, Gypsies as well. 

 The Hungarian language has a fixed word-stress on the first syllable of each 

word.119 Musical rhythmic transcription of such stresses places unstressed syllables after 

strong beats. Specific rhythmic figuration takes several forms, including the Lombard and 

anapest discussed below. In contrast, standard European rhythmic gestures typically 

incorporate pickups�² unstressed syllables before strong beats. This may be accounted for 

by Western language inflections�² 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 concept�² the fundamental difference between 

Hungarian and Western word-stresses�² helps to explain why Hungarian was perceived as 

particularly foreign-sounding to Western ears. By extension, it allowed composers to 

distinguish style hongrois rhythms from those of non-exotic music. When describing this 

distinction in musical terms, I use the potentially counter-intuitive phrase �³�D�I�W�H�U-beat 

�H�P�S�K�D�V�L�V���´ Although these rhythmic figures probably derived from settings of Hungarian 

words�² which include first-syllable stresses�² they stand out from conventional rhythmic 

figures because they contain notes directly after the strong beat. 

 The fundamental after-beat rhythmic figure is the Lombard�² short-long 

beginning on the beat (musical example 3.4, mm. 1 and 2 on beat three, and m. 3 on beats  

                                                           
119. Encyclopedia of Language and Linguistics�����³�8�U�D�O�L�F���/�D�Q�J�X�D�J�H�V���´���7�K�H���I�R�O�O�R�Z�L�Qg conjectural 

link between word-stress and musical gestures does not derive from a sophisticated understanding of 
linguistics, but is an attempt to use non-musical cultural characteristics to partially explain musical 
gestures. 
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Musical Example 3.4. Liszt, Hungarian Rhapsody No. 1, mm. 1�±3120 
 

 

 

one and two).121 In its standard form, the Lombard deemphasizes the natural force of the 

beat by placing a quick note on the beat instead of in its customary place�² before the 

beat. The Lombard may also be found 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. 

 The alla zoppa�² �³limping�´���L�Q���,�W�D�O�L�D�Q�² may be considered a logical extension of 

the Lombard: a short offbeat rounds out the rhythmic unit.122 The alla zoppa is most 

commonly found in �“�•-meter friss sections, represented as  �¥ �’ �¥  with the quarter note 

frequently accented (musical example 3.5). 

 The anapest rhythm�² short-short-long�² shares with the Lombard the placement 

of short notes in strong positions; a more conventional rhythmic setting would invert that 

                                                           
120. Musical examples from Rhapsodies Nos. 1 and 2 taken from Franz Liszt, Hungarian 

Rhapsodies I, ed. Zoltán Gárdonyi and István Szelényi, New Edition of the Complete Works, ser. 1, vol. 3 
(Budapest: Editio Musica, 1972). 

121. Bellman, The Style Hongrois, 114. It may be described as a reverse-stress iamb and is also 
known as the Scottish snap. Strauss, however, did not associate the gesture with the Scots; not a single 
Scottish snap is to be found in the Scottish section of his ballet music in act two of Die Fledermaus. 

122. Ibid., 114�±15. 
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arrangement�² i.e. long-short-short. The anapest is frequently found repeated in a chain-

like sequence (musical example 3.6).123 It is commonly notated as  �’ �’ �‘ , �·�o�– �’ , or  �—�q�œ  �¥ . 

 �³�$�Q�L�P�D�W�L�Q�J���W�L�H�V�´���D�U�H���Q�R�W�H�V���W�L�H�G���R�Y�H�U���V�W�U�R�Q�J���E�H�D�W�V�����X�V�X�D�O�O�\���D�V���D���F�K�D�L�Q�����$�Q��

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. 35�±36, upper staff). The result is movement only 

 

Musical Example 3.5. Brahms, Hungarian Dance No. 3, mm. 39�±44124 

 

 

Musical Example 3.6. Liszt arr., Rákóczy March, mm. 28�±32125 

 
                                                           

123. Bellman, The Style Hongrois, 114�±15. 

124. Musical examples taken from Johannes Brahms, Hungarian Dances, 2 vols. (Philadelphia: 
Presser, n.d.). 

125. Musical examples taken from Franz Liszt, Rákóczy March, ed. Victor Herbert (New York: 
University Society, 1908). 
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Musical Example 3.7. Liszt arr., Rákóczy March, mm. 33�±36 

 

 

on weak beats, producing strong-beat destabilization. 

 The previous six gestures�² the estam, �G�&�Y��, Lombard, alla zoppa, anapest, and 

animating tie�² serve to systematically weaken the conventional strong-beat emphasis; 

together they embody the general style hongrois characteristic of rhythmic animation 

through destabilization. Unlike those gestures, the spondee�² long-long�² adds rhythmic 

solidity to an otherwise animated texture (musical example 3.8).126 It is most commonly 

found at either the beginning or end of a phrase. 

 Dotted rhythms�² figures comprising a long, dotted note followed by a short note 

that completes the rhythmic unit�² are perhaps the style hongrois rhythmic gesture par 

excellence. They add a characteristic schwungvoll (swinging) feeling and are found 

frequently in both melody and accompaniment, and in both fast and slow sections 

(musical example 3.9).127 Essentially, these quick, dotted rhythmic figures add grace 

notes to the following beat, and therefore may be classified as a type of ornamentation.  

 

                                                           
126. Bellman, The Style Hongrois, 112. 

127. Ibid., 116. 
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Musical Example 3.8. Schubert, �'�L�Y�H�U�W�L�V�V�H�P�H�Q�W���j���O�¶�K�R�Q�J�U�R�L�V�H, D. 818, mm. 155�±58 

 

 
Musical Example 3.9. Liszt, Hungarian Rhapsody No. 14, mm. 121�±28 
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Style hongrois dotted rhythms are always notated as such and are not related to the 

Baroque practice of notes inégales. 

 The bókazó�² long-long-short-long�² may be considered an elaboration of a single 

dotted unit. It is frequently notated as �’���·���o�œ���’ , embellished with ornaments, and set to a 

melodic turn. When closing a phrase�² as frequently occurs�² it may be described as a 

bókazó cadence, or Gypsy cadence (musical example 3.10, m. 5).128 

 The choriamb, or choriambus�² long-short-short-long�² links a dotted rhythm to a 

Lombard (musical example 3.11).129 Its relative scarcity outside the style hongrois 

repertoire makes it a strong indicator of the presence of the style hongrois. 

 

Musical Example 3.10. Liszt, Hungarian Rhapsody No. 2, mm. 9�±14 
 
 

 

 

  

                                                           
128. �0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P�����´���������� 

129�����3�H�W�K�������³Style Hongrois���´�������������%�H�O�O�P�D�Q����The Style Hongrois, 112. 
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Musical Example 3.11. Liszt, Hungarian Rhapsody No. 14, mm. 3�±6 
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Melody 

 

 Analogous to the instability and swing provided by the majority of style hongrois 

rhythmic gestures, melodic devices generally add spice and excitement. Style hongrois 

melodic consideration must begin with the so-called Gypsy scale. Unfortunately, the 

subject is not straightforward: first, there is disagreement as to which scales Gypsy 

musicians actually used or preferred; and second, style hongrois composers varied in 

their choice of scale form. Liszt in particular displayed tremendous variety in this 

respect.130 The most typical scale takes the form D�±E�±F�±G���±A�±B�#�±C��.131 More 

fundamental than the presence of any complete scale form is that of two features found in 

the scale�² the raised-fourth scale degree (musical example 3.12) and the interval of the 

augmented second (see musical example 3.11, lower staff). When the raised-fourth scale  

degree occurs alongside the lowered-sixth�² standard practice in the minor mode�²  

 

Musical Example 3.12. Brahms, Hungarian Dance No. 20, mm. 1�±4 

 
                                                           

130. �/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������±76. 

131. Ibid., 258; Bellman, The Style Hongrois, 120�±21. 
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consecutive minor seconds result. The standard Gypsy scale also includes two 

augmented-second intervals. Both of these scalar features contribute to the distinctive 

sound of the style hongrois, and they appear with great frequency. 

 The kuruc fourth is perhaps the most recognized gesture of the style hongrois. It 

consists of the alternation between the fifth scale degree and the upper tonic (musical 

example 3.13). While simple to describe in musical terms, it nevertheless holds a prized 

place within Hungarian national music.132 

 A ubiquitous feature of the style hongrois is the presence of ornaments, which 

typically occur as jangling grace notes.133 These grace notes are commonly found as 

appoggiaturas or wide leaps�² both ascending and descending (musical examples 3.9 and  

 

Musical Example 3.13. Liszt, Hungarian Fantasy, mm. 101�±3 (piano solo)134 
 
 

 

 
                                                           

132. Bellman, The Style Hongrois, 122. 

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

134. Musical example taken from Franz Liszt, Fantasie über ungarische Volksmelodien (New 
York: Fischer, 1950). 
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Musical Example 3.14. Schubert, �'�L�Y�H�U�W�L�V�V�H�P�H�Q�W���j���O�¶�K�R�Q�J�U�R�L�V�H, D. 818, mm. 101�±4 

 

 

3.14).  Wide melodic leaps generally are also a trait of the style hongrois. Another 

�V�W�D�Q�G�D�U�G���R�U�Q�D�P�H�Q�W�D�O���G�H�Y�L�F�H���L�V���W�K�H���³�G�H�F�R�U�D�W�L�Y�H���W�U�L�S�O�H�W�´��135 Its ornamental quality derives 

from the surrounding �S�U�H�Y�D�O�H�Q�F�H���R�I���G�X�S�O�H���U�K�\�W�K�P���D�Q�G���W�K�H���W�U�L�S�O�H�W�¶�V���Q�R�Q�H�V�V�H�Q�W�L�D�O���U�R�O�H���L�Q��

defining melodic contour (musical example 3.15). 

 �³�&�U�\�L�Q�J�´��or �³�V�R�E�E�L�Q�J�´��thirds are defined as extended parallel melodic thirds or 

sixths (musical example 3.16). The name derives from the pathos they lend to 

melodies.136 In certain circumstances, it can be unclear which of the two parallel lines is 

the actual melodic line. 

 While previously mentioned in connection with the bókazó, melodic turns in 

either direction are frequently encountered on their own (musical example 3.17).137 

                                                           
135. Szabolcsi, A Concise History of Hungarian Music, 56; Bellman, The Style Hongrois, 116. 

136. Bellman, The Style Hongrois, 111. 

137�����0�D�\�H�V�����³�'�R�P�H�V�W�L�F�D�W�L�Q�J���W�K�H���)�R�U�H�L�J�Q���´���������� 
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Musical Example 3.15. Brahms, Hungarian Dance No. 17, mm. 1�±7 

 

 

 In addition to the specific gestures listed above, two general melodic traits may be 

added. Style hongrois melodies are often constrained to a narrow range of no more than a 

fifth; this is said to be related to the Gypsy tradition of bagpipe playing.138 Other 

�P�H�O�R�G�L�H�V���P�D�\���F�R�Q�W�D�L�Q���D���³�O�D�U�J�H-�D�U�F�K�´���V�W�U�X�F�W�X�U�H�����Z�K�H�U�H���V�K�R�U�W���D�Q�G���P�H�O�R�G�L�F�D�O�O�\���V�L�P�L�O�D�U���F�H�O�O�V��

are linked to create a broad melodic contour.139 

  

                                                           
138. Bellman, The Style Hongrois, 156. 

139�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������±61. 
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Musical Example 3.16. Brahms, Hungarian Dance No. 11, mm. 1�±6 

 

 

Musical Example 3.17. Brahms, Hungarian Dance No. 2, mm. 1�±4 
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Harmony 

 

 Precise style hongrois harmonic characteristics are generally difficult to identify. 

Gypsy harmonic practices were described by Western audiences as wild and confusing.140 

One rather vague but generally accepted trait was the unprepared and distantly related 

modulation. Only recently has the description of more precise harmonic characteristics 

been attempted.141 Shay Loya provides detailed observations beyond the scope of the 

present study. Loya focuses on the music of Liszt�² the great harmonic adventurer�²

while the present study focuses on the music of Johann Strauss Jr., known for more 

conventional harmonic practice. Nevertheless, general descriptions of these harmonic 

techniques will provide useful for application to �6�W�U�D�X�V�V�¶�V��music. 

 Certain features are readily identifiable. The preponderance of the minor mode is 

closely linked with the style hongrois.142 A more precise and useful description of modal 

tendencies incorporates the presence of �³modal flux,�  ́where music freely shifts between 

the major and minor modes�² usually of the same tonality.143 Other harmonic hallmarks 

include drone-fifths and bass pedals; both are traceable to Gypsy bagpipe playing.144 

Loya elaborates two specific harmonic manifestations of the drone-bass�² the �³consonant 

                                                           
140. Bellman, The Style Hongrois, 124. 

141�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´����64�±79. The following is based on this research. 

142. Bellman, The Style Hongrois, 63. 

143�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������� 

144. Bellman, The Style Hongrois, 106. 
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I�ß�•�  ́chord and the pedal-9th chord, created by a dominant triad over a tonic pedal.145 

Parallel fifths and octaves are additional examples of harmonic devices common to the 

style hongrois; both were considered crude to German composers.146 

 The above-mentioned raised-fourth scale degree presents distinctive harmonic 

consequences. The addition of a leading tone for the fifth scale degree creates ambiguity 

between tonic and dominant harmonic functions: a certain chordal movement could 

potentially be heard as either a V to I or I to IV. As a consequence, traditional tonal 

directionality is reduced, and �³tonic/dominant ambivalence�´���W�D�N�H�V���L�W�V���S�O�D�F�H.147 In the 

absence of conventional directionality, harmonic practice frequently results in either 

stasis or pendular movement�² frequently between tonic and sub-dominant harmonies.148 

These concepts are intentionally presented as vague concepts; their realization varies 

from composer to composer.149 Broadly and with respect to conventional Germanic 

harmonic practices, the style hongrois may be said to lack goal-driven directionality, 

modal stability, and tonic/dominant distinction. 

  

                                                           
145�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������� 

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 hongrois devices derive from the imitation of specific Gypsy 

instruments and instrumental practices. Drones in imitation of bagpipes and tarógató-

wind-writing have already been mentioned. Several additional gestures are traceable to 

the fiddle and cimbalom. The fiddle, or folk-violin, is the most commonly imitated 

instrument in the style hongrois. Overall virtuosity is a key ingredient, whether through 

dense ornamentation in slow passages or agility in fast, friss-like sections.150 Standard 

effects include frequent trilling,151 high-register harmonics, dark and highly extended G-

string melodies, extravagant arpeggiation,152 and extreme register use.153 Pizzicato 

playing invokes Gypsy bands, and if found in the accompaniment in the lower strings, 

may be said to be in imitation of the tambura�² a large plucked string instrument 

commonly found in Gypsy bands (figure 4).154 Two additional devices used to imitate 

fiddle-playing are extreme register changes and crude double-stops, which unusually 

incorporate open strings.155 A more extreme effect, not generally employed by style 

hongrois composers in the nineteenth century, is the snapped plucking of strings�² known  

                                                           
150. Bellman, The Style Hongrois, 102. 

151. Sárosi, Gypsy Music, 247. 

152. Daverio, Crossing Paths, 291. 

153. Bellman, The Style Hongrois, 97. 

154. Sárosi, Gypsy Music, 38. 

155. Bellman, The Style Hongrois, 97�±98. 
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Figure 4. A tambura156 

 

to have been practiced by Gypsy musicians.157 

 The cimbalom�² a large hammered dulcimer�² was a staple of Gypsy bands 

(figure 5); as such, it was widely imitated by style hongrois composers. Bellman lists 

three varieties of cimbalom imitation�² �³�K�D�U�P�R�Q�L�F�����G�H�F�O�D�P�D�W�R�U�\�����D�Q�G���Y�L�U�W�X�R�V�L�F���´158 

Harmonic imitation usually consisted of rapid harmonic alternations when for the 

keyboard, and tremolo when composed for strings (musical example 3.18). The 

declamatory and virtuosic effects were most successfully imitated on the keyboard 

(musical example 3.19).  

                                                           
156. �$�E�G�X�U���5�D�K�P�D�Q�����³�6�R�X�Q�G�W�U�D�F�N�������´���$�E�G�X�U���5�D�K�P�D�Q�¶�V���&�R�U�Q�H�U�����H�Q�W�U�\���S�R�V�W�H�G���)�H�E�U�X�D�U�\����������������������

http://thecorner.files.wordpress.com/2008/07/tambura.jpg (accessed June 18, 2012). 

157�����6�i�U�R�V�L�����³�*�\�S�V�\���0�X�V�L�F�L�D�Q�V���´�������� 

158. Bellman, The Style Hongrois, 108�±10. 



69 
 

 

Figure 5. A typical Gypsy band with a cimbalom player in the middle159 

 

Musical Example 3.18. Liszt, Hungarian Rhapsody No. 11, mm. 1�±2 

 

Musical Example 3.19. Liszt, Hungarian Rhapsody No. 14, mm. 209�±16 

 

                                                           
159. Szabolcsi, A Concise History of Hungarian Music, 55 (detail). 
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 The final category of instrumental imitations incorporates percussion instruments. 

The best-known use of exotic percussion is the batterie turque�² a Turkish-style 

�S�H�U�F�X�V�V�L�R�Q���V�H�F�W�L�R�Q���F�R�Q�V�L�V�W�L�Q�J���R�I���³�F�\�P�E�D�O�V�����W�D�P�E�R�X�U�L�Q�H�����W�U�L�D�Q�J�O�H�����D�Q�G���E�D�V�V���G�U�X�P���´�����,�W�V use, 

even after the Turkish style fell away, is not part of the style hongrois. The tambourine, 

found alone, has associations with Spanish, not Hungarian, Gypsies. Percussion has, on 

rare occasion, been used to imitate the cimbalom.160 Yet curiously, spurs, the percussion 

instrument most closely associated with the verbunk and whose use would 

unambiguously invoke Hungarian tradition, did not find wide-spread use by style 

hongrois �F�R�P�S�R�V�H�U�V�����$�F�F�R�X�Q�W�V���R�I���+�X�Q�J�D�U�L�D�Q���G�D�Q�F�H�V���D�U�R�X�Q�G���W�K�H���\�H�D�U�������������P�H�Q�W�L�R�Q���³�W�K�H��

rhythmic clicking of . . . �V�S�X�U�V���´161 The verbunkos was traditionally performed by Hussars 

known for wearing�² and exploiting in dance�² their riding spurs. Unlike his 

contemporaries, Strauss made good use of spurs as percussion instruments in several of 

his style hongrois compositions. 

  

                                                           
160�����0�D�\�H�V�����³�'�R�P�H�V�W�L�F�D�W�L�Q�J���W�K�H���)�R�U�H�L�J�Q���´���������� 

161. Sárosi, Gypsy Music, 89. 
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CHAPTER FOUR: DER WIENERTANZSCHULE 

 

 Johann Strauss Jr. became one of the most popular musicians in the world and an 

enduring symbol of Vienna. He was the foremost composer of a great Viennese waltz 

dynasty established shortly after the Congress of Vienna by his father�² Johann Strauss 

Sr.�² and Joseph Lanner. Like the style hongrois, the Viennese dance-craze of the 

nineteenth century owed its beginnings to auspicious circumstances. 

 During the eighteenth century, Vienna was under a cloud of social repression. The 

Hapsburg Monarchy was staunchly Catholic, and its program for moral conformity 

included fines for eating meat during Lent or skipping confession, and a chastity 

commission�² which actively prosecuted adultery and prostitution.162 The writings of the 

Enlightenment were banned, and theatrical works were strictly censored. Although the 

Viennese had always been fond of dancing, in the late eighteenth and early nineteenth 

centuries their dances were limited to the aristocratic minuet and the coarse tunes of 

country bands. The whirling�² which would later characterize the Viennese waltz�² had 

long been viewed as morally unacceptable.163 

 A series of momentous events would permanently change Viennese society. A 

new era dawned in 1789 with the French Revolution. While politically less-repressive 

Vienna avoided revolution itself, ideological and social repercussions were felt in all 

levels of society. In an act of musical and symbolic significance, Austrian Empress Maria 

                                                           
162. Hanson, Musical Life, 6�±7. 

163. Gartenberg, Johann Strauss, 34. 
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Theresa ordered the ländler�² a peasant dance�² played at court alongside the nobility�¶�V��

beloved minuet.164 The Revolutionary and Napoleonic Wars that followed the French 

Revolution placed the Hapsburg Empire in near continuous conflict between 1792 and 

1815. Vienna was even occupied by French troops twice�² in 1806 and 1811.165 In 1806, 

just prior to the first French occupation, Emperor Francis II formally dissolved the Holy 

Roman Empire�² which had existed continuously since 962�² to avoid Napoleon 

assuming the title of Holy Roman Emperor. The city underwent a period of sharp 

economic decline as Austria declared bankruptcy and its currency experienced rapid 

devaluation.166 It was during this volatile time�² as dancing grew less restrained and the 

demand for public entertainment venues increased�² that large and opulent new dance 

halls were built, including the Sperl (1807) and the Apollosaal (1808).167 

 Seven coalition campaigns were required to defeat �1�D�S�R�O�H�R�Q�¶�V���D�U�P�L�H�V. The 

victorious powers then convened at the Congress of Vienna in 1814�±15 to redraw the 

boundaries of Europe. After decades of war and instability, Vienna suddenly enjoyed 

mass celebrations and played host to Europe�¶�V���D�U�L�V�W�R�F�U�D�Ws, royals, and dignitaries. 

Extravagant balls were held nightly. Dancing was so prevalent that one prince reported 

that the whole Congress danced.168 

                                                           
164. Egon Gartenberg, Vienna: Its Musical Heritage (University Park: Pennsylvania University 

Press, 1968), 129. 

165. Hanson, Musical Life, 8. 

166. Gartenberg, Johann Strauss, 37. 

167. Ibid., 17�±18, 43�±45. 

168. Hanson, Musical Life, 150. 
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 Vienna had developed a lasting obsession with dancing, and the time was ripe for 

the development of a peculiarly Viennese style of dance. The minuet had essentially died 

with the French Revolution; it was replaced with the langhaus and ländler�² country 

dances unsuited to the elegance of the imperial capital.169 These dances were often 

performed by folk musicians, the most successful of which�² Joseph Wilde (1778�±1831) 

and Michael Pamer (1782�±1827)�² are credited with introducing the waltz to Vienna. 170 

Unfortunately, most of their music was never transcribed and does not survive.171 

 Pamer may be regarded as the grandfather of Viennese dance, mainly because 

both Joseph Lanner (1801�±43) and Johann Strauss Sr. (1804�±49) are supposed to have 

played in his band in their youths.172 Lanner and Strauss Sr. were responsible for 

elevating the waltz to its refined state and preeminent position �L�Q���9�L�H�Q�Q�D�¶�V���G�D�Q�F�H���K�D�O�O�V. 

Lanner �J�U�H�Z���X�S���Z�D�W�F�K�L�Q�J���3�D�P�H�U�¶�V���E�D�Q�G���D�Q�G��was self-taught on the violin. Vienna was 

experiencing an economic upswing following the Congress. To capitalize on the booming 

market, the fifteen-year-old Lanner formed his own ensemble in 1816. Strauss Sr. began 

his own �P�X�V�L�F�D�O���W�U�D�L�Q�L�Q�J���W�K�D�W���\�H�D�U���D�Q�G���L�Q�������������M�R�L�Q�H�G���/�D�Q�Q�H�U�¶�V���J�U�R�X�S�����Z�K�L�F�K���T�X�L�F�N�O�\��

expanded from a quartet into a small orchestra. In response to public success, Lanner split 

                                                           
169. Gartenberg, Johann Strauss, 34�±36. 

170. Grove Music Online, Oxford Music Online�����V���Y�����³�/�D�Q�Q�H�U�����-�R�V�H�S�K�´�����E�\���0�R�V�F�R���&�D�U�Q�H�U���D�Q�G��
Herbert Krenn), http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/ 
�J�U�R�Y�H���P�X�V�L�F�����������������D�F�F�H�V�V�H�G���-�X�O�\�������������������������-�R�V�H�S�K���:�L�O�G�H�¶�V���G�D�W�H�V���Z�H�U�H���Q�R�W���D�V�F�H�U�W�D�L�Q�D�E�O�H�� 

171. Gartenberg, Johann Strauss, 36. 

172. Ibid., 37�±40. Although both are frequently mentioned as playing with Pamer, this claim had 
not been proven; cf. Grove Music Online, Oxford Music Online�����V���Y�����³�6�W�U�D�X�V�V�������������-�R�K�D�Q�Q���6�W�U�D�X�V�V�����L���´�����E�\��
Peter Kemp), http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/ 
music/52380pg1 (accessed July 12, 2012). 
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his orchestra into two groups in 1825, with Strauss as his second music director. Two 

years later, Strauss severed ties with Lanner to establish his own orchestra and perform 

his own compositions. 

 Both men were prolific composers and wildly successful with the Viennese 

public. Each had a devoted following, and their musical rivalry persisted �X�Q�W�L�O���/�D�Q�Q�H�U�¶�V��

death in 1843.173 While each had started out performing in restaurants and gardens, they 

went on to receive the accolades of the highest levels of Viennese society. Lanner was 

named music director of the Redoutensaal�² the imperial ballroom�² in 1829. Strauss 

�F�O�D�L�P�H�G���W�K�H���F�R�Y�H�W�H�G���W�L�W�O�H���R�I���³Imperial-Royal Director of Music for the Balls at Court�´���L�Q��

1846.174 Their performances dramatically raised the performing and compositional 

standards for dance music in the city and gave the waltz its final form�² introduction, five 

sets of dances, and a coda. While the waltz �Z�D�V���D�O�Z�D�\�V���W�K�H���S�X�E�O�L�F�¶�V���I�D�Y�R�U�L�W�H�����G�D�Q�F�H��

programs of the time also included a mixture of other then-popular dances, including 

gallops, quadrilles, and polkas.175 

  

                                                           
173. Gartenberg, Johann Strauss, 62�±66. 

174. Ibid. 

175. Hanson, Musical Life, 162. 
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Lanner, Strauss Sr., and the Style Hongrois 

 

 While Lanner and Strauss Sr. are best known for their waltzes, both also 

composed pieces in the style hongrois and dedicated works to Hungarian audiences. After 

the Congress of Vienna, Viennese audiences continued their fascination with all things 

Hungarian and Gypsy. Always aiming to accommodate Viennese interests, both 

composers wrote their first Hungarian pieces before visiting Hungary. 

 Lanner composed an Ungarischer Nationalmarsch (�³Hungarian National March� )́ 

in 1830.176 Strauss wrote a set of three dances for keyboard titled Ungarische Galoppe 

oder Frischka (�³Hungarian Gallops or Friss� )́, op. 36, in 1831. These quick �“�• dances 

incorporate several style hongrois gestures�² jangling grace notes, syncopated melodies, 

alla zoppas, raised fourths, Lombards, and bókazó cadences. Like other early style 

hongrois �F�R�P�S�R�V�L�W�L�R�Q�V�����6�W�U�D�X�V�V�¶�V���2p. 36 dances mixed the style hongrois with the 

Turkish style. The opening to the third gallop is strikingly similar to the Turkish music 

�I�U�R�P���W�K�H���I�L�Q�D�O�H���R�I���0�R�]�D�U�W�¶�V���9�L�R�O�L�Q���&�R�Q�F�H�U�W�R��No. 5 (compare musical example 4.1 with 

4.2). A later phrase in the same gallop is typically Hungarian (musical example 4.3). 

Having shifted from the minor to the major mode, the phrase features chains of dotted 

rhythms and the raised-fourth scale degree (D��). The �J�D�O�O�R�S�¶�V��coda (musical example 4.4) 

returns to the Turkish style; its stark, repeated thirds are a telltale Turkish trait.177 

                                                           
176. The work was published in a piano-version by Mechetti without an opus number; see 

Wolfgang Dörner�����³�-�R�V�H�S�K���/�D�Q�Q�H�U���:�H�U�N�Y�H�U�]�H�L�F�K�Q�L�V���´���-�R�V�H�S�K���/�D�Q�Q�H�U���*�H�V�H�O�O�V�F�K�D�I�W���:�L�H�Q����
http://www.josephlanner.org/upload/werkverzeichnis.pdf (accessed January 27, 2012).  

177. Bellman, The Syle Hongrois, 35�±37. 
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Musical Example 4.1. Strauss Sr., Hungarian Gallop Op. 36/3, mm. 1�±8178 

 

 

Musical Example 4.2. Mozart, Violin Concerto in A Major, K. 219, movement 3,  
mm. 165�±72179 
 

 

                                                           
178. Musical examples taken from Johann Strauss Sr., Polkas, Galoppe und Märsche, ed. Johann 

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

179. Musical example taken from Wolfgang Amadeus Mozart, Concerto in A Major for Violin 
and Orchestra, K. 219, full score, ed. Rudolf Gerber (London: Eulenburg, n.d.). 
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Musical Example 4.3. Strauss Sr., Hungarian Gallop Op. 36/3, mm. 18�±25 

 

 

Musical Example 4.4. Strauss Sr., Hungarian Gallop Op. 36/3, mm. 53�±59 

 

 

 It is impossible to determine whether the mixed style of �6�W�U�D�X�V�V�¶�V��Op. 36 is 

attributable to having not yet visited Hungary. What is known is that in November 1833 

he traveled to Pest with his orchestra.180 It is a small tribute to his popularity that the tour 

                                                           
180. Franz Mailer, liner notes, trans. Keith Anderson, Johann Strauss I Edition, Vol. 7, Slovak 

�6�L�Q�I�R�Q�L�H�W�W�D���ä�L�O�L�Q�D�����(�U�Q�V�W���0�l�U�]�H�Q�G�R�U�I�H�U�����ð  2006, Marco Polo 8.225283 (compact disc). 



78 
 

was reported on with great interest by newspapers in both Pest and Vienna. It is likely 

that Strauss heard some verbunk music during this trip. Although he did not compose any 

pieces specifically for these Pest concerts, upon his return to Vienna he composed his 

Erinnerung an Pesth (�³Souvenir of Pest� )́, Waltz, op. 66 �D�Q�G���G�H�G�L�F�D�W�H�G���L�W���³�W�R���W�K�H���Q�R�E�O�H��

�+�X�Q�J�D�U�L�D�Q���S�H�R�S�O�H���´ 

 The introduction to Op. 66 contains genuine lassan writing (musical example 

4.5). First, an opening four measure phrase announces the exotic style with low trill -like 

figures and secondary-dominant diminished-seventh chords based on the (eventual) 

raised fourth (G��). The lassan music begins in m. 7. The style hongrois is  

 
Musical Example 4.5. Lassan introduction�² Strauss Sr., Souvenir of Pest Waltz, Op. 66, 
mm. 1�±14 (reduction)181 
 

 
                                                           

181. Musical example taken from Johann Strauss Sr., Erinnerung an Pesth, Walzer, Op. 66, piano 
score (Vienna: Haslinger, [1834]). 
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effectively invoked by the use of the minor mode and the prominence of ornamented 

dotted figures and ascending octave leaps. Ornamental triplets outlining the Gypsy scale 

generate the second theme (mm. 11�±14) which also closes with a bókazó cadence. 

Although Strauss limits his use of the style hongrois to the introduction, it is presented 

without any suggestion of Turkish gestures. Additionally, the introduction is set to a slow 

tempo in �‡�• meter characteristic of a lassan and which has no counterpart in the Turkish 

style. (Compare this with his earlier attempt, Op. 36, which even includes the ambiguous 

�W�L�W�O�H���³�*�D�O�O�R�S�V���R�U���)�U�L�V�V���)́ While this short example demonstrates that Strauss Sr. could 

compose in the style hongrois, he would never again compose in the style.182 

 Lanner, on the other hand, composed at least five works in the style hongrois 

(table 2). Probably �L�Q���U�H�V�S�R�Q�V�H���W�R���6�W�U�D�X�V�V�¶�V��1833 Hungarian tour, Lanner mounted two 

similar trips to Pest�² in Novembers 1834 and 1835. He composed a new set of waltzes 

for each: the Pesther Walzer ���³�3�H�V�W���:�D�O�W�]�H�V�´�������R�S��������, in 1834; and Der Werber ���³�7�K�H 

 

Table 2. Works by Joseph Lanner in the style hongrois 
Title         Opus  Year  
Hungarian National March      WoO  1830 
Pesther Waltz�‚       93  1834 
Hungarian Gallop        97/3  1835 

from Panorama der beliebtesten Galoppen No. 1 
Der Werber, Waltz�‚       103  1835 
Hungarian National Dance      168  1841 

�‚ introduction only 
 

                                                           
182. �6�W�U�D�X�V�V���6�U���¶�V Zigeunerin Quadrille, op. 191, based on themes from an opera by Michael Balfe, 

is not in the style hongrois. He composed it at the same time that his son was working on his Op. 24 of the 
same title; for discussion, see chapter 6. 
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�5�H�F�U�X�L�W�H�U�´�������R�S����������, in 1835.183 Like Strauss in his Op. 66, Lanner incorporated style 

hongrois sections into the introductions of both waltzes.184 

 �/�D�Q�Q�H�U�¶�V magnum opus in the style is the Ungarischer Nationaltanz ���³�+�X�Q�J�D�U�L�D�Q��

�1�D�W�L�R�Q�D�O���'�D�Q�F�H�´��, op. 168 (1841). It is a veritable compendium of style hongrois 

gestures, many of which were likely encountered on his tours to Pest�² the center of 

Gypsy music.185 �/�D�Q�Q�H�U�¶�V���2�S���������� is the finest example of style hongrois writing by a 

Viennese dance composer before Johann Strauss Jr. In his seminal lexicon of the style 

hongrois, Jonathan Bellman draws three examples from �/�D�Q�Q�H�U�¶�V���2�S�����������² as many as 

from all of �%�U�D�K�P�V�¶s Hungarian Dances.186 

 The formal plan is unconventional (see table 3). It consists of sixteen phrases�²

each of which is immediately repeated, but none of which subsequently return. It does not 

follow the verbunk formal model of lassan then friss; it is closer to a fantasia, with a 

central slow section and various medial phrases in intermediate tempos. The tonal  

 

                                                           
183. Der Werber is usually tr�D�Q�V�O�D�W�H�G���D�V���³�W�K�H���V�X�L�W�R�U�´���E�X�W���F�D�Q also mean  �³�P�L�O�L�W�D�U�\���U�H�F�U�X�L�W�P�H�Q�W��

�R�I�I�L�F�H�U���´���7�K�H���+�X�Q�J�D�U�L�D�Q���Z�R�U�N��verbunk derives from the later meaning, and I believe that translation to be 
preferable. A German-language article has been published on these waltzes; see Gabriele �:�D�O�H�W�D�����³�'�L�H��
Walzer für Pesth von Johann St�U�D�X�V�V�����9�D�W�H�U�����X�Q�G���-�R�V�H�S�K���/�D�Q�Q�H�U���´���L�Q���³Eine Festschrift für Eberhard Würzl 
zum achtzigsten Geburtstag am 1. November 1995,�´��special is�V�X�H�����%�H�N�H�Q�Q�W�Q�L�V���]�X�U�����V�W�H�U�U�H�L�F�K�L�V�F�K�H�Q���0�X�V�L�N��
in Lehre und Forschung (1996): 321�±40. 

184. Taking another cue from Strauss, Lanner dedicated his Pesther Waltz�����R�S�������������W�R���³�G�H�U���H�G�O�H�Q��
�8�Q�J�D�U�L�V�F�K�H�Q���1�D�W�L�R�Q�´�����W�K�H���Q�R�E�O�H���+�X�Q�J�D�U�L�D�Q���1�D�W�L�R�Q�������8�S�R�Q���U�H�W�X�U�Q�L�Q�J���I�U�R�P���K�L�V���I�L�U�V�W��tour to Pest, Lanner 
composed his Abschied von Pesth (�³Farewell to Pest� )́, Monument-Walzer, op. 95, which does not 
incorporate style hongrois. See Max Schönherr, Lanner, Strauss, Ziehrer: Synoptisches Handbuch der 
Tänze und Märsche (Vienna: Doblinger, 1982). 

185. Sárosi, Gypsy Music, 134. Lanner met Franz Liszt in 1840, but their encounter was brief and 
unlikely to have involved discourse on music; see Gartenberg, Johann Strauss, 60. 

186. Bellman, The Style Hongrois, 99, 115, 127. 
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Table 3. Formal plan of �/�D�Q�Q�H�U�¶�V���+�X�Q�J�D�U�L�D�Q���1�D�W�L�R�Q�D�O���'�D�Q�F�H 
mm.   Tonali�W�\�‚   Phrase structure (measures) Tempo 
1�±8  C major   4+4    [Allegro]  
9�±16  �³ �³   4+4 
17�±24  C minor   4+4 
25�±32  �³ �³   4+4 
33-40  C major   4+4    Allegretto 
41�±48  A minor   4+4    Adagio 
49�±56  C major to A minor  4+4 
57�±64  F major   4+4 
65�±72  F minor to major  8 
73�±80  A major to E major  4+4    Andante 
81-90  C major to A major  3+3+4 (medial fermata)  
91�±98  A major   4+4    Allegretto 
99�±104 A minor   3+3    Finale: Presto 
105�±110 F major to D minor  3+3 
111�±116 �³  �³  3+3 
117�±122 �³  �³  3+3 
�‚���,�W�Dlic typeface indicates key signature 

 

scheme is similarly unconventional. It begins in C major and concludes in D minor. One 

phrase (mm. 81�±90) even begins in C major and ends in A major. (These unusual tonal 

relationships are highlighted by the immediate repetition of each phrase.) This may be an 

attempt at imitating unorthodox Gypsy harmonic practices. Bellman identifies several 

prominent localized style hongrois features, to which I add two. The central adagio 

section contains a fine example of cimbalom imitation (musical example 4.6), found in 

both the harmony (mm. 41�±43) and melody (m. 44). For the finale, Lanner breaks free of 

regular four-bar phrase structure�² to which dance composers were understandably 

attached�² ending the work in a series of six measure (three plus three) phrases. The last  
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Musical Example 4.6. Lanner, Hungarian National Dance, Op. 168, mm. 41�±44187 

 

 

Musical Example 4.7. Lanner, Hungarian National Dance, Op. 168, mm. 117�±22 

 

 

of these (musical example 4.7) begins in F major and ends in D minor while in the wrong 

key signature�² a very unorthodox way to end a piece! Such effects�² presented towards 

the end of the piece, when reinforcement and stability are expected�² heighten the 

perception of phrasal irregularity and tonal instability, hallmarks of the style hongrois. 

 Although neither Lanner nor Strauss Sr. was prolific in the style hongrois, each 

did compose in the style. Both also traveled to Pest, where they encountered receptive 

audiences. These important precedents were followed by the leading exponent of the next 

generation of Viennese dance composers, Johann Strauss Jr. 

  

                                                           
187. Musical examples taken from Josef Lanner, Quadrillen, Märsche und andere Werke, ed. 

Eduard Kremser, vol. 8 of Sämtlichte Werk für Klavier (Leipzig: Breitkopf, 1889�±91). 
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Johann Strauss Jr., Hungarians, and Gypsies 

 

 Johann Strauss Jr. was born into a household dominated by music-making. 

Although Strauss Sr. opposed a career in music for his son, the mother saw to it that 

young Johann received a proper musical education�² including lessons in harmony, 

counterpoint, violin, and piano.188 Strauss Sr. �H�Y�H�Q���D�W�W�H�P�S�W�H�G���W�R���S�U�H�Y�H�Q�W���K�L�V���V�R�Q�¶�V���S�X�E�O�L�F��

debut, which nonetheless took place in 1844. The two men broke contact for two years, 

and then in 1848, took opposing sides in the r�H�Y�R�O�X�W�L�R�Q�����$�I�W�H�U���K�L�V���I�D�W�K�H�U�¶�V���G�H�D�W�K���W�K�H��

�I�R�O�O�R�Z�L�Q�J���\�H�D�U�����W�K�H���\�R�X�Q�J�H�U���6�W�U�D�X�V�V���D�V�V�X�P�H�G���W�K�H���U�R�O�H���R�I���9�L�H�Q�Q�D�¶�V��undisputed Waltz King. 

 Although Strauss Jr. became a symbol for Viennese and Austrian culture 

throughout the world, it was often noted that he did not look Viennese (figure 6). His  

 

 

Figure 6. A portrait of Strauss from 1867189 
                                                           

188. Gartenberg, Johann Strauss, 117�±18, 124�±26; Grove Music Online, Oxford Music Online, 
�V���Y�����³�6�W�U�D�X�V�V�������������-�R�K�D�Q�Q���6�W�U�D�X�V�V�����L�L���´�����E�\���3�H�W�H�U���.�H�P�S�������K�W�W�S�������Z�Z�Z���R�[�I�R�U�G�P�X�V�L�F�R�Q�O�L�Q�H���F�R�P���H�]�S�U�R�[�\������
library.arizona.edu/subscriber/article/grove/music/52380pg2 (accessed July 14, 2012). 

189. Decsey, Johann Strauss, plate between pp. 112 and 113 (detail). 
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wild hair and dark features led many to speculate as to his ancestry. Unfounded stories 

included those of Spanish, Jewish, and Gypsy blood through his mother.190 What has 

been established is that Strauss Sr.�¶�V���-�H�Z�L�V�K���J�U�D�Q�G�I�D�W�K�H�U���L�P�P�L�J�U�D�W�H�G���W�R���9�L�H�Q�Q�D���I�U�R�P���3�H�V�W��

in 1750.191 The suggestions of Gypsy blood were especially appealing because Strauss 

was a violinist of supernatural melodic invention, just as Gypsy musicians were known to 

be. 

 It can be established that Strauss had regular contact with Hungarians throughout 

his life. Notable trips to Hungary are related within the following chapter in connection 

with specific compositions. �9�L�H�Q�Q�D�¶�V���G�D�Q�F�H���K�D�O�O�V���E�U�R�X�J�K�W���W�R�J�H�W�K�H�U���D��mixed society, which 

included an increasing number of Hungarians.192 In 1850, Strauss participated in a 

�I�H�V�W�L�Y�D�O���D�O�R�Q�J�V�L�G�H���³the [Hungarian] band of the Prince Gustav Wasa Infantry 

Regiment���´193 Especially in later part of his career, Strauss �I�U�H�T�X�H�Q�W�H�G���9�L�H�Q�Q�D�¶�V��

intellectual circles, which included many Hungarians.194 During a trip to Hungary in 

1882, Strauss met with Liszt.195 Strauss was then preparing to compose Der 

Zigeunerbaron, and it is likely that the two composers discussed Hungarian music. On a 

                                                           
190. Gartenberg, Johann Strauss, 189�±90. 

191. Grove Music Online�����³�6�W�U�D�X�V�V�������������-�R�K�D�Q�Q���6�W�U�D�X�V�V�����L�L�����´ 

192. Hanson, Musical Life, 164�±65; Gartenberg, Johann Strauss, 49. 

193. Peter Kemp, liner notes, Johann Strauss II: The Complete Orchestra Edition, vol. 40, Naxos 
8.505226, 2011, available at http://www.naxos.com/johannstraussedition. These 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 English-language source for information on specific compositions. 

194. Crittenden, Johann Strauss and Vienna, 178. 

195. Ibid., 172�±73. 
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related Hungarian trip, it was recorded �³�W�K�D�W��the composer twice attended evening 

�S�H�U�I�R�U�P�D�Q�F�H�V���R�I���µ�+�X�Q�J�D�U�L�D�Q���I�R�O�N���P�X�V�L�F,�¶ and himself played Hungarian pieces at the 

piano during a soirée���´196 

 �6�W�U�D�X�V�V�¶s contact with Gypsies was mostly limited to musical performances.197 

Gypsies were popular street performers and regularly performed at intermission for 

Strauss�¶�V concerts. Such occasions were generally not noteworthy, and it may be 

presumed many went unreported. The nature of the several recorded occasions seems to 

confirm this. �)�R�U���D�Q�������������H�Q�J�D�J�H�P�H�Q�W�����6�W�U�D�X�V�V�¶�V���R�U�F�K�H�V�W�U�D���S�O�D�\�H�G���G�D�Q�F�H���P�X�V�L�F���D�I�W�H�U���D��

Gypsy band performed concert music.198 In 1850 Strauss shared a concert with the 

famous Kalozdy Gypsy Orchestra.199 At his 1882 meeting with Liszt, Strauss played 

�V�H�Y�H�U�D�O���R�I���K�L�V���Z�D�O�W�]�H�V���D�W���W�K�H���S�L�D�Q�R�����D�Q�G���³�Dfter that a Gypsy band played until four o'clock 

in the morning���´200 

 It is impossible to trace the precise influence specific encounters with Gypsies and 

Hungarians may have had �R�Q���6�W�U�D�X�V�V�¶�V���F�R�Q�F�H�S�W�L�R�Q���R�I���W�K�H��style hongrois. What can be 

established is that Strauss enjoyed regular contact with Hungarians and Gypsy musicians. 

Their music had a small but notable influence on works by his father and Joseph Lanner. 

Additionally, Strauss seems to have had an affinity for Gypsies throughout his life, 

because, like him, their music catered to popular taste. Additionally, �+�X�Q�J�D�U�L�D�Q�V�¶��support 
                                                           

196. Kemp, liner notes, Johann Strauss, vol. 49. 

197. Crittenden, Johann Strauss and Vienna, 178. 

198. Kemp, liner notes, Johann Strauss, vol. 30. 

199. Ibid., vol. 21. 

200. Ibid., vol. 27. 
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had been instrumental to �6�W�U�D�X�V�V�¶�V early career.201 When considered alongside the fact 

that Hungarians and Gypsies played an increasingly important role in the political and 

�V�R�F�L�D�O���O�L�I�H���R�I���W�K�H���F�D�S�L�W�D�O���W�K�U�R�X�J�K�R�X�W���6�W�U�D�X�V�V�¶�V���F�D�U�H�H�U�����L�W���L�V���X�Q�G�H�U�V�W�D�Q�G�D�E�O�H���W�K�D�W���W�K�H���:�D�O�W�]��

King would incorporate and refine the style hongrois at various points in his long career. 

  

                                                           
201. Kemp, liner notes, Johann Strauss, vol. 24. 
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CHAPTER FIVE: PESTHER CSÁRDÁS, OP. 23 

 

 The Pesther Csárdás �L�V���-�R�K�D�Q�Q���6�W�U�D�X�V�V���-�U���¶�V���H�D�U�O�L�H�V�W surviving attempt at the style 

hongrois, composed when he was just twenty years old. In 1846, Strauss Sr. was the toast 

of Vienna. To gain some notoriety of his own, Strauss Jr. undertook a concert tour to the 

twin Hungarian cities of Pest and Buda in June of that year. For the final performance, he 

�³caused a sensation �Z�L�W�K���D���Z�R�U�N���µespecially composed for Pest�¶���´202 That work, the 

Pesther Csárdás, op. 23, is subtitled Ungarischer Nationaltanz (�³Hungarian National 

Dance� )́. The same title was used by Joseph Lanner for his Op. 168, composed five years 

earlier. Strauss�¶s composition was thus positioned for a direct comparison by his 

Hungarian audience. The wor�N���Z�D�V���U�H�F�H�L�Y�H�G���E�\���L�W�V���+�X�Q�J�D�U�L�D�Q���D�X�G�L�H�Q�F�H���³�Z�L�W�K���J�U�H�D�W��

�H�Q�W�K�X�V�L�D�V�P���´203 

 That audience would certainly have been familiar with the form Strauss used for 

his csárdás; it follows the traditional verbunk pattern�² slow lassan and fast friss with a 

(faster) figura coda.204 Both large sections consist of loosely related theme-groups, as 

expected of the style hongrois. The lassan (mm. 1�±27) conforms to the hallgató style. Its 

melodies are replete with ornaments and dotted rhythms, often found in chains. The 

                                                           
202. Kemp, liner notes, Johann Strauss, vol. 10. Also premiered on this Hungarian tour was the 

now lost Honi Waltz; see Johann Strauss Jr., Leben und Werk in Briefen und Dokumenten, vol. 10, ed. 
Franz Mailer (Tutzing, Ger.: Schneider, 2007), 285. 

203. Franz Mailer, preface to Pesther Csárdás, op. 23, by Johann Strauss Jr. (Vienna: Doblinger, 
Diletto Musicale, 1994), 4. The cover page for the piano version, published in Vienna shortly after the 
premiere, displays a couple in traditional Hungarian attire overlooking the twin cities of Buda and Pest. 
Buda is referred to by its German name, Ofen. 

204. The terms czardas, frischka, and schluss are used in the score for the slow, fast, and coda 
sections. 
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prevailing mode is minor, and although the meter is notated �“�•, the tempo produces a 

pulse of four beats per bar, as expected of a lassan. The clarinets double the first violin 

melody throughout, perhaps as a nod to the tarógató tradition. 

 The first theme-group (musical example 5.1) exhibits a multitude of style 

hongrois conventions. It is set to a slow estam throughout. The melody consistently 

emphasizes the second beat�² a weak beat�² which is additionally emphasized in mm. 1 

and 5 through wide ascending leaps. Measures 2, 3, and 6 uses ornamentation based on 

melodic turns; m. 3 also incorporates an ornamental triplet. Beginning in m. 5, the 

periodic phrase-structure contains the initial melody repeated a third higher, tying it to 

nóta tradition. The A�� in m. 2 is a raised-fourth scale degree in the tonality of E minor; its 

juxtaposition with the C�� creates consecutive minor seconds, or conversely, an implied 

diminished third. This raised fourth is mirrored by a C�� in m. 6 when the tonality briefly  

 

Musical Example 5.1. A hallgató-style melody�² Pesther Csárdás, mm. 1�±8 (violin 1)205 
 

 

                                                           
205. Musical examples taken from Johann Strauss Jr., Pesther Csárdás, Op. 23, ed. Johannes 

Martin Dürr, Johann Strauss (Sohn) Gesamtausgabe, ser. 1, vol. 2, bk. 6 (Vienna: Doblinger, Diletto 
Musicale, 1994). Other sources use the spelling Pester. 



89 
 

turns to G major. The phrase concludes with an ornamented bókazó cadence in m. 8. 

 The second theme-group (musical example 5.2) perpetuates the weak-beat 

emphasis found in the first group. Its basic idea of the second group, in m. 10, accents 

beats two and four by placing long values�² eighths�² on these beats, and short values�²

sixteenths�² on the strong beats. This arrangement is also applied to the underlying 

accompaniment, set as estam (not shown). Raised-fourth scale degrees are present in mm. 

11�±12 (F�� in C major) and m. 15 (D�� in A minor). Here, the nóta structure is a mirror of 

that used for the first theme-group; instead of the motif being repeated a third above, it is 

repeated at a third below (compare m. 9 with m. 14). This theme-group closes with 

Lombard rhythms in the first two beats of m. 17; although notated as grace notes, these 

figures may be surmised as intended to be on-the-beat by virtue of the quick, sixteenth-

note D�� directly preceding the downbeat of that measure. 

 The third, and final, theme-group of the lassan introduces several additional style 

hongrois gestures (musical example 5.3). The melody, hitherto in unison, is here set in 

parallel thirds, which quickly turn into sixths. This thirds-to-sixths alternation 

�X�Q�G�H�U�V�F�R�U�H�V���W�K�H���U�H�O�D�W�L�Y�H���S�D�U�L�W�\���R�I���W�K�H���G�X�H�O���P�H�O�R�G�L�F���O�L�Q�H�V�����7�K�H���³�F�U�\�L�Q�J�´���Q�D�W�X�U�H���R�I���W�K�L�V��style 

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

 

Musical Example 5.2. Second theme-group�² Pesther Csárdás, mm. 9�±17 (violin 1) 
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Musical Example 5.3. �³�&�U�\�L�Q�J�´���W�K�L�U�G�V�����D�Q�D�S�H�V�W�V�����D�Q�G���G�&�Y���² Pesther Csárdás,  
mm. 19�±22 (strings) 
 

 

 

sonority generated by doubling the thirds/sixths of m. 19 in the horns and first trumpet 

(not shown). Rhythmically, these �³�F�U�\�L�Q�J�´���W�K�L�U�G�V���D�U�H���V�H�W���D�V���D�Q�D�S�H�V�W�V�����7�K�H���V�W�\�O�H���K�R�Q�J�U�R�L�V��

character of this melodic fragment is further emphasized by the raised-fourth scale degree 

in m. 19 (D�� in A minor) and a choriamb in beats 2�±�����R�I���P�������������,�W���L�V���D�O�V�R���V�H�W���W�R���D���G�&�Y����

accompaniment. Both t�K�H���G�&�Y�����D�Q�G���W�K�H���D�V�V�L�J�Q�P�H�Q�W���R�I���O�R�Q�J�H�U���U�K�\�W�K�P�L�F���Y�D�O�X�H�V���W�R���Z�H�D�N��

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 this lassan unambiguously suggest 

the style hongrois, the large-scale harmonic plan implies a deeper assimilation of style. 

Each of the six four-bar phrases moves to a tonal area different than the one in which it 

began (table 4). This gives the lassan a non-directional, quasi-improvised feeling  
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Table 4. Tonal movement in the lassan section of the Pesther Csárdás 

Four-bar phrase (mm.)  Opening tonality  Closing tonality 
1�±4     E minor   B major 
5�±8     E minor   G major 
10�±13     C major   G major 
14�±17     A minor   C major 
19�±22     A minor   C major 
23�±26     A minor   E major 

 
 

characteristic of the hallgató style. Additionally, five of the six phrases switch modes 

internally (begin in minor and end in major, or vice versa). This is an elegant example of 

modal fluctuation. Four of these phrases�² beginning in mm. 1, 5, 10, and 23�² can be 

analyzed as ending in half-cadences in the key-area of either the present or successive 

phrase. That tendency�² to rest on dominant harmonies�² combined with the constant 

presence of the raised-fourth scale degree, may be interpreted as tonic/dominant 

ambivalence. The unprepared and unconventional modulation from E major to C major�²

at the start of the friss in m. 28�² further conforms to style hongrois expectation. 

 The friss section (mm. 28�±70) is composed of four eight-bar phrases�² each 

repeated individually, then in a full da capo�² followed by a short coda. Like the lassan, 

each phrase of the friss is unrelated to the others. The expected allegro tempo and �“�• 

meter are present. The first two phrases (mm. 28�±45) are set in estam. The first phrase 

(musical example 5.4) is a typical friss melody characterized by its agility, animating ties, 

quick grace notes, and weak-beat emphasis in mm. 29, 30, and 33 reminiscent of an alla  

zoppa rhythm. The only chromatic note of the phrase is the raised fourth (F�� in C major). 

 For the third phrase, the texture changes abruptly from estam to static drone-fifths 
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Musical Example 5.4. A friss melody�² Pesther Csárdás, mm. 28�±35 (violin 1) 

 

 

 

Musical Example 5.5. Drone-fifths and alla zoppa rhythms�² Pesther Csárdás,  
mm. 46�±49 (strings) 
 

 

 

(musical example 5.5). The melody incorporates alla zoppa rhythms, as it does the fourth 

phrase�² which begins with a unison spondee ornamented by a rapid scalar gesture in the 

first violins (musical example 5.6). Quick, ascending fiddle scales�² while not specific to 

the style hongrois�² �D�U�H���R�Q�H���R�I���6�W�U�D�X�V�V�¶�V���S�U�H�I�H�U�U�H�G���R�U�Q�D�P�H�Q�W�L�Q�J���J�H�V�W�X�U�H�V�����O�L�N�H�O�\��

originating from his role as concertmaster-conductor. This four-bar idea is then repeated 

a fourth higher, evoking nóta practice. 
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Musical Example 5.6. A spondee and an alla zoppa�² Pesther Csárdás, 
mm. 54�±57 (strings) 
 

 

 

 The harmonic scheme of the friss contrasts with that of the lassan. Tonal and 

modal fluctuations are replaced by tonal stasis; each eight-bar phrase remains firmly in a 

tonal area. The majority of the material in this section alternates between tonic and 

dominant harmonies, yet the inclusion of a subdominant harmony in m. 57 (see musical 

example 5.6) where a dominant would suffice may be a small nod to another style 

hongrois trait.206 

 This tonal stasis culminates in a coda (mm. 63�±70) fully conforming to figura 

conventions. Over repetitive V7�±I harmonies set to estam, a short motif is also repeated 

(musical example 5.7). It incorporates the raised fourth and kuruc fourth (F�� in C major; 

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

                                                           
206�����/�R�\�D�����³�%�H�\�R�Q�G���µ�*�\�S�V�\�¶���6�W�H�U�H�R�W�\�S�H�V���´���������� 



94 
 

Musical Example 5.7. Figura coda with kuruc fourths�² Pesther Csárdás,  
mm. 63�±70 (violin 1) 
 

 

 

printed crescendo�² the only one of the piece. Although the score gives no indication, it is 

likely that such a figura coda would be performed with an accelerando in imitation of 

Gypsy practice; the performers of the Strauss Complete Orchestra Edition arrive at that 

conclusion in their recording.207 The work concludes with a caesura followed by two 

dictated cadential chords marked Adagio, likely in imitation of Gypsy-band performance 

practice. 

 �$�V���6�W�U�D�X�V�V�¶�V���I�L�U�V�W���D�W�W�H�P�S�W���L�Q���W�K�H��style hongrois, the Pesther Csárdás impresses 

with its comprehensive integration of stylistic components. Virtually every important 

style hongrois device is used at some point; this analysis provides a succinct restatement 

of the style hongrois lexicon found in chapter 3. Strauss was clearly familiar with the 

style and comfortable using it when the occasion presented itself, as it did for his tour to 

Pest. The few style hongrois devices not incorporated are also noteworthy, as each will be 

encountered in subsequent compositions. These include asymmetrical phrases, percussive 

effects, and cimbalom imitation.  
                                                           

207. Johann Strauss Jr., Pester Csárdás Op. 23, from Johann Strauss II: The Complete Orchestra 
Edition, vol. 10, Polish State Philharmonic Orchestra (Katowice), Johannes Wildner, Marco Polo 8.223210, 
�ð  1989, compact disc. 
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CHAPTER SIX: ORCHESTRAL WORKS, 1847�±69 

 

 An inspection of the Strauss opus catalog would suggest that he continued to 

compose in the style hongrois for his very next published work following the Pesther 

Csárdás, op. 23�² the Zigeunerin Quadrille, op. 24�² which may be translated from the 

German as the �³Gypsy Girl�  ́Quadrille. In actuality, �6�W�U�D�X�V�V�¶�V���2�S�������� is based on themes 

taken from the opera The Bohemian Girl by Irish composer Michael William Balfe 

(1808�±70). The Bohemian Girl, which premiered in London in 1843, holds the distinction 

of being the only nineteenth-century English opera to achieve international repute.208 It 

reached Vienna in July 1846. As soon as its popularity in the city was proven, both father 

and son Strauss set out to compose arrangements for the dance hall.209 Strauss Jr. turned 

�R�X�W���W�R���E�H���T�X�L�F�N�H�U���Z�L�W�K���W�K�H���T�X�L�O�O�����K�L�V���Y�H�U�V�L�R�Q���S�U�H�P�L�H�U�H�G���D���Z�H�H�N���E�H�I�R�U�H���K�L�V���I�D�W�K�H�U�¶�V�����,�Q���D�Q�\��

event and despite its subject-matter, The Bohemian Girl does not use the style hongrois, 

and neither does �6�W�U�D�X�V�V�¶�V���T�X�D�G�U�L�O�O�H��210 

 While the Pesther Csárdás is �6�W�U�D�X�V�V�¶�V��first surviving work in the style hongrois, 

his trip to Pest in June 1846�² for which he composed it�² was not even his first 

Hungarian excursion of the year. That February, Strauss fulfilled an obligation to perform 

                                                           
208. Grove Music Online, Oxford Music Online�����V���Y�����³�%�R�K�H�P�L�D�Q���*�L�U�O�����7�K�H�´�����E�\���1�L�J�H�O���%�X�U�W�R�Q������

http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/O900727 
(accessed June 24, 2012). 

209. Kemp, liner notes, Johann Strauss, vol. 16. 

210. The work has been published in the New Strauss Edition; see Strauss Jr, Quadrillen, RV 2�±
122, ed. Michael Rot, Neue Johann Strauss Gesamtausgabe, ser. 2, werkgruppe 4, abteilung 4 (Vienna: 
Strauss Edition Wien, 2009). 
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at �W�K�H���5�L�I�O�H�P�H�Q�¶�V���%�D�O�O���L�Q���W�K�H���V�P�D�O�O���+�X�Q�J�D�U�L�D�Q���F�L�W�\���R�I���$�O�W�H�Q�E�H�U�J��211 For the occasion, 

Strauss composed the Altenberg Waltz, now lost. No review of the work survived either, 

but its reception was likely favorable because the Rifl�H�P�H�Q�¶�V���&�R�U�S���L�Q�Y�L�W�H�G���6�W�U�Duss back 

for the following year. For his return engagement, Strauss produced the Irene Waltz, op. 

32. A waltz, as the quintessentially Viennese dance, is in opposition with the exotic-

sounding musical language of the style hongrois. While Strauss did incorporate the style 

hongrois into many of the dance genres in which he regularly composed, he never 

compromised the domestic �³�S�X�U�L�W�\�´���R�I���K�L�V���Z�D�O�W�]�H�V�����:�K�H�U�H���W�K�H��style hongrois could be 

used�² and indeed was by Lanner, Strauss Sr., and Jr.�² was in �D���Z�D�O�W�]�¶�V��introduction; the 

introduction to the Irene Waltz indeed contains a �V�H�F�W�L�R�Q���³�L�Q���W�K�H���V�Wyle of Hungarian 

national music�  ́(musical example 6.1).212 

 Its stately and measured character matches the verbunk-giusto style.213 Telltale 

style hongrois gestures include the abundance of dotted rhythms, a slow estam, and 

anapests (mm. 21 and 23). The opening melodic gesture (m. 13) resembles the opening 

motif of the Pesther Csárdás (cf. musical example 5.1); both emphasize the second beat 

with high long notes followed by dotted rhythms and feature the same octave leap to 

e3.214 The raised fourth (F��), although less prominent, is incorporated into a secondary  

                                                           
211. Kemp, liner notes, Johann Strauss, vol. 38. 

212. Ibid. 

213�����3�H�W�K�������³Style Hongrois���´���������� 

214. The octave notation system employed here is the one preferred by the editors of 19th-Century 
Music; see D. Kern Holoman, Writing About Music: A Style Sheet from the Editors of 19th-Century Music 
(Berkeley: University of California Press, 1988), 7. 
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Musical Example 6.1. Irene Waltz, Op. 32, mm. 13�±28215 

 

 

diminished-seventh harmony at m. 14. Both eight-bar phrases close with bókazó 

cadences. 

 In February 1848, revolution broke out in France and quickly spread through all 

of Europe. The movement reached Vienna on March 13, led by university students 

seeking democratic reforms. Soon after, revolution broke out in Hungary, where it was 

also fueled by nationalism; the Hungarian people had grown tired of being ruled by 

Austrians. Troops sent from Vienna eventually squelched the Hungarian revolt. While 

Strauss Sr. publically sided with the monarchy, his estranged twenty-two-year-old son 

                                                           
215. Musical example taken from Johann Strauss Jr., Irenen-Walzer, Op. 32, für das Pianoforte 

(Vienna: Müller, [1847]). 
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joined the revolutionaries.216 Strauss Jr. even brought his orchestra to play patriotic tunes 

at the barricades, including the politically charged Marseillaise. 

 Later that year, he composed two marches inspired by these events. The Student 

March, op. 56, may have been based on a certain freedom song at the request of some 

university students.217 Strauss intended the march to show his support for the students. Its 

music is a typical military march�² a surprising choice for expressing support for students 

�L�Q���U�H�Y�R�O�W���D�J�D�L�Q�V�W���W�K�H���H�P�S�L�U�H�¶�V���D�U�P�H�G���I�R�U�F�H�V. With the Revolution March, op. 54, Strauss 

seems to have intended to voice support for the Hungarian revolutionaries by 

incorporating blatant style hongrois elements.218 The march is dominated by the minor 

mode, unusual for a military march. The melody is replete with jangling ornaments and 

the raised fourths. This last feature is especially prominent �L�Q���W�K�H���P�D�U�F�K�¶�V���V�H�F�R�Q�G���W�K�H�P�H, 

which also incorporates characteristic syncopation (musical example 6.2). Although these 

rather superficial style hongrois features were grafted onto an otherwise conventional 

march, the effect surely delighted the Hungarian nationalist who heard it in 1848. 

 In his Revolutionary March, Strauss used the style hongrois for 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 participation on the barricades,  

                                                           
216. Gartenberg, Johann Strauss, 88. 

217. Kemp, liner notes, Johann Strauss, vol. 18. 

218. Ibid., vol. 11. 
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Musical Example 6.2. Revolution March, Op. 54, mm. 21�±28 (reduction)219 

 

 

Strauss was not so much as questioned by the authorities. These facts may be explained 

�E�\���6�W�U�D�X�V�V�¶�V���H�[�W�U�H�P�H���Q�R�W�R�U�L�H�W�\�� 

 Although siding with the failed revolutionaries in 1848, Strauss was equally 

willing to compose in support of the monarchy. When Franz Joseph was crowned 

emperor the following year, Strauss wrote the Kaiser Franz Joseph March, op. 67. While 

that march�² written for the new Austrian Kaiser (Emperor)�² is devoid of the style 

hongrois, another march composed a few years later, to celebrate the regalia of Hungary, 

does include subtle hints of the style. Hungary�¶�V���F�R�U�R�Q�D�W�L�R�Q crown was lost in the events 

of the 1849 Revolution. It was finally recovered in 1853, and the cheerful news was 

commemorated by Strauss with his Crown March, op. 139. According to Peter Kemp, 

Op. 139 �³derives a good deal of local color from its use of Hungarian national 
                                                           

219. Musical example taken from Strauss, Revolutions-March, Op. 54, piano score (Vienna: 
Müller, n.d.); repr. in Klavierfassungen der Opera 1�±100: Ausgaben im Hochformat, ed. Ernst Hilmar, 
Johann Strauss (Sohn) Sämtliche Werke in Wiedergabe Der Originaldrucke, ser. 1, vol. 2 (Tutzing, Ger.: 
Schneider, 1991). 
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melodies.�´220 I have been unable to trace those national melodies, but style hongrois 

gestures are limited to a few anapests and Lombards in the minor-mode trio. 

 In February 1861, Strauss performed at �9�L�H�Q�Q�D�¶�V��Magyar Ball, where he unveiled 

a new composition�² Sympathieklänge ���³�7�X�Q�H�V���R�I���6�\�P�S�D�W�K�\�´�������3�R�O�N�D�����Rp. 246. Its title 

likely �U�H�I�H�U�U�H�G���W�R���W�K�H���³�2�F�W�R�E�H�U���'�L�S�O�R�P�D�´�² major legislation passed the previous year that 

attempted constitutional reform but which proved deeply unpopular with the e�P�S�L�U�H�¶�V��

non-German citizens, including Hungarians.221 Strauss dedicated the polka �³�W�R���W�K�H young 

�+�X�Q�J�D�U�L�D�Q�V���V�W�X�G�\�L�Q�J���L�Q���9�L�H�Q�Q�D���´222 It is a light-hearted polka française�² the slow cousin 

of the vigorous polka schnell�² and gently incorporates several style hongrois elements. 

In the introduction, opening unison Cs are immediately embellished with turns 

incorporating the raised fourth (B��, musical example 6.3). For these turns, Strauss could 

easily have used a D�# to create the consecutive minor seconds of the Gypsy scale, but 

instead opted for the more benign D��. The similarly docile first theme (mm. 5�±12) 

features two ascending leaps which hint of the kuruc fourth, and ends with a bókazó 

cadence. The second theme (in G minor, not shown) emphasizes low drone-fifths and 

includes a melodic anapest. The theme of the trio is generated through syncopation and 

punctuated by alla zoppa rhythms in the accompaniment. The character of the work never 

approaches either a lassan or friss. Instead, Strauss integrated these style hongrois  
                                                           

220. Kemp, liner notes, Johann Strauss, vol. 7. 

221. Ibid., vol. 24. 

222. �7�K�H���W�L�W�O�H���S�D�J�H���W�R���W�K�H���I�L�U�V�W���S�L�D�Q�R���H�G�L�W�L�R�Q���L�Q�F�O�X�G�H�V���W�K�H���Z�R�U�N�¶�V���W�L�W�O�H���D�Q�G���F�R�P�S�R�V�H�U�¶�V���Q�D�P�H���L�Q���E�R�W�K��
German and Hungarian�² �³�5�R�N�R�Q�K�D�Q�J�R�N�����3�R�O�N�D���>�E�\�@���6�W�U�D�X�V�V���-�i�Q�R�V���´���$�O�W�K�R�X�J�K���W�K�L�V���Z�D�V���D���F�O�H�Y�H�U���D�Q�G��
�W�R�X�F�K�L�Q�J���J�H�V�W�X�U�H�����F�R�Y�H�U���D�U�W���V�X�F�K���D�V���W�K�L�V���V�K�R�X�O�G���Q�R�W���E�H���U�H�J�D�U�G�H�G���D�V���D���S�U�L�P�D�U�\���V�R�X�U�F�H���I�R�U���H�Y�L�G�H�Q�F�H���R�I���6�W�U�D�X�V�V�¶�V��
conception of a composition; it is unclear how much influence he exerted in the design of these 
publications. 



101 
 

Musical Example 6.3. Sympathienklänge, Polka, Op. 246, mm. 1�±12 (reduction)223 
 

 

 

gestures into a conventional polka française. The musical references are admittedly 

�V�O�L�J�K�W�����W�K�H���F�R�Q�W�H�[�W���R�I���W�K�H���S�U�H�P�L�H�U�H���O�L�N�H�O�\���F�R�Q�W�U�L�E�X�W�H�G���D�V���P�X�F�K���W�R���W�K�H���Z�R�U�N�¶�V���S�H�U�F�H�L�Y�H�G��

Hungarian flavor as did its musical content. 

 

  

                                                           
223. Musical example taken from Strauss, Sympathienklänge, Polka, Op. 246, piano score 

(Vienna: Haslinger, n.d.); repr. in Klavierfassungen der Opera 201�±300: Ausgaben im Hochformat, ed. 
Ernst Hilmar and Norbert Rubey, Johann Strauss (Sohn) Sämtliche Werke in Wiedergabe Der 
Originaldrucke, ser. 1, vol. 6 (Tutzing, Ger.: Schneider, 2001). 
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Two Works in the Turkish Style 

 

 The Persian March, op. 289, and Egyptian March, op. 335, were both composed 

in the Turkish style.224 Both �U�H�P�D�L�Q���S�R�S�X�O�D�U���D�P�R�Q�J���6�W�U�D�X�V�V�¶�V���Z�R�U�N�V and have been seen 

as stylistic precursors to �6�W�U�D�X�V�V�¶�V���I�L�U�V�W���V�W�D�J�H work, the Turkish operetta Indigo und die 

viersig Räuber, which premiered in 1871. These marches are discussed here because the 

Turkish style overlapped with the style hongrois in some of its musical gestures.225 These 

Turkish works provide a useful comparison to �6�W�U�D�X�V�V�¶�V style hongrois works, and 

therefore, facilitate better understanding of his approach to the style hongrois. It is 

noteworthy that, for some composers, the two styles were juxtaposed or even confused 

within the same composition.226 Although Strauss enjoyed ample contact and interaction 

with Gypsies and Hungarians, he did not have direct exposure to the Janissary military 

music which formed the basis for the Turkish style.227 

 Both marches were composed �I�R�U���6�W�U�D�X�V�V�¶�V���V�X�P�P�H�U��residencies in the Russian 

city of Pavlovsk, near St. Petersburg. The Persian March, composed in 1864, was 

dedicated the Shah of Persia and quotes the Persian National Anthem in its trio.228 Strauss 

�K�L�P�V�H�O�I���G�H�V�F�U�L�E�H�G���L�W���D�V���³�S�X�U�H���S�U�R�J�U�D�P���P�X�V�L�F���´229 The more elaborate Egyptian March was 

                                                           
224. Crittenden, Johann Strauss and Vienna, 121. 

225. Bellman, The Style Hongrois, 44. 

226. Ibid., 55. 

227. Ibid., 31�±32. 

228. Kemp, liner notes, Johann Strauss, vol. 22. 

229. Ibid. 
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composed in 1869 as part of the Egyptian craze coinciding with the opening of the Suez 

Canal.230 Although the Egyptian March turns out to be in the Turkish style, this would 

not necessarily �K�D�Y�H���E�H�H�Q���6�W�U�D�X�V�V�¶�V���D�X�W�R�P�D�W�L�F���F�K�R�L�F�H��for imitating Egyptian music. Many 

Europeans persisted in their mistaken belief that the Gypsies were of Egyptian 

provenance.231 

 �0�X�V�L�F�D�O�O�\�����W�K�H���P�D�U�F�K�H�V���V�K�D�U�H���D���V�W�\�O�H���W�K�D�W���L�V���G�L�V�W�L�Q�F�W���I�U�R�P���6�W�U�D�X�V�V�¶�V���I�R�U�D�\�V���L�Q�W�R���W�K�H��

style hongrois. While Strauss often used gestures of the style hongrois in subtle ways, his 

approach to the Turkish style was one of overstatement. Both marches are set in a 

ponderous, military cut-time. In contrast to the meandering quality of the slow-verbunk 

style, these marches are unusually static�² both rhythmically and harmonically. Their 

accompaniments are dominated by machine-like repetitive figures and feature the batterie 

turque. Their harmonies�² especially the bass lines�² are disconcertingly stagnant. The 

music is constructed around crass effects�² subito dynamics, presenting themes very soft 

then very loud, heavy unison string passages, and non-melodic buildups of sound (see 

Egyptian March, mm. 33�±38). 

 Musical example 6.4 is typical of �6�W�U�D�X�V�V�¶�V���7�X�U�N�L�V�K-style melodic activity�²

including exaggerated use of the augmented second and reliance on extreme registers, 

especially the piccolo. The opening clarinet solo (musical example 6.5) should not be 

confused with a tarógató solo. It is accompanied only by other woodwinds and 

percussion�² more reminiscent of a distant harem than a Gypsy band. Instead of tarógató- 

                                                           
230. Kemp, liner notes, Johann Strauss, vol. 13. 

231. Sárosi, Gypsy Music, 11. 
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Musical Example 6.4. Persian March, Op. 289, mm. 5�±14 (piccolo and flute)232 
 

 

 

like improvisatory flexibility and ornamentation, Strauss uses a rigid and inflexible 

character for this music. His Turkish style does share with his use of the style hongrois 

characteristics such as the raised-fourth scale degree. But�² as with his Turkish approach 

in general�² when Strauss uses such traits in these Turkish works, they are set in high 

relief to exaggerate their exotic qualities (see strings in musical example 6.5, m. 10). 

Indeed, no effect is spared to capture the distant exoticism; the trio of the Egyptian March 

even includes a wordless, chant-like chorus. 

 �6�W�U�D�X�V�V�¶�V���X�V�H���R�I���W�K�H���7�X�U�N�L�V�K���V�W�\�O�H���L�V�² notwithstanding some shared musical 

traits�² distinct in content, emphasis, and approach �I�U�R�P���6�W�U�D�X�V�V�¶�V���X�V�H���R�I���W�K�H��style 

hongrois. The latter is subtle and refined, while the former exaggerated and bombastic. 

There is, then, �O�L�W�W�O�H���G�L�I�I�L�F�X�O�W�\���L�Q���G�L�V�W�L�Q�J�X�L�V�K�L�Q�J���6�W�U�D�X�V�V�¶�V��use of the Turkish style from 

that of the style hongrois.  

                                                           
232. Musical example taken from Johann Strauss Jr., Persischer March, Op. 289, ed. Thomas 

Aigner, Johann Strauss (Sohn) Gesamtausgabe (Vienna: Doblinger, Diletto Musicale, 1998). 
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Musical Example 6.5. Egyptian March, Op. 335, mm. 5�±14233 

 

                                                           
233. Musical example taken from Johann Strauss Jr., Egyptischer March, Op. 335, ed. Fritz 

Racek, Johann Strauss (Sohn) Gesamtausgabe, ser. 1, vol. 21, bk. 6 (Vienna: Doblinger, Diletto Musicale, 
1982). 
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Éljen a Magyár!, Polka Schnell, Op. 332 

 

 In 1869, Hungary celebrated the two-year anniversary of the signing of the 

Ausgleich�² the Austro-Hungarian Compromise that established the Dual-Monarchy and 

elevated Hungary to equal status with Austria. Strauss was invited to Pest to help mark 

the occasion, which coincided with the opening of a new concert hall.234 It was for this 

event that Strauss composed his Éljen a Magyár! (�³Long Live the Magyar!� )́, Polka 

schnell, op. 332, �³�G�H�G�L�F�D�W�H�G���W�R���W�K�H���+�X�Q�J�D�U�L�D�Q���1�D�W�L�R�Q���´���,�W�V���U�H�F�H�S�Wion was overwhelmingly 

positive, and it had to be encored several times. 

 Éljen a Magyár! is noteworthy for several reasons. It is the only work besides 

�6�W�U�D�X�V�V�¶�V Pesther Csárdás to have been composed for and had its premiere in the 

Hungarian capital. Eighteen sixty-nine was the first time Strauss had been to Pest since 

his 1846 tour. The occasion for the premier and �Z�R�U�N�¶�V��dedication provided clear 

expectation for the presence of the style hongrois. But unlike the Pesther Csárdás�² which 

was modeled after the traditional verbunk form�² Éljen a Magyár! is a fast polka. By this 

time, polkas�² Bohemian in origin�² had become popular throughout Europe.235 Unlike 

the csárdás�² which somewhat retained its ethnic character after spreading across 

                                                           
234. Norbert Rubey, preface to Éljen a Magyár!: Polka Schnell, Op. 332, by Johann Strauss Jr. 

(Vienna: Doblinger, Diletto Musicale, 1998), 4; Kemp, liner notes, Johann Strauss, vol. 16. 

235. Bohemia is the traditional name for the lands of the Czech people�² today the Czech 
Republic. The term was applied liberally in the nineteenth century: Bohemians even referred to the Rom 
���*�\�S�V�L�H�V�����L�Q���/�L�V�]�W�¶�V���E�R�R�N����Des bohémiens et de leur musique en Hongrie; and later the term Bohemian 
�F�R�X�O�G���P�H�D�Q���D�Q���D�U�W�L�V�W�����H���J�����3�X�F�F�L�Q�L�¶�V��La bohème). 
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Europe�² the polka had lost its national character and had basically become a generic, 

quick �“�• dance.236 

 Any style hongrois analysis must, therefore, proceed with caution. In a csárdás, 

style hongrois gestures are on �³�Q�D�W�L�Y�H���V�R�L�O���´���,�Q���D���Qon-Hungarian genre�² such as the 

polka�² style hongrois elements are foreign. This fact may affect how these elements are 

perceived. For example, Éljen a Magyár! is filled with syncopated accompaniment, yet it 

would a mistake to label that as estam�² for different reasons such an accompaniment is 

also standard fare in every polka. 

 This issue raises a larger one. How is one to know for certain that a gesture is 

intended to invoke the style hongrois, when it may equally be used as ordinary musical 

material or in invocation of some other style�² such as the Turkish? With regard to 

Strauss, the distinction between the Turkish style and style hongrois is clear. When 

elements overlap, the distinction between normal musical practice and the style hongrois 

should, in part, be assessed by the context.237 In an extreme application of the �L�G�H�D���R�I���³�W�K�H��

�H�[�R�W�L�F���L�Q���F�R�Q�W�H�[�W���´���D���P�X�V�L�F�D�O���F�R�P�S�R�V�L�W�L�R�Q���F�R�X�O�G��actually contain no distinguishable style 

hongrois elements and yet still be said to invoke Gypsy music by virtue of its context�²

such as its title or place within a larger theatrical work. 

                                                           
236. The polka had certainly not lost all of its Bohemian associations to Strauss; he chose to set 

the Bohemian portion of the ballet music in act two of Die Fledermaus as a polka. 

237�����0�D�\�H�V�����³�5�H�F�R�Q�V�L�G�H�U�L�Q�J���D�Q���(�D�U�O�\���(�[�R�W�L�F�L�V�P���´�����������0�D�\�H�V���D�S�S�O�L�H�V���/�R�F�N�H�¶�V���W�K�H�R�U�\���R�I���H�[�R�W�L�F�L�V�P��
to the style hongrois; see Ralph P. Locke, Musical Exoticism: Images and Reflections (Cambridge: 
Cambridge University Press, 2009). 
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 The opposite view�² as advanced by Jonathan Bellman�² is that an exotic style, 

such as the style hongrois, comprises discrete and identifiable musical gestures.238 By 

identifying such gestures, one can confidently assert the presence of the style hongrois 

even in compositions with no context providing expectation for its presence. While 

Bellman applies this idea with intriguing results to the music of composers such as 

Schubert and Brahms, I do not believe such a context-free approach to be appropriate for 

the music of Strauss. Each of the compositions examined in this study has�² by its title or 

compositional occasion�² the expectation of the style hongrois. Such expectation, then, 

justifies the search for style hongrois elements within that composition. It would be an 

exercise in futility to hunt for the style hongrois in Strauss works with no connection to 

Hungary or the Gypsies; there is nothing to suggest that Strauss ever incorporated 

Hungarian gestures into his normal style. 

 Additionally, any informed investigation should be reinforced by an 

understanding of what is normative for that composer. An example from Strauss�¶�V���P�X�V�L�F 

is his use of the raised-fourth scale degree. Its use is normative when part of a V of V 

harmony. When serving this function, it should not be viewed as specifically style 

hongrois�² even perhaps in a work with a strong expectation of the style hongrois. In 

other instances�² e.g. when the raised fourth forms part of a more mysterious-sounding 

diminished harmony or is simply added for color�² it can be appropriately assigned to the 

style hongrois. 

                                                           
238. See Bellman, The Style Hongrois. 
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 Because Éljen a Magyár! is a non-Hungarian polka, it is a stylistically hybrid 

creation. The basic form is: polka�±trio�±polka repeated�±coda. As a quick �“�• dance, the 

polka has obvious parallels to the friss; and in Op. 332, the incorporation of friss 

characteristics required minimal stylistic modification. The trio has no parallels to the 

verbunk form; in it, Strauss briefly lapses into his conventional style without any trace of 

the style hongrois. The use of percussion in Éljen a Magyár!�² in particular the active 

snare-drum�² �L�V���W�\�S�L�F�D�O���R�I���6�W�U�D�X�V�V�¶�V���S�R�O�N�D�V���D�Q�G��unrelated to the style hongrois. 

 Nevertheless, the eight-bar introduction unambiguously invokes the friss style. 

The opening fiddle figure (musical example 6.6) is characteristically agile and exploits 

consecutive minor seconds created by the raised fourth (A��) in minor. The large grace-

note leaps in mm. 2 and 4 lead to weak-beat accents. The melodic line is doubled in the 

clarinets, although such scoring is arguably more common for a polka than a friss. 

 The first theme continues to emphasize the raised fourth�² now found in a graced 

anapest (musical example 6.7). Jangling ornaments are particularly persistent in this 

melody, and a rapid scalar figure in m. 16 connects the antecedent phrase to its  

 

Musical Example 6.6. Introduction�² Éljen a Magyár!, mm. 1�±8 (violin 1)239 

 

                                                           
239. Musical examples taken from Johann Strauss Jr., Éljen a Magyár!: 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 Strauss Jr., Polkas, RV 
281�±368, ed. Michael Rot, Neue Johann Strauss Gesamtausgabe, ser. 2, werkgruppe 4, abteilung 2, vol. 3 
(Vienna: Strauss Edition Wien, 2009). 
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Musical Example 6.7. First theme�² Éljen a Magyár!, mm. 9�±28 (violin 1) 

 

 

Musical Example 6.8. Second theme�² Éljen a Magyár!, mm. 29�±32 (strings) 

 

 

Musical Example 6.9. Cimbalom figure�² Éljen a Magyár!, mm. 49�±52 (violin 1) 
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consequent. That consequent deviates at m. 19�² now transposed up by a third as the 

tonality shifts to the relative major. 

 The second theme opens with a spondee figure that uses short note-values instead 

of the more traditional long ones (musical example 6.8). The rhythm in m. 29 is in unison 

in the orchestra as the perpetuating estam-like accompaniment is briefly interrupted. 

There follows a raised fourth (part of a German-augmented-sixth harmony), a trill, and 

two ascending octave leaps. The third theme includes a virtuosic figure that may derive 

from imitation of cimbalom or fiddle playing (musical example 6.9). 

 The fourth theme begins with one of two brief quotations from the Rákóczy 

March (compare musical example 6.10 with 6.11).240 The Rákóczy gesture is none other 

than consecutive kuruc fourths, which certainly held great appeal for the original 

Hungarian audience. The theme and its repetition are presented with harmonic analysis to 

illustrate a small yet interesting difference in their harmonies: while the first presentation 

(mm. 53�±60) stays firmly in E minor, its repetition briefly tonicizes the relative major for 

two bars (mm. 63�±64) before promptly reverting back to the harmony of the original. 

This may be an attempt to imitate Gypsy-like harmonic wandering. Accompanying the 

Rákóczy quote in m. 53 is an open-fifth in the cello for two measures (musical example 

6.12). It is notable because this open-fifth cuts through an otherwise active 

accompanimental texture to which the cello reverts in the ensuing measures. Measure 

sixty contains a rapid connecting scale incorporating the raised fourth�² this time found in 

the cello and bass instead of the violin. 

                                                           
240. Rubey, preface to Éljen a Magyár!. 
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Musical Example 6.10. Éljen a Magyár!, mm. 53�±68 (violin 1 and bass, with harmonic 
analysis) 
 

 
 

Musical Example 6.11. Kuruc fourths�² Liszt arr., Rákóczy March, mm. 23�±27 

 

 
Musical Example 6.12. Drone-fifth �² Éljen a Magyár!, mm. 53�±54 (cello) 

 
 

Musical Example 6.13. Éljen a Magyár!, mm. 109�±12 (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 repeated for four bars 

before the musical example), which is actually a major-mode transformation of the 

�Z�R�U�N�¶�V���R�S�H�Q�L�Q�J���I�L�J�X�U�H�����F�I�����P�X�V�L�F�D�O���H�[�D�P�S�O�H������������ 

 The second Rákóczy quotation occurs in the coda (compare musical example 

6.14, mm. 123�±24, with 3.7, mm. 35�±36). It is a series of anapests connected by 

animating ties. While brief, it certainly would have been recognized by its original 

Hungarian audience and likely contributed to the work�¶s enthusiastic reception. 

 Harmonically, Éljen a Magyár! is less noteworthy than the Pesther Csárdás, in 

which the slow section is the harmonically more interesting. Éljen a Magyár! lacks an 

analogous slow section and is consequently harmonically more predictable. Nevertheless, 

its harmonic scheme incorporates a significant amount of modal fluctuation (table 5); the 

mode shifts six times in a relatively short work (not counting the trio or da capo). These  

 

Musical Example 6.14. Rákóczy quotation�² Éljen a Magyár!, mm. 121�±26 (strings) 
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Table 5. Tonal scheme for Éljen a Magyár! (omitting trio) 

Section (mm.)  Tonality    Section Tonality 
1�±18   E minor    53�±68  E minor 
19�±28   G major    69�±120 E major 
29�±36   E minor   Coda: 121�±131 E minor 
37�±52   E major    
 
 

shifts include movement to both the parallel and relative major areas. As is typical of the 

style hongrois, this work cannot be said to be solidly in either major or minor. 

 While the above-mentioned musical gestures were successful in garnering 

rapturous applause �I�U�R�P���6�W�U�D�X�V�V�¶�V���R�U�L�J�L�Q�D�O���+�X�Q�J�D�U�L�D�Q���D�X�G�L�H�Q�F�H����Éljen a Magyár! ought to 

be viewed as a missed style hongrois opportunity. The twenty-three years and 309 opus 

numbers that separate it from the Pesther Csárdás allowed Strauss ample opportunity for 

compositional experimentation. Opus 332 is fundamentally a polka; its style hongrois 

features�² including the two Rákóczy quotations�² were applied superficially. It shares 

this superficial quality with the Revolution and Crown Marches, and the 

Sympathienklänge. The relatively authentic style hongrois music in the Irene Waltz was 

very brief. Therefore�² in the period between the Pesther Csárdás and the Csárdás from 

Die Fledermaus (1847�±69)�² it can be said that Strauss retreated from the high level in 

which he began composing in the style hongrois to a shallower use of the style�² where 

he occasionally integrated it into his usual forms. Fortunately, as my examination of the 

Csárdás from Die Fledermaus reveals, this retreat was temporary.  
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CHAPTER SEVEN: CSÁRDÁS FROM DIE FLEDERMAUS 

 

 The years 1870�±73 were eventful for Vienna and Strauss. The city was at the 

height of the Gründerzeit�² a period of economic boom following the Ausgleich of 1867. 

The Musikverein, with its famous golden concert hall, opened its doors in 1870. Vienna 

�K�R�V�W�H�G���W�K�H���:�R�U�O�G�¶�V���(�[�S�R�V�L�W�L�R�Q���L�Q���������������2�Q���0�D�\��ninth of that year, the Vienna Stock 

Market�² site of intense financial speculation�² crashed. Meanwhile, the Waltz King 

successfully made the transition to the theater; his first two operettas had successful 

premiers during in these years. 

 In 1873 Strauss organized a benefit concert for Hungarians affected by a severe 

cholera epidemic.241 The horrific outbreak claimed 140,000 lives in Hungary, but its 

severity was dramatically underreported in Vienna.242 It is understandable that Strauss 

would feel strong sympathy for his Hungarian neighbors; they had always received his 

performances with great enthusiasm. The benefit concert was held on October 25, 1873, 

in the Musikverein. It was a proper orchestra concert with selections by Weber, Berlioz, 

and Verdi. Also on the program was a ne�Z���³�Y�R�F�D�O��csárdás�´��composed by Strauss and 

sung by Marie Geistinger (1833�±1903; figure 7). Five days after the concert, newspapers 

reported that that vocal csárdás would be included in a new operetta currently being 

                                                           
241. Kemp, liner notes, Johann Strauss, vol. 50; see also �)�U�L�W�]���5�D�F�H�N�����H�G�L�W�R�U�¶�V���U�H�S�R�U�W����Die 

Fledermaus, by Johann Strauss Jr., Johann Strauss (Sohn) Gesamtausgabe, ser. 2, vol. 3 (Vienna: 
Doblinger/Universal Edition, 1974), 547�±49. 

242. The Cholera Epidemic of 1873 in the United States, 43rd Cong., 2nd sess., 1875, H. Doc. 95, 
86�±87. 
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Figure 7. Marie Geistinger243            Figure 8. Jancsi Sági Balog244 

 

composed by Strauss. Die Fledermaus ���³�7�K�H���%�D�W�´�����S�U�H�P�L�H�U�H�G���R�Q���$�S�U�L�O���������������������Z�L�W�K��

Geistinger creating the role of Rosalinde. 

 While it is not surprising that Strauss would include a csárdás on a Hungarian 

benefit concert, the inspiration for the piece likely came from a Strauss concert given 

earlier that year. In June 1873 he had performed at a party hosted by the Russian 

ambassador alongside the famous Gypsy band-leader and scholar Jancsi Sági Balog 

                                                           
243. �2�S�H�U�H�W�W�D���5�H�V�H�D�U�F�K���&�H�Q�W�H�U���$�P�V�W�H�U�G�D�P�����V���Y�����³�'�L�H���3�R�U�Q�R�J�U�D�I�L�H���G�H�U���2�S�H�U�H�W�W�H���������´�����E�\���.�H�Y�L�Q��

Clarke), http://www.operetta-research-center.org/userFiles/Image/Internet_11_Geistinger_Helena_1865 
.jpg (accessed July 21, 2012). 

244. �³�3�R�U�W�U�D�L�W�V���´���L�Q���³�:�R�U�O�G���L�V���D���/�D�G�G�H�U�����:�K�L�F�K���6�R�P�H���J�R���8�S�����6�R�P�H���J�R���'�R�Z�Q�´�����3�L�F�W�X�U�H�V���R�I���W�K�H��
History of Gypsies in the 20th Century, ed. Péter Szuhay (Budapest: Neprajzi Muzeum, 1993), available at 
http://www.sulinet.hu/oroksegtar/data/magyarorszagi_kisebbsegek/2009/ciganyok/A_vilag_letra/pages/avl
_06_portrek.htm (accessed July 21, 2012). 
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(1803�±76; figure 8).245 As will be demonstrated, the Fledermaus Csárdás displays a 

�U�H�P�D�U�N�D�E�O�H���P�D�W�X�U�L�Q�J���L�Q���6�W�U�D�X�V�V�¶�V��use of the style hongrois. The Balog concert must have 

exposed Strauss to Gypsy music of a very high level, likely including the latest 

developments in the evolving verbunk repertoire. The proximity of the Balog concert to 

the composition of the csárdás seems more than coincidental, as does the fact that the 

Balog concert was for the Russian ambassador; in its eventual place in Die Fledermaus, 

the csárdás takes place at the villa of the extravagant Russian Prince Orlofsky. 

 Although the work premiered as a vocal csárdás with text supplied by the 

librettist of Die Fledermaus, Richard Genée (1823�±95), inspection of its original 

manuscripts led Hans Swarowsky to conclude that the work was originally conceived as a 

purely orchestral composition.246 A manuscript copy of the �³Csárdás �I�R�U���2�U�F�K�H�V�W�U�D�´���Z�D�V��

found with the autograph score of Die Fledermaus, and that orchestral version was 

�S�U�H�P�L�H�U�H�G���E�\���6�W�U�D�X�V�V�¶s brother Eduard in 1874. Therefore, while its eventual placement 

within Die Fledermaus provides a fine topic of inquiry, the present analysis focuses on 

the purely musical aspects of the work.247 

  

                                                           
245. Sárosi, Gypsy Music, 122. 

246. Hans Swarowsky, preface to �'�L�H���)�O�H�G�H�U�P�D�X�V�����³�7�K�H���%�D�W�´�������2�S�H�U�H�W�W�D, full score (London: 
Eulenburg, 1968). This edition reproduces both the orchestral and vocal versions. 

247. For a thorough discussion of the social and political implications of the Fledermaus Csárdás, 
see Crittenden, Johann Strauss and Vienna, 132�±69. 
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A Style Hongrois Analysis 

 

 With the Fledermaus Csárdás, Strauss achieved a deeper assimilation of the style 

hongrois than in any of his previous works. In particular, characteristic after-beat 

emphasis is manifest in a greater variety of notation (musical example 7.1). The 

fundamental rhythmic unit is the Lombard.248 Examples of after-beat emphasis are 

�S�U�H�V�H�Q�W���L�Q���6�W�U�D�X�V�V�¶�V��style hongrois works preceding the Fledermaus Csárdás (see musical 

examples 5.1�±5.5 and 6.1), and the change in compositional practice is one of degree. 

 �6�W�U�D�X�V�V�¶�V���J�H�Q�H�U�D�O���F�R�P�S�R�V�L�W�L�R�Q�D�O���V�N�L�O�O���G�H�Y�Hloped substantially through his early 

stage works. In the Fledermaus Csárdás, musical lines and structures are more nuanced 

and flexible than in previous works. Like Op. 23, the Fledermaus Csárdás closely 

adheres to the verbunk form�² lassan, and friss with a figura coda. That form is here 

augmented by a four-bar introduction that unambiguously announces the style hongrois 

(musical example 7.2). It opens with a clarinet solo in the tarógató style�² highly 

ornamented and rhythmically flexible.249 It features the raised fourth (E��) which produces 

consecutive minor seconds. The accompaniment contributes to this mysterious 

atmosphere; only pizzicato chords on weak beats accompany the solo in the first measure, 

disguising the yet-to-be-established pulse. In the second measure, the strings switch to 

arco and alternate on Phrygian cadential harmonies. An alternating-fourths clarinet 

                                                           
248. While the Lombard is also commonly known as the Scottish snap, Strauss did not associate 

the gesture with the Scots; not a single Scottish snap is to be found in the Scottish sectio�Q���R�I���6�W�U�D�X�V�V�¶�V���E�D�O�O�H�W��
music in act two of Die Fledermaus. 

249. Crittenden, Johann Strauss and Vienna, 148�±49. 
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Musical Example 7.1. Instances of after-beat emphasis in the Csárdás from Die 
Fledermaus250 
 
 7.1a. Measure 1 (clarinet solo) 

 

 7.1b. Measures 5�±6 (voice) 

 

 7.1c. Measures 15�±16 (voice) 

 

 7.1d. Measures 60�±63 (voice) 

 

 7.1e. Measures 121�±end (violin 1) 

 

                                                           
250. Full-score examples taken from Strauss, Die Fledermaus, ed. Fritz Racek, Johann Strauss 

(Sohn) Gesamtausgabe, ser. 2, vol. 3 (Vienna: Doblinger / Universal Edition, 1974); piano-score examples 
taken from Strauss, Die Fledermaus, piano score (Leipzig: Cranz, n.d.; repr., Budapest: Könemann, 
[1990]). 
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Musical Example 7.2. A tarógató introduction�² Csárdás from Die Fledermaus,  
mm. 1�±4 (reduction)251 
 

 

 

gesture in m. 2 is transformed in the following measure into genuine kuruc fourths�² now 

on scale degrees five and one�² which are passed from high to low wind instruments. The 

orchestration is clever and evocative, even incorporating the lowest note of the A clarinet. 

 The first theme (musical example 7.3) exhibits a new degree of rhythmic nuance. 

It is built on various Lombard�² including alla zoppa�² and dotted gestures and concludes 

with a choriamb in m. 8. The cello iterates a �G�&�Y�� pattern, emphasizing weak beats over a 

pizzicato bass line. The accompanimental texture changes in m. 8, and the last measure of 

the phrase is echoed by the flute in m. 9. The extent to which the texture varies�² even 

 
 
                                                           

251. The Racek edition and the Swarowsky vocal edition notate the opening clarinet rhythm  �—�o�–���•  
(see musical example 7.1a), while this older piano edition and the Swarowsky orchestral edition represent it 
as  �—�Ë�–�•  , which is to be encountered on many recordings. Both versions encapsulate style hongrois 
rhythmic emphasis. Curiously, this prominent discrepancy goes uncommented on in the critical notes. 
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Musical Example 7.3. First theme�² Csárdás from Die Fledermaus, mm. 5�±8  
(voice and strings) 
 

 

 

from bar to bar�² is a notable development for Strauss and one well suited to the 

constantly shifting moods of the style 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 major. The melodic structure is 

so free that is does not even conform to the �‡�• meter, and a compensating �“�•measure is 

added. For a composer known for four-bar-phrase regularity, such a departure is 

noteworthy and highlights the extent to which he sought to create the style hongrois 

effects of improvisation and unbalance. Rubato tempo indications in mm. 10�±11 and a 

fermata at m. 13 further contribute to the perception of freedom in this phrase. It closes 

with a traditional bókazó cadence. 

 Although the third theme (musical example 7.5) is in D major, its opening four-

bar harmonic progression suggests melancholy�² perhaps because it begins with a drawn- 
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Musical Example 7.4. Second theme�² Csárdás from Die Fledermaus,  
mm. 10�±14 (reduction) 

 

 

out ii 6 harmony.252 Strauss builds on the bókazó gesture of the preceding phrase, 

integrating it into the middle of this phrase in mm. 16 and 18. Once again, the cello 

reveals the style hongrois accompanimental derivation�² this time in imitation of the 

tambura. For this phrase, Strauss also introduces spurs on weak beats�² a powerful  

allusion to the verbunkos pageant. The accompaniment includes a countermelody in the 

second violin�² �D���I�X�U�W�K�H�U���V�L�J�Q���R�I���6�W�U�D�X�V�V�¶�V���G�H�H�S�H�Q�L�Q�J���W�H�[�W�X�U�D�O���L�Q�J�H�Q�X�L�W�\�����7�K�H���P�X�V�L�F�¶�V 

                                                           
252�����7�K�H���W�H�[�W���F�R�U�U�H�V�S�R�Q�G�L�Q�J���W�R���W�K�L�V���S�K�U�D�V�H���W�U�D�Q�V�O�D�W�H�V���³�2�K���K�R�P�H�O�D�Q�G���V�R���Z�R�Q�G�H�U�I�X�O���´���D�V���5�R�V�D�O�L�Qde 

recalls Hungary with feigned nostalgia. 



123 
 

Musical Example 7.5. Third theme�² Csárdás from Die Fledermaus, mm. 15�±22  
(spurs, voice, and strings) 
 

 

  



124 
 

character shifts in mm. 19�±20 as the melody�² doubled in thirds by the woodwinds�²

turns into an eighth-note run, but quickly returns to the sentimental mood�² following a 

caesura�² for the last two bars. The unpredictable mood swings of the style hongrois are 

further characterized by the rubato tempo indications. 

 A phrase later, the texture shifts to pure Gypsy-band improvisation�² cadenza-like 

flourishes in the voice over dictated chords in the orchestra (mm. 29�±32). The vocal 

setting closely resembles virtuoso Gypsy fiddle-writing (musical example 7.6). At this  

point, modifying tempo indications occur every bar. Measure thirty-three contains 

 

Musical Example 7.6. Csárdás from Die Fledermaus, mm. 32�±35 (reduction) 
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Lombard accompanimental figures. 

 This analysis mentions only the most prominent style hongrois features of the 

lassan section. More noteworthy than any single feature is the freedom with which they 

are integrated into the continuously varying texture. This marks a significant 

development for Strauss as a composer in the style hongrois. Asymmetrical phrases, 

nuanced orchestration and texture, and explicit rubato indications all point to a richer and 

more integrated approach to the style. 

 The friss section displays less compositional growth than the lassan. This is 

unsurprising as the vigorous �“�• dance was intended to contrast with the free-flowing slow 

section. Symmetrical phrases and estam are present throughout. The mode is 

predominantly major, a perception strengthened by the traditional cut from m. 60 to 76. 

The cut excises a contrasting phrase in minor which includes swinging alla zoppas in the 

voice (musical example 7.1d) and open-fifth anapest gestures in the violins (musical 

example 7.7). 

 �$���U�H�F�X�U�U�L�Q�J���I�H�D�W�X�U�H���R�I���6�W�U�D�X�V�V�¶�V��friss sections is the inclusion of a later phrase that 

begins with a spondee (compare musical example 5.6 with 6.6). The corresponding  

 

Musical Example 7.7. Open-fifth anapests�² Csárdás from Die Fledermaus, mm. 60�±63 
(violin 1) 
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spondee phrase in the Fledermaus friss (musical example 7.8) is very similar to its cousin 

in Éljen a Magyár! (musical example 6.6); both phrases incorporate shortened spondees 

in the first and third bars and feature ascending octave leaps. The Fledermaus phrase also 

includes a graced anapest figure. The e3 in the first violin was undoubtedly intended to be 

played as a harmonic�² another style hongrois gesture. 

 Formally, this friss section is a rondo; the main theme of m. 44 returns at mm. 68 

and 101. Both times it is preceded by cadenza-like moments which temporarily halt the 

momentum of the section. The friss traditionally started under tempo with an unwritten 

accelerando added to the first phrase in compensation. While there is no evidence to 

directly suggest that �W�K�L�V���Z�D�V���6�W�U�D�X�V�V�¶�V���L�Q�W�H�Q�W�L�R�Q�����W�Ke tradition does conform to Gypsy 

performance practice. The work closes with a figura coda (mm. 109�±27) serving as a 

showcase for both vocal and fiddle pyrotechnics.253 The musical momentum is briefly 

suspend once more, before the work closes with two alla zoppa measures tied together to 

create a chain of syncopation that is terminated by a final, aggressive Lombard gesture 

(musical example 7.1e). 

 The Fledermaus Csárdás displays a significant maturit�\���L�Q���6�W�U�D�X�V�V�¶�V���X�V�H���R�I���W�K�H��

style hongrois.254 It is likely that both his experience as a composer for the theater and his  

                                                           
253. Unlike Opp. 23 and 332�² where Strauss marks the figura coda �³Schluss�  ́(German for 

coda)�² here he writes �³Più allegro���´��making explicit the traditional Gypsy-band practice. 

254. Strauss also composed ballet music for act two that is often cut from performances. The 
ballet is a sequence of national dances: Spanish, Scottish, Russian, Bohemian, and Hungarian. The 
Hungarian section is in two parts: a newly composed slow section followed by a reprise of the friss from 
�5�R�V�D�O�L�Q�G�H�¶�V��Csárdás. The slow section is also in the style hongrois, but is less noteworthy than the 
Csárdás. It opens with an unimaginative tarógató clarinet solo over open-fifths. A predictable sixteen-bar 
phrase follows, outlining a conventional harmonic progression. The style hongrois elements are limited to 
superficial influence�² �³�F�U�\�L�Q�J�´���W�K�L�U�G�V, melodic dotted rhythms, and a bókazó cadence. The predictable 
nature of the music is likely due to the constraints of the ballet choreography; cf. chapter 9. 
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Musical Example 7.8. Csárdás from Die Fledermaus, mm. 76�±83 (voice and strings) 
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recent encounter with the Gypsy performer Jancsi Sági Balog contributed to this 

accomplishment. The Fledermaus Csárdás �U�H�P�D�L�Q�V���6�W�U�D�X�V�V�¶�V���E�H�V�W���N�Q�R�Z�Q���Z�R�U�N���L�Q���W�K�H��

style, due as much to the enduring popularity to the operetta as to the craftsmanship of 

the composition. Strauss would continue his development as a composer of the style 

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

 

 In 1882�±83, Strauss made several trips to Hungary. He had completed six 

operettas since Die Fledermaus in 1874 and was on the lookout for a new subject. His 

wife, Adele, wisely suggested that he meet with Mór (Maurus) Jókai, the venerated 

Hungarian author (1825�±1904; figure 9).255 The two men �G�H�F�L�G�H�G���W�K�D�W���-�y�N�D�L�¶�V���U�H�F�H�Q�W��

novel, A cigánybáró (English: �³The Gypsy Baron� ,́ German: �³Der Zigeunerbaron� )́, was 

best suited for the stage.256 Strauss then employed the Hungarian journalist Ignaz 

Schnitzer (1839�±1921) to adapt the novel into a libretto.257 

 From the beginning, Der Zigeunerbaron was conceived on a grand scale and was 

intended as a showcase for Hungarian culture.258 Strauss took unusual pains at every 

stage of its development. He was uncharacteristically demanding in his requirements for 

the libretto�² which turned out to be a time-consuming three-man collaboration between 

himself, Schnitzer, and Jókai. Strauss then took far longer than expected to complete the 

ambitious score, designating it a komische Oper instead of his usual title of operetta. In 

doing so, he was declaring it a step towards his eventual goal of composing a full-fledged 

                                                           
255. Gartenberg, Johann Strauss, 323. 

256. English-language sources agree that the source material was �D���-�y�N�D�L�¶ novella entitled Saffi; 
�K�R�Z�H�Y�H�U�����Q�R���V�X�F�K���W�L�W�O�H���D�S�S�H�D�U�V���L�Q���P�R�G�H�U�Q���O�L�V�W�V���R�I���-�y�N�D�L�¶�V���Z�R�U�N�V�����7�K�H���Z�R�U�N���L�Q���T�X�H�V�W�L�R�Q���L�V��certainly the novel 
A cigánybáró, published in 1885; see Hungarian Electronic Library�����V���Y���³�-�y�N�D�L���0�y�U�����$���F�L�J�i�Q�\�E�i�U�y���´��
http://mek.oszk.hu/02500/02569 (accessed June 29, 2012). 

257. Kemp, liner notes, Johann Strauss, vol. 49. 

258. Crittenden, Johann Strauss and Vienna, 173. 
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opera.259 He also took an active role in details of the stage production.260 The director of 

the Theater an der Wien, Franz von Jauner (1831�±1900), traveled to �³Hungary to observe 

�+�X�Q�J�D�U�L�D�Q���O�L�I�H���L�Q���J�H�Q�H�U�D�O���D�Q�G���W�K�H���D�X�W�K�H�Q�W�L�F�L�W�\���R�I���W�K�H���*�\�S�V�L�H�V���L�Q���S�D�U�W�L�F�X�O�D�U���´261 The 

production featured national dances and dress, and was the most culturally authentic 

operetta of its era.262 These efforts and the anticipation they created with the curious 

Viennese public �U�H�V�X�O�W�H�G���L�Q���W�K�H���E�L�J�J�H�V�W���V�X�F�F�H�V�V���R�I���6�W�U�D�X�V�V�¶�V���F�D�U�H�H�U. 

 

 

Figure 9. Mór Jókai263 
  
                                                           

259. Crittenden, Johann Strauss and Vienna, 175�±76. 

260. Gartenberg, Johann Strauss, 324�±25. 

261. Ibid. 

262. Crittenden, Johann Strauss and Vienna, 175, 178. 

263. Szeretlek Magyarország, �³���������p�Y�H���V�]�•�O�H�W�H�W�W���-�y�N�D�L���0�y�U���´ Szeretlek Magyarország, entry 
posted February 18, 2012, http://www.szeretlekmagyarorszag.hu/187-eves-lenne-jokai-mor (accessed July 
21, 2012). 
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Style Hongrois Elements 

 

 �$�V���6�W�U�D�X�V�V�¶�V���P�Rst ambitious project to date, Der Zigeunerbaron�² set in Hungary 

with Hungarian and Gypsy characters�² provided an ideal vehicle for the style hongrois. 

Indeed, one might expect the work to be composed predominantly in that style. Although 

many prominent instances of the style hongrois are to be found, most of the operetta is 

actually �V�H�W���L�Q���6�W�U�D�X�V�V�¶�V���F�R�Q�Y�H�Q�W�L�R�Q�D�O���V�W�\�O�H��264 There is evidence that the composer was 

eager to set more of it in the style hongrois, but was persuaded to restrain its use for the 

most effective points of the drama.265 

 As discussed in the previous chapter, Strauss had reached new levels of style 

hongrois sophistication with his Fledermaus Csárdás. That csárdás was a self-contained 

number within a fully Austrian operetta set in Vienna. For Der Zigeunerbaron, 

Hungarian and Gypsy culture dominate the action. Strauss showed concern for achieving 

what he considered an accurate musical representation of this foreign setting: �³�Ln 

Zigeunerbaron Hungarian rhythm had to be taken into consideration.�´266 Moreover, in 

some places authentic Hungarian tunes were actually used; Jókai had given Strauss the 

                                                           
264. Crittenden devotes a chapter to a persuasive interpretation of this operetta as propaganda for 

Austrian hegemony. Musical aspects of the work are discussed in this light, while the present study focuses 
stri�F�W�O�\���R�Q���6�W�U�D�X�V�V�¶�V���P�X�V�L�F�D�O��development in the style hongrois; see Crittenden, Johann Strauss and Vienna, 
170�±209. 

265. Gartenberg, Johann Strauss, 324. 

266. Ibid., 332. 



132 
 

idea of incorporating several Magyar melodies into the score, including a revolutionary 

�W�X�Q�H���X�V�H�G���L�Q���+�R�P�R�Q�D�\�¶�V Werbelied (�³�5�H�F�U�X�L�W�P�H�Q�W���6ong� )́.267 

 It is significant that�² both dramatically and musically�² Der Zigeunerbaron 

clearly distinguishes between Hungarians and Gypsies. A central ethnomusical 

characteristic of the style hongrois is the merging of Hungarian and Gypsy aspects into a 

single exotic style. This fact presented no problems in most compositions, as only one of 

the groups was intended to be invoked by the style. Rosalinde employed the style 

hongrois to invoke Hungary, and Gypsies were commonly suggested by other composers 

(e.g. �W�K�H���³�$�Q�Y�L�O���&�K�R�U�X�V�´���I�U�R�P���9�H�U�G�L�¶�V��Il trovatore).268 It is also significant that�² while 

Gypsies had been commonplace in literature and drama for the whole of the nineteenth 

century�² serious scientific interest in their culture only began around the time of Der 

Zigeunerbaron.269 Two of its musical numbers are emblematic of the diverging approach 

Strauss took in setting these two groups�² �6�D�I�I�L�¶�V��Zigeunerlied ���³�*�\�S�V�\���6on�J�´�� and 

�+�R�P�R�Q�D�\�¶�V��Werbelied. 

 Before considering these two numbers, it is worthwhile to assess other prominent 

style hongrois elements within the drama. The overture unambiguously opens with style 

hongrois material (musical example 8.1).270 Savage unison strings introduce a violent 

                                                           
267. Kemp, liner notes, Johann Strauss, vol. 49. 

268. Crittenden, Johann Strauss and Vienna, 176. 

269. Ibid., 178. 

270. The esteemed Viennese music critic and early Strauss biographer Ernst Decsey (1870�±1941) 
had the following to say about the overture: 

With the first four bars the harmony of the Hungarian world rings out; there begins the minor-key 
domain of syncopation, cascades of demi-semi-quavers, the pauses, free cadenzas, the cimbalom-
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Musical Example 8.1. Der Zigeunerbaron, Overture, mm. 1�±11 (reduction)271 

 

 
                                                                                                                                                                             

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

    In the overture both [the Hungarian and Austrian] colors are bound together and heighten 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 together with effortless ease by the 
musician. (Decsey, Johann Strauss, 211�±12, as trans. in Kemp, liner notes, Johann Strauss, vol. 
49) 

271. Full-score examples in this chapter taken from Johann Strauss, Jr., Der Zigeunerbaron: 
Operette in 3 Akten, RV 511A/B/C, ed. Michael Rot, Neue Johann Strauss Gesamtausgabe, ser. 1, vol. 11 
(Vienna: Strauss Edition Wien, 2006); piano-score examples taken from Strauss, Der Zigeunerbaron: 
Klavierauszug mit Text (Leipzig: Cranz, n.d.); musical example 8.2 taken from Strauss, Der 
Zigeunerbaron: Overture, full score, ed. Viktor Keldorfer (London: Eulenberg, n.d.). 
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motif (mm. 1�±4) that will return when the chorus of Gypsies reappear in the act one 

finale. Consecutive minor seconds suggest the Gypsy scale, as does an augmented second 

in m. 7. The absence of harmony creates tonal ambiguity�² another style hongrois trait�²

until F minor is finally established in mm. 8�±9.272 The rhapsodic rhythm of mm. 5�±7 is 

reminiscent of tarógató writing, but the forte unison strings suggest a far more powerful 

musical characterization�² as does the prominent cymbal crash in m. 4. Heavy unison 

strings and noisy percussion are traits not previously used by Strauss for the style 

hongrois; both are instead found in his Turkish works.273 This does not suggest any 

confusion with the Turkish style, especially given the dramatic context. Many elements 

of the style hongrois did �R�Y�H�U�O�D�S���Z�L�W�K���W�K�H���7�X�U�N�L�V�K���V�W�\�O�H�����D�O�W�K�R�X�J�K���6�W�U�D�X�V�V�¶�V���D�S�S�U�R�D�F�K���W�R��

the two styles had hitherto been easily distinguishable. This time, Strauss elected for a 

more flamboyant brand of the style hongrois; there would be no doubt as to the setting of 

this operetta. 

 The fiery introduction�² cut short by a caesura at m. 11�² is followed by Strau�V�V�¶�V��

most elaborate example of a Gypsy tarógató solo (musical example 8.2). Its delicate 

accompaniment, fermatas, and nuanced rhythmic notation place it ahead of its 

predecessor from the Fledermaus Csárdás (cf. musical example 7.2). Both solos 

emphasize Lombard rhythmic stresses�² �X�Q�G�R�X�E�W�H�G�O�\���D���F�H�Q�W�U�D�O���F�R�P�S�R�Q�H�Q�W���W�R���6�W�U�D�X�V�V�¶�V��

�F�R�Q�F�H�S�W�L�R�Q���R�I���³�+�X�Q�J�D�U�L�D�Q���U�K�\�W�K�P���´���:�K�L�O�H���W�K�H���F�O�D�U�L�Q�H�W���Z�D�V���6�W�U�D�X�V�V�¶�V��tarógató instrument 

of choice, the Zigeunerbaron overture includes two other wind cadenza sections�² for the  
                                                           

272. That F-minor tonality is only tentatively established: the phrase ends with an ambiguous 
diminished-seventh chord at m. 11. 

273. See chapter 6. 
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Musical Example 8.2. Der Zigeunerbaron, Overture, mm. 12�±16 

 

 

flute (m. 33) and oboe (mm. 48�±53). With these two examples�² the blazing introduction 

and the delicate tarógató solo�² �P�D�\���E�H���V�H�H�Q���6�W�U�D�X�V�V�¶�V��contrasting approaches to Gypsy 

characterization within Der Zigeunerbaron. 

 �7�K�H���*�\�S�V�L�H�V�¶���I�R�U�J�L�Q�J chorus in act two provides an additional example of the first 

approach. An introduction filled with grotesque musical gestures�² thunderous tam-tam  
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Musical Example 8.3. Der Zigeunerbaron, No. 10: Ensemble, mm. 1�±6 

 

 

crashes, blaring unison horns, and pesante unison strings that outline tonally ambiguous 

Gypsy scales�² �F�D�O�O�V���W�K�H���*�\�S�V�L�H�V���W�R���W�K�H���G�D�\�¶�V���Z�R�U�N�����Pusical example 8.3). Later in the 

introduction, the strings outline augmented seconds (mm.11�±12). Once again, the effect 

is far closer to that of �6�W�U�D�X�V�V�¶�V���7�X�U�N�L�V�K��works than any to his previous style hongrois 

works. Perhaps these overtly theatrical effects were an attempt by Strauss to move in the 

direction of Verdi and Wagner. Following the introduction, the number launches into an 

anvil chorus where the only identifiable Gypsy element is the prominent use of the anvil 

itself. �7�K�H���F�K�R�U�X�V�¶�V hammering �“�• meter and static harmonies could potentially be 
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mistaken as Turkish, except that this chorus is thoroughly in the major mode. Another 

Gypsy chorus�² in the act one finale�² incorporates many more style hongrois elements, 

but i�W���G�U�D�Z�V���L�W�V���P�D�W�H�U�L�D�O���I�U�R�P���6�D�I�I�L�¶�V���V�Rng, discussed below. 

 While Strauss reserved his most distinctly Gypsy-sounding music for his 

characterization of Saffi, the G�\�S�V�\���J�L�U�O�¶�V���P�R�W�K�H�U�² Czipra�² does receive hints of the 

style hongrois in her music. Repeated raised fourths (F��) repeatedly appear in the 

orchestra in her entrance (musical example 8.4). Her vocal line is declamatory, and the 

style hongrois coloring is subtle�² in contrast with the approach of the forging chorus. 

 

�0�X�V�L�F�D�O���(�[�D�P�S�O�H�������������&�]�L�S�U�D�¶�V���H�Q�W�U�D�Q�F�H�² Der Zigeungerbaron, No. 1: Introduction,  
mm. 94�±101 (reduction) 
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 Strauss withholds his most potent Gypsy characte�U�L�]�D�W�L�R�Q���X�Q�W�L�O���6�D�I�I�L�¶�V���H�Q�W�U�D�Q�F�H��

aria later in act one. Saffi is a mysterious and beautiful Gypsy girl. She serves as a 

contrast to the bourgeois Arsena, much the same way Carmen contrasts with Micaëla.274 

�6�D�I�I�L�¶�V aria is rightly regarded as the Gypsy centerpiece of the drama, for most of the 

music returns in the Gypsies chorus in the act one finale. The aria is strophic. In its two 

verses, the text describes the contrasting sides of the Gypsy character. I present it in 

parallel columns to emphasis this fascinating duality: 

 
First Verse    Second Verse 
O beware, beware   Yet faithful and true 
of the children of the night!  wil l 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 children! Woman, 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 davar! 
 
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 Schnitzer, text to Der Zigeunerbaron, No. 6: Zigeunerlied)275 

                                                           
274�����6�D�I�I�L�¶�V���D�U�L�D���K�D�V���D�O�V�R���E�H�H�Q��demonstrated to have �V�L�P�L�O�D�U�L�W�L�H�V���Z�L�W�K���%�L�]�H�W�¶�V��famous Habañera 

from Carmen. Carmen was immensely popular in Vienna at the time of Der Zigeunerbaron�¶�V premier; see 
Crittenden, Johann Strauss and Vienna, 188. 

275�����$�X�W�K�R�U�¶�V���W�U�D�Q�V�O�D�W�L�R�Q���R�I���W�K�H���R�U�L�J�L�Q�D�O���*�H�U�P�D�Q�� 
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 The portrayal is one of mystery and ambiguity; should one fear or trust the 

Gypsy? The two verses are set to identical music; there are no clever thematic 

transformations. Ambiguity and mystery do however also characterize the style hongrois, 

and Strauss exploits this connection in the aria. There is no conventional large-scale 

formal plan; instead there is a series of short episodes tailored to the text (table 6). Such a 

scheme, unusual for Strauss, gives the impression of wandering�² as does the modal 

fluctuations between D minor; its relative major, B�# major; and its parallel major, D 

major. The aria is neither fully in major nor minor�² mirroring the ambiguity of the text. 

 �7�K�H���I�L�U�V�W���W�K�H�P�H�����P�X�V�L�F�D�O���H�[�D�P�S�O�H�������������L�V���E�D�V�H�G���R�Q���³�F�U�\�L�Q�J�´���W�K�L�U�G�V�����7�K�H���Y�R�F�D�O���O�L�Q�H��

stresses the raised fourth (G��) in m.10, and the bass line is based on alla zoppa rhythms�²

providing the characteristic Lombard stress absent in the voice. Dotted rhythms in the 

inner voices move around consecutive minor seconds created by another raised fourth in 

m. 17. The texture is opaque, and the style hongrois gestures subtly integrated. The 

consequent phrase (mm. 18�±26) moves to the relative major as the accompaniment 

 

Table 6. Formal and tonal scheme for No. 6: Zigeunerlied from Der Zigeunerbaron 

Section    mm.   Tonality 
Introduction    1�±9   D minor 
Crying thirds theme�±antecedent 10�±17   �³ �³ 
Crying thirds theme�±consequent 18�±26   F major 
Warning    27�±34   D minor 
�³Djingra�  ́    35�±42   �³ �³ 
Friss     43�±46   F major 
Open-fifths    47�±57   D minor 
�'�&�Y�� theme    58�±67   D major/minor 
�³�7�U�L�D�Q���G�D�Y�D�U�´    68�±71   D minor 
�'�&�Y�� theme resumed   72�±85   D major 
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Musical Example 8.5. Der Zigeunerbaron, No. 6: Zigeunerlied ���³�6�D�I�I�L�¶�V���6ong� )́,  
mm. 10�±26 (reduction) 
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lightens with pizzicato. The phrase closes with another Lombard stress in the orchestra, 

followed by rapid ascending scales in the low, then high, strings. 

 Following �W�K�H���³�Z�D�U�Q�L�Q�J�´���V�H�F�W�L�R�Q (mm. 27�±34), which returns to the minor mode 

and perpetuates the rapid scalar figures, comes an episode of high style hongrois 

refinement (musical example 8.6). The text repeats the evocative onomatopoeia 

�³dschingrah,�´��which turns out to be the Gypsies�¶ exotic calling-card later in the act. This 

exotic-sounding word emulates the sound of crashing cymbals, and its musical setting is 

reinforced by actual cymbals and delicate triangle rolls.276 The atmosphere is intensified 

by a quintessentially style hongrois violin line�² a very quick and separately bowed D-

minor arpeggio, followed by Lombard stresses and Gypsy turns that emphasize the raised 

fourth. Clarinets double the triple-dotted vocal rhythm to lend a tarógató effect. The low-

string rhythm is an augmented alla zoppa embellished by strummed pizzicato chords in 

the second violin and viola. The final textural layer�² in the horns and bassoons�²

contributes Lombard emphasis at a different rhythmic level. 

 Following a caesura, the musical character changes to a verbunk-like friss (mm. 

43�±46) complete with estam, quick sixteenth-note figuration in the violin, and military-

like fanfare rhythms in the horns. In only four measures, Strauss has successfully 

encapsulated one of the two major verbunk styles�² a testimony to his mastery of the style 

hongrois. The music shifts once more�² briefly to D minor�² and then to stark open-fifths 

decorated with raised fourths (musical example 8.7).277 As the episode closes, the tempo 

                                                           
276. Crittenden, Johann Strauss and Vienna, 187. 

277. This potent musical idea is first heard in the overture at the transition to the waltz:            
mm. 157�±77. 
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Musical Example 8.6. Der Zigeunerbaron, No. 6: Zigeunerlied, mm. 34�±42 

 

 

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

 For the final section (musical example 8.8), the strings establish a new 

accompaniment based on the �G�&�Y��. Saffi introduces a proud new melody (mm. 60�±67) 

that begins in the major mode before shifting to the minor four bars later. A second 

section based on nonsense words�² �³�7�U�L�D�Q���7�U�L�D�Q���'�D�Y�D�U���´���D�W���P�P���������±71�² interrupts the 

natural development of the melody. While the basic �G�&�Y�� accompaniment persists, the 
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Musical Example 8.7. Der Zigeunerbaron, No. 6: Zigeunerlied, mm. 48�±57 (reduction) 

 

 

tempo is suddenly slower (rit . standing for ritenuto) and the dynamic falls to pianissimo. 

The melody outlines an augmented second (G�� to F��), while the oboe�² no longer 

doubling the voice�² provides an evocative countermelody that outlines a different 

augmented second (C�� to B�#). The two lines create the startling dissonance of a major 

seventh at the downbeats of mm. 68 and 70. Following this four-bar episode�² where time 

seems to stand still�² the tempo snaps back, and the aria concludes in the major mode 

with a resumption of the d�&�Y�� melody of m. 60. 
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Musical Example 8.8. Der Zigeunerbaron, No. 6: Zigeunerlied, mm. 58�±71  
(flute, oboe, voice, and strings) 
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 �7�K�H���I�R�U�P���R�I���W�K�L�V���D�U�L�D���L�V���H�Q�W�L�U�H�O�\���G�L�I�I�H�U�H�Q�W���I�U�R�P���W�K�R�V�H���H�Q�F�R�X�Q�W�H�U�H�G���L�Q���6�W�U�D�X�V�V�¶�V��

earlier style hongrois works. It is not based on either section of a verbunk, although it 

incorporates elements from both. This innovation may be attributed to two goals: to 

elaborate the ambiguous and mysterious Gypsy characterization of the text, and to 

thoroughly distinguish the Gypsy musical world from the Hungarian. 

 �6�W�U�D�X�V�V�¶�V���+�X�Q�J�D�U�L�D�Q���P�X�V�L�F�D�O���F�K�D�U�D�F�W�H�U�L�]�D�W�L�R�Q���L�V���E�H�V�W���L�O�O�X�V�W�U�D�W�H�G���E�\���+�R�P�R�Q�D�\�¶�V��

Werbelied ���³�5�H�F�U�X�L�W�P�H�Q�W���V�R�Q�J�´�����L�Q���D�F�W��two. The actual Hungarian military recruitment 

ceremony was the historical impetus for the verbunk musical genre, which in turn 

provided the basis for the style hongrois. The verbunk music played for those ceremonies 

used the familiar lassan-friss structure. Strauss had already composed two full verbunk: 

the Pesther Csárdás and the Fledermaus Csárdás. Surprisingly, Homon�D�\�¶�V��Werbelied 

does not conform to this plan. While it is indeed set in two parts�² slow-fast�² the first 

section does not resemble a lassan. Instead, it is a slow, heavy military march in regular 

eight-bar phrases�² �V�L�P�L�O�D�U���L�Q���W�H�P�S�R���W�R���6�W�U�D�X�V�V�¶�V���7�X�U�N�L�V�K��marches.278 The military 

character is heightened by an offbeat, snare-drum accompaniment. This musical 

characterization contrasts with S�D�I�I�L�¶�V���D�U�L�D���D�Q�G���F�R�Q�W�U�L�E�X�W�H�V���W�R���W�K�H distinction between 

Hungarians and Gypsies in the operetta. 

 The main theme of the march section (musical example 8.9) is not without its 

style hongrois touches.279 It begins in the minor mode before moving to the relative major  

                                                           
278. The tempo indication in the critical score is Tempo di Marcia moderato; Ziemlich langsam. 

Both Turkish works are marches�² and are indicated as such by their tempos�² while none of S�W�U�D�X�V�V�¶�V 
previous style hongrois work bears such an indication. 

279. This theme is likely one of the authentic Hungarian melodies given to Strauss by Jókai, 
although the extent to which Strauss adapted it for his use is unclear. 
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Musical Example 8.9. Der Zigeunerbaron, No. 12½: Werbelied, mm. 6�±21 (reduction) 
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at m. 14. Each four-bar unit concludes with a spondee. While this is typical for the style 

hongrois, it is new for Strauss�² previously he chose to incorporate spondees at the 

beginnings of phrases (compare musical example 5.6 with 6.6 and 7.8). The sixteen-bar 

phrase concludes with two anapests at m. 20. Each of these style hongrois features is used 

�L�Q���D���V�W�U�L�F�W���P�D�Q�Q�H�U�����F�R�Q�W�U�D�V�W�L�Q�J���Z�L�W�K���W�K�H���I�U�H�H�Q�H�V�V���I�R�X�Q�G���L�Q���6�D�I�I�L�¶�V���D�U�L�D�� 

 The faster, second section is curiously marked Tempo di csárdás; in the Pesther 

and Fledermaus Csárdás, that term stood for the slow section of the work. This fast 

section is a friss (musical example 8.10), although virtuosic violin writing is largely 

absent, likely to facilitate a sufficiently sparse accompaniment to Homonay�¶�V���D�U�L�D. The 

accompaniment is set as estam throughout, and spurs are even included as an authentic 

touch for the reprise of the main theme. The flute and piccolo repeat grace-note figures 

based on the raised fourth (not shown). A slight nod to �³�+�X�Q�J�D�U�L�D�Q���U�K�\�W�K�P�´��can be heard 

in the Lombard at m. 85 and another found in the orchestra only in m. 81. The phrase as a 

whole is a good example of an arched phrase structure, a style hongrois melodic trait 

rarely employed by Strauss. �$�V���D���I�X�U�W�K�H�U���S�R�L�Q�W���R�I���G�H�S�D�U�W�X�U�H���I�U�R�P���6�W�U�D�X�V�V�¶�V���H�D�U�O�L�H�U��friss 

style, this section begins in the minor mode. Additionally�² after the friss theme has run 

its course for forty bars�² the music shifts entirely to the major mode, and style hongrois 

gestures�² excepting the syncopated accompaniment�² are wholly absent. Instead of an 

acceleration of energy leading to a figura coda as expected from a true friss, this number 

concludes with music that actually sounds much more Viennese than Hungarian�² it is  

entirely in the major mode and lacks any detectable style hongrois elements.  Therefore, 
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Musical Example 8.10. Der Zigeunerbaron, No. 12½: Werbelied, mm. 75�±86 (reduction) 

 

 

�+�R�P�R�Q�D�\�¶�V���U�H�F�U�X�L�W�P�H�Q�W���V�R�Q�J���L�V���V�W�\�O�L�V�W�L�F�D�O�O�\���G�L�V�W�L�Q�F�W���I�U�R�P���E�R�W�K���6�D�I�I�L�¶�V���D�U�L�D���D�Q�G���6�W�U�D�X�V�V�¶�V��

earlier verbunk attempts, which were actually far closer to the authentic genre than this 

stage recreation. 

 Besides these two numbers, the other moments of style hongrois within Der 

Zigeunerbaron are far more exaggerated and theatrically extravagant than any earlier 

attempts; in a strictly musical sense, they have partially merged with the compo�V�H�U�¶s 

concept �R�I���W�K�H���7�X�U�N�L�V�K���V�W�\�O�H�����6�W�U�D�X�V�V�¶�V���X�V�H���R�I���W�K�H��style hongrois for Der Zigeunerbaron, 

therefore, was liberalized to suit the needs of a complex drama�² especially to distinguish 

musically between Gypsies and Hungarians.  
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CHAPTER NINE: CSÁRDÁS FROM RITTER PÁSMÁN280 

 

 �7�K�H���E�L�J�J�H�V�W���H�Y�H�Q�W���R�I���6�W�U�D�X�V�V�¶�V���F�D�Ueer occurred on �1�H�Z���<�H�D�U�¶�V���'�D�\��1892 when his 

only opera, Ritter Pásmán, premiered at the Hof-Oper (Imperial Court Opera)�² �9�L�H�Q�Q�D�¶�V��

most important and prestigious stage (figure 10).281 Strauss had been moving in the 

direction of full opera at least since Der Zigeunerbaron. For Ritter Pásmán, he adapted 

another Hungarian work for the stage; this time he chose a comedy with recent success at 

the Burgtheater (Imperial Court Theater)�² Csók (�³The Kiss� )́ by Lajos Dóczi (1845�±

1918), adapted from a Hungarian narrative poem by János Arany (1817�±82). 

 While the action takes place in Renaissance Hungary, the character of the work is 

generally archaic rather than specifically Hungarian.282 Unlike Der Zigeunerbaron, Ritter  

 

 

Figure 10. The original Court Opera building, which opened in 1869283 
                                                           

280. The alternate spelling Pázmán may be encountered. 

281. Kemp, liner notes, Johann Strauss, vol. 45. 

282. Crittenden, Johann Strauss and Vienna, 240. 

283. Marcel Prawy, The Vienna Opera (New York: Praeger, 1970), II/5 (detail). 
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Pásmán was not primarily meant to evoke national character; instead Strauss was 

�R�F�F�X�S�L�H�G���Z�L�W�K���H�P�X�O�D�W�L�Q�J���:�D�J�Q�H�U�¶�V��revolutionary and successful dramatic style. Slight 

Hungarian touches have been observed, notably in Pásmán�¶�V���H�Q�W�U�D�Q�F�H���D�U�L�D, that, 

unfortunately, is plagued by a feebleness in its libretto typical in the whole opera.284 

 The premiere was a sensational failure, and the critics agreed that Strauss had 

strayed too far from his musical roots. Criticism, however, was not universally negative; 

the venerable Eduard Hanslick (1825�±1904) 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 of the score. No one but Johann Strauss could have created 
�L�W�����(�Y�H�Q���W�K�R�X�J�K���K�H���L�V���U�L�J�K�W���I�U�R�P���W�K�H���V�W�D�U�W���D�Q�G���L�Q���D�O�O���K�L�V���E�H�L�Q�J���D�Q���µ�D�E�V�R�O�X�W�H�¶��
musician, that is, in his musical invention, he does not enjoy being bound by the 
restriction of words, the text. With the first bars of the Pásmán ballet he suddenly 
seems to grow wings, and with youthful strength and joyfulness he soars into the 
air; libretto and poet vanish from his sight�² �³now �,���D�O�R�Q�H���D�P���P�D�V�W�H�U���´�����7�K�H���E�D�O�O�H�W��
begins . . . . Even though after the polka the applause 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 csárdás of energetic national character. How the violins 
scorch, how the clarinets sob, how the cymbal pounds in the orchestra! 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 a box-office 
success.285 

 
 This orchestral csárdás is not only the crown jewel of the opera but of all 

�6�W�U�D�X�V�V�¶�V���F�R�P�S�R�V�L�W�L�R�Q�V���L�Q���W�K�H��style hongrois. The style is fluid, fully assimilated, and 

entirely natural. Several factors may account for this. Strauss had at his disposal the 

                                                           
284. Crittenden, Johann Strauss and Vienna, 247, 251. 

285. Eduard Hanslick, Fünf Jahre Musik: 1891�±1895 (Berlin: Allegemeiner Berein für Deutsche 
Litteratur, 1896), 20�±21, trans. Peter Kemp in liner notes, Johann Strauss, vol. 45. 
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considerable forces of the Court Opera, including their outstanding orchestra�² the 

Vienna Philharmonic�² and ballet company.286 Both of these would have afforded Strauss 

compositional freedoms beyond those to which he was accustomed. The Vienna 

Philharmonic was of a higher caliber than that of the orchestras Strauss usually worked 

with, offering more highly trained and more numerous musicians. Likewise, the ballet 

company was undoubtedly superior to those of the suburban Viennese theaters. This is 

il lustrated musically by comparing the ballet music of Ritter Pásmán to that of Die 

Fledermaus, composed for the Theater an der Wien. The Fledermaus ballet�² which also 

includes a Hungarian dance�² is structurally regular, and its orchestral writing 

unremarkable.287 For Ritter Pásmán, Strauss also had the benefits of greater 

compositional experience and the luxury of composing for a more sophisticated audience. 

 Formally, the Ritter Pásmán Csárdás assumes the traditional verbunk scheme 

with an added fast introduction (table 7)�² likely included to allow time for the ballet 

dancers to enter.288 Strauss had returned to the true verbunk form after his formal 

experimentations in Der Zigeunerbaron. The simple and older verbunk plan is slow-fast, 

but late-period verbunk were more elaborate�² incorporating multiple sections and a 

gradual accelerando through the whole work.289 The Ritter Pásmán Csárdás incorporates  

                                                           
286. Gartenberg, Johann Strauss, 336. 

287. See note 257. 

288. Apparently, it concerned neither Strauss nor his audience that the verbunkos�² on which the 
ballet is based�² was from a historical period centuries after that from which the opera is set; see Norbert 
Rubey, preface to Csárdás aus der Komischen Oper Ritter Pásmán, by Johann Strauss Jr., Johann Strauss 
(Sohn) Gesamtausgabe, ser. 1, vol. 31, bk. 1 (Vienna: Doblinger, Diletto Musicale, 1997), 4. 

289. �3�H�W�K�������³�6�W�\�O�H���+�R�Q�J�U�R�L�V���´ 215. 
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Table 7. Tempo and tonal structure in the Csárdás from Ritter Pásmán 

   Tempo    mm.  Tonality 
Introduction  Allegro moderato  1�±8  ambiguous to B minor 
Lassan   Andante ben grave  9�±30  B minor / D major 
Transition  Poco più animato  31�±38  B minor 
Friss   Allegro   39�±117 E minor / major 
     First reprise Più animato   118�±49 E minor 
     Second reprise Sempre più agitato  150�±77 E minor to major 
   Più vivo   178�±91 E major 
Figura coda  Più allegro   192�±204 E minor to major 

 
 

this central verbunk feature to a degree not seen previously; after the allegro introduction, 

there are six explicit tempo increases. Table 7 also illustrates, on a large scale, the 

presence of modal fluctuation. As will be seen, this crucial style hongrois element also 

permeates localized levels. 

 Both the lassan and friss sections open with dark, G-string melodies in the violin. 

The friss theme is actually a thematic transformation of the lassan (musical example 9.1); 

tempo, rhythm, and mode are altered�² while the essential melodic contour is preserved. 

Thematic transformation was a compositional device famously exploited decades earlier 

by Liszt. It is very �X�Q�F�R�P�P�R�Q���L�Q���6�W�U�D�X�V�V�¶�V���P�X�V�L�F; its presence here within the main 

themes of the Ritter Pásmán Csárdás �L�V���O�L�N�H�O�\���G�X�H���W�R���:�D�J�Q�H�U�¶�V��influence, which was 

present throughout the opera.290 This relationship between the two themes is an important 

example o�I���K�R�Z���6�W�U�D�X�V�V�¶�V���D�S�S�O�L�F�D�W�L�R�Qs of modal fluctuation and ambiguity reached 

maturity. 

                                                           
290. In Ritter Pásmán�����6�W�U�D�X�V�V�¶�V���D�V�V�L�P�L�O�D�W�L�R�Q���R�I���W�K�H���:�D�J�Q�H�U�L�D�Q���V�W�\�O�H���Z�D�V���I�D�U���I�U�R�P���W�R�W�D�O����leitmotifs 

were not used, for instance. See Crittenden, Johann Strauss and Vienna, 240�±46. 
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Musical Example 9.1. Thematic transformation in the Csárdás from Ritter Pásmán291 

 9.1a. Measures 9�±10 (violin 1) 

 

 9.1b. Measures 39�±42 (violin 1) 

 

 

 One compositional featu�U�H���D�G�P�L�U�H�G���E�\���W�K�H���S�U�H�V�V���Z�D�V���6�W�U�D�X�V�V�¶�V���X�V�H���R�I���W�K�H��

dulcimer�² or cimbalom�² in the csárdás, purportedly the first instance in a German 

opera.292 The modern critical-edition full score does not include a cimbalom part, but 

does have an unusually active and unidiomatic harp part. These parts are certainly the 

same, although surprisingly no mention of this change is made in the critical notes.293 The 

harp part contains textbook examples of cimbalom-style writing, and that style also finds 

its way into the violin part (musical example 9.2). These are the most explicit examples 

of cimbalom imitation �L�Q���6�W�U�D�X�V�V�¶�V���P�X�V�L�F�� 

 

                                                           
291. Full-score examples taken from Strauss, Csárdás aus der Komischen Oper Ritter Pásmán, ed. 

Norbert Rubey, Johann Strauss (Sohn) Gesamtausgabe, ser. 1, vol. 31, bk. 1 (Vienna: Doblinger, Diletto 
Musicale, 1997); piano-score examples taken from Strauss, Ritter Pásmán, Op. 441: Komische Oper in 
Drei Akten, vocal score (Berlin: Simrock, 1892). 

292. Crittenden, Johann Strauss and Vienna, 252. 

293. Strauss Jr., Csárdás aus der Komischen Oper Ritter Pásmán. 
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Musical Example 9.2. Cimbalom writing in the Csárdás from Ritter Pásmán 

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

            

 9.2c. Measure 28 (violin 1)   9.2d. Measures 132�±33 (harp) 

                        

 

 

Musical Example 9.3. Introduction�² Csárdás from Ritter Pásmán, mm. 1�±8 (reduction) 
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 Instead of using a tarógató clarinet solo to open this csárdás, as Strauss had done 

for both the Csárdás and ballet music from Die Fledermaus, here, he begins with a 

vigorous Allegro introduction (musical example 9.3) reminiscent of the overture to Der 

Zigeunerbaron (cf. musical example 8.1). Taken out of context, the first two measures 

are tonally ambiguous, containing F��s and C��s in a key signature where both are sharped. 

The F�� should not be understood as an enharmonic E���² the raised fourth in the eventual 

key of B minor�² because an E�� would resolve to an F�� instead of G��. Instead, these 

measures serve as a harmonic bridge from the preceding F-major waltz.294 The Fs and Cs 

are suddenly sharped in m. 3 as the Hungarian nature of the work is announced with alla 

zoppas, a rapid chain of dotted rhythms in mm. 5�±6, and two Lombard cadential gestures 

traditionally played well out of tempo. This is followed by a caesura, establishing the 

improvisatory nature of the following lassan.295 

 The lassan opens with a dark, G-string melody accompanied only by low-register 

instruments (musical example 9.4). �7�K�L�V���L�V���6�W�U�D�X�V�V�¶�V slowest lassan; by virtue of the 

thirty-second-note ornamentation and weighty eighth-note accompaniment, the pulse 

could easily be heard as eighth notes instead of as quarter notes. In genuine style hongrois 

writing, the major mode is never far from the minor; although m. 9 firmly establishes B 

minor, the very next bar includes a B-major triad on the second eighth note (functioning 

as a passing V�ß�• of iv). As in the Fledermaus Csárdás, Lombard stresses pervade this 

                                                           
294. The harmonic function of these two measures is usually not realized in performance because 

the Csárdás is usually performed as a stand-alone concert piece. 

295. These dotted figures, in mm. 5�±6, are, for Strauss, a new kind of style hongrois devise; they 
may be termed duel-dotted figures because two dotted units fit into each pulse�² here the quarter note. Such 
rapid dotting creates a hyper-charged energy-level befitting its placement. 
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section in both the melody and accompaniment; 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 the �G�&�Y���² which forms the basis for the 

accompaniment of the second theme, starting in m. 13�² is more clearly heard. With one 

figure four times faster than the other, they provide an essential style hongrois rhythmic 

characteristic on multiple levels. Ornamentation takes the form of groups of thirty-second 

notes throughout�² �D�Q���H�Y�R�O�X�W�L�R�Q���R�I���6�W�U�D�X�V�V�¶�V���U�D�S�L�G���F�R�Q�Q�H�F�W�L�Q�J���V�F�D�O�H�V�����7�K�H��tarógató style 

is concisely but effectively alluded to with a clarinet interjection at m. 12. 

 The second theme (mm. 13�±16)�² based on crying thirds�² switches modes and is 

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

 

Musical Example 9.4. Csárdás from Ritter Pásmán, mm. 9�±16 
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Musical Example 9.4. �± Continued 

 

 

construction does not break neatly into regular four-bar phrases. Instead, it gives the 

impression of one continuously improvised fantasy. Strauss approached this effect in the 

lassan of his Fledermaus Csárdás; but that fell short of achieving the effect because of a 

wholesale repeat of one of its phrases (musical example 7.5, repeated at mm. 36�±43). 

 The transition to the friss (musical example 9.5) initiates an accelerando which 

will dominate the rest of the work. The three-note-arpeggio motif in the second violin at 

m. 31 is taken from the opening violin melody of m. 9. When transposed up a third at  
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Musical Example 9.5. Transition to the friss�² Csárdás from Ritter Pásmán, mm. 31�±38 
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Musical Example 9.5. �± Continued 

 

 

m. 33, the B minor harmony becomes B major (actually a dominant-seventh harmony). 

The first violin plays Gypsy turns based on the raised fourth (E��) in m. 31 and a kuruc-

fourth figure in the following measure. Meanwhile, the low strings intone an ostinato 

bass line also based on the kuruc fourth, which persists until the beginning of the friss in 

m. 39. Employing the kuruc fourth 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 to use basic style hongrois gestures in fresh ways. For the final four 

measures of the transition (mm. 35�±38), Strauss reduces the harmony to open-fifths 

supplemented only by chromatic-upper-neighbor grace notes in the flute and first violin. 

Even those grace notes cease for the last two measures as the rhythmic activity increases 
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to a frenzy. In performance, an accelerando is traditional from here to the friss. The 

thirty-second-note figurations in the first violins are unplayable at the approximate tempo 

of �’��=��120; Strauss has ventured into the realm of orchestral effects, or non-literal writing. 

When combined with two levels of syncopation (second violin and horns) and a 

crescendo, the ensuing friss is prepared in a fantastic way, quite unlike anything Strauss 

had previously composed. 

 The friss is set as a modified rondo: A�±B�±A�¶�±C�±A�¶�±B�¶�±Coda(=�$�¶�¶��; successive 

reprises of the A and B sections are truncated, and returns of the A section are marked by 

progressive increases in tempo. The opening A section (musical example 9.6, mm. 39�±

60) includes three accompanimental style hongrois gestures�² estam, spurs, and a raised-

fourth grace-note figure similar to that found in the friss �R�I���+�R�P�R�Q�D�\�¶�V��Werbelied.296 The 

melody�² indicated to be played on the G-string�² includes multiple alla zoppas, a rapid 

connecting scale at m. 46, and an expressive ascending leap of more than two octaves in 

m. 53. The opening to the friss provides a striking instance of perceived modal mixture: 

the initial motif outlines a B-major triad; although the friss is in E minor, the listener is 

reminded of the B-minor triad which opened the lassan and perceives the minor-to-major 

transformation even though the new section is also in the minor mode. The melody both 

opens and closes with spondee figures (mm. 39 and 51�±52) over a continuous estam. A  

                                                           
296. The use of spurs is not indicated in the score; it is, however, a tradition of the Vienna 

Philharmonic�² the orchestra which premiered Ritter Pásmán and continues to promote the music of 
Strauss worldwide. In their performances, spurs are played at every quarter note for twelve bars at mm. 39, 
118, and 152; and for four bars at m. 192. Less elaborate triangle and cymbal parts are also incorporated. 
See Clemens Krauss dir., Historische Neujahrskonzerte, Wiener Philharmoniker, �ð  1999 (recorded 1954), 
Preiser PR90336 (2 compact discs); Wiener Philharmoniker, �1�H�Z���<�H�D�U�¶�V���&�R�Q�F�H�U�W����������, Franz Welser-
Möst, �ð  2011, Decca 478 2601 (2 compact discs). 
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Musical Example 9.6. Friss, opening�² Csárdás from Ritter Pásmán, mm. 39�±64 
(reduction) 

 

Musical Example 9.7. Brahms, Hungarian Dance No. 6, mm. 1�±5 
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more powerful double spondee in the full orchestra is reserved for the final two measures 

of the section (mm. 59�±60). 

 That double-spondee figure lead to the major-mode B section, which opens with a 

dramatic luftpause gesture similar to the opening of Br�D�K�P�V�¶���+�X�Q�J�D�U�L�D�Q���'�D�Q�F�H���1�R��������

(compare musical example 9.6, mm. 61�±62, with musical example 9.7, mm. 1�±2). 

Although this gesture does not belong to any particular style hongrois category, the 

similarity suggests that it was employed generally to invoke the style. The turn figure of 

m. 62 is based on the raised fourth (A��). 

 Several other style hongrois elements found in this B section are noteworthy. At 

m. 84, the B section moves to the minor mode with a new theme (musical example 9.8). 

Grace notes are incorporated in a clever, virtuosic manner; and the upper line outlines an 

augmented second created by the raised fourth (A�� to G��). As with the first friss theme, 

alla zoppa figures are freely stretched into syncopations that provide forceful rhythmic 

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

 

Musical Example 9.8. Csárdás from Ritter Pásmán, mm. 84�±91 (violin 1) 
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Musical Example 9.9. Csárdás from Ritter Pásmán, mm. 112�±19 (reduction) 

 

 
 
Musical Example 9.10. Csárdás from Ritter Pásmán, mm. 186�±204 (reduction) 
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briefly incorporates kuruc fourths over drone-fifths. A virtuosic Gypsy G-string scale�²

incorporating a different augmented second (D�� to C��)�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 

development (musical example 9.10). The E-major B section momentarily leads to F 

major (mm. 187�±88) before resting on a tonally ambiguous diminished-seventh harmony 

in mm. 189�±91. Could this F-major chord�² functioning as a Neapolitan in E major�²

refer back to the tonally ambiguous opening measures? While such harmonies were 

commonplace for Wagner or Liszt, they are�² in the context �R�I���6�W�U�D�X�V�V�¶�V���K�D�U�P�R�Q�L�F��

practice�² unusual and noteworthy. It may have been an attempt to imitate the strange and 

wild harmonies of Gypsy music. The brief and�² by this point very lively�² coda once 

more returns to E minor, as the main theme of the A section is truncated into a two-bar 

motif (mm. 192�±95). One final modal shift, to E major, occurs at m. 196. The movement 

closes with virtuosic violin figures followed by an exuberant, tutti alla zoppa. By this 

point the listener has become accustomed to a free exchange between modes�² a chief 

attribute of the style hongrois. 

 The Csárdás from Ritter Pásmán �L�V���6�W�U�D�X�V�V�¶�V���P�R�V�W��elaborate and expressive 

composition in the style hongrois. It is fitting, then, that it was praised at the most 

�S�U�H�V�W�L�J�L�R�X�V���S�U�H�P�L�H�U�H���R�I���6�W�U�D�X�V�V�¶�V���F�D�U�H�H�U�����$�O�W�K�R�X�J�K���W�K�H���R�S�H�U�D��never gained a hold in the 

repertory, this csárdás has found a permanent home in the concert hall. Having no 

connection to the core drama of the opera, this csárdás stands more as a tribute to 

�6�W�U�D�X�V�V�¶�V��inventiveness in the style hongrois than to his opera Ritter Pásmán.  
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CHAPTER TEN: A NEW CSÁRDÁS FOR DIE FLEDERMAUS  

 

 The disastrous premiere of Ritter Pásmán did not have a lasting effect on 

�6�W�U�D�X�V�V�¶�V���U�H�S�X�W�D�W�L�R�Q���Z�L�W�K���W�K�H���S�X�E�O�L�F���R�U���W�K�H��Court Opera. Only two years later, in 1894, the 

Court Opera mounted a lavish new production �R�I���6�W�U�D�X�V�V�¶�V���P�R�V�W���E�H�O�R�Y�H�G���V�W�D�J�H��work, Die 

Fledermaus.297 The occasions were �6�W�U�D�X�V�V�¶�V���I�L�I�W�L�H�W�K���D�Q�Q�L�Y�H�U�V�D�U�\���D�V���D���F�R�Pposer and the 

twentieth anniversary of the premiere of Die Fledermaus. Unlike the production of Ritter 

Pásmán�² which lasted only a single season and eight performances�² this production of 

Die Fledermaus �U�H�P�D�L�Q�H�G���L�Q���W�K�H���&�R�X�U�W���2�S�H�U�D�¶�V�����O�D�W�H�U���W�K�H���6�W�D�W�H���2�S�H�U�D�¶�V) repertoire for 

fifty years�² until 1944.298 It would become a Viennese New-�<�H�D�U�¶�V-Eve tradition, and 

fittingly, it was the last opera performed at the Court Opera in the nineteenth century. 

 In 1896 the Austrian mezzo-soprano Marie Renard (1864�±1939; figure 11) 

expressed interest in appearing in the role of Rosalinde. She had already appeared in the 

production the previous season, in the pants role of Orlofsky.299 It was well-known that 

the role of Rosalinde did not fit her voice; such was reported in one of Vie�Q�Q�D�¶�V��

notoriously chatty newspapers.300 Nevertheless, Renard was extremely popular in  

                                                           
297. Kemp, liner notes, Johann Strauss, vol. 50. 

298. In fact, the last performance of that production�² which took place on June 19, 1944�² was 
the penultimate performance in the original building. The following evening, a performance of �:�D�J�Q�H�U�¶�V 
Götterdämmerung would be the last before the house closed due to the war. Von Sicardsburg and van der 
Nü�O�O�¶�V���H�G�L�I�L�F�H���Z�R�X�O�G���E�H���G�H�V�W�U�R�\�H�G���L�Q���D���E�R�P�E�L�Q�J���R�I���9�L�H�Q�Q�D�¶�V���F�L�W�\���F�H�Q�W�H�U���E�\���W�K�H���$�O�O�L�H�V���R�Q���0�D�U�F�K����������������������
See Wiener Staatsoper, Spielplanarchiv der Wiener Staatsoper (online performance database), http://db-
staatsoper.die-antwort.eu (accessed July 6, 2012). 

299. Mailer, ed., Johann Strauss: Leben und Werk, 8:178. 

300. Kemp, liner notes, Johann Strauss, vol. 50. 
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Figure 11. Marie Renard301 

 

Vienna, and such an opportunity was not to be passed up.302 Therefore, Strauss graciously 

composed a new csárdás for her. There is no evidence that Renard ever requested a new 

aria, and it is noteworthy how eagerly Strauss took up the verbunk form one final time. 

He was already familiar with her voice from her creation of the role of Eva in Ritter 

Pásmán four years earlier. For her csárdás, Strauss used a new text, although it is not 

clear by whom; Genée�² the original librettist�² had died in 1895. In content and 

character, this new text is very similar to the original csárdás. It is different enough, 

however, to be considered a different poem. It has been provided with an English 

translation in Appendix B. 

                                                           
301. Prawy, The Vienna Opera, XXV/4. 

302. Mailer, ed., Johann Strauss: Leben und Werk, 8:295. Renard�² best-known for her 
interpretation of the role of Carmen�² performed at the Court Opera from 1887 to 1900, appearing in at 
least twenty-seven roles; see Wiener Staatsoper, Spielplanarchiv der Wiener Staatsoper. 
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 Evidently, this new csárdás did not please Renard; she instead elected to sing 

�³�(�Y�D�¶�V���:�D�O�W�]�  ́from Ritter Pásmán.303 To minimize the stylistic disturbance of this 

unusual interpolation, Strauss added a new coda and text for the aria. 304 �(�Y�D�¶�V Waltz does 

�Q�R�W���F�R�Q�W�D�L�Q���D�Q�\���+�X�Q�J�D�U�L�D�Q���H�O�H�P�H�Q�W�V�����D�Q�G���D�O�W�K�R�X�J�K���6�W�U�D�X�V�V�¶�V���Q�H�Z���F�R�G�D���K�D�V���Q�R�W���E�H�H�Q��

published, it is difficult to conceive how the performance of any waltz would convince a 

crowd that you were a Hungarian countess. 

 The csárdás remained �X�Q�S�H�U�I�R�U�P�H�G���X�Q�W�L�O���D�I�W�H�U���W�K�H���F�R�P�S�R�V�H�U�¶�V���G�H�D�W�K. It had its 

premiere in 1901�² in an abridged orchestral version incorporated into a performing 

�Y�H�U�V�L�R�Q���R�I���6�W�U�D�X�V�V�¶�V���R�Q�O�\�����D�Q�G���X�Q�I�L�Q�L�V�K�H�G�����E�D�O�O�H�W����Aschenbrödel (�³Cinderella� )́ prepared 

by Joseph Bayer (1852�±1913), director of the Court Opera Ballet.305 It was known only in 

this orchestral version until the original vocal version was published in 1974. There is, 

therefore, an irony of music history: of the two Fledermaus Csárdás, the first�² originally 

conceived as an orchestral work�² is best known as a vocal work, and the second�²

originally conceived as a vocal work�² is best known as an orchestral work. 

 The 1896 Csárdás conforms to the verbunk model set by its predecessor: a 

tarógató solo introduces the lassan, followed by the friss. Unsurprisingly, this csárdás is 

vocally closer �W�R���(�Y�D�¶�V���:�D�O�W�]���W�K�D�Q���W�R���W�K�H���R�U�L�J�L�Q�D�O��csárdás. While in the original the vocal 

part went from c1 to d3 and included formidable vocal pyrotechnics, the 1896 Csárdás 

                                                           
303. The tradition of arie di baule (suitcase aria), where divas freely replace arias with others in 

their repertoire, is almost as old as opera itself; see Hillary Poriss, Changing the Score: Arias, Prima 
Donnas, and the Authority of Performance (Oxford: Oxford University Press, 2009). 

304. Mailer, ed., Johann Strauss: Leben und Werk, 8:298. 

305. Kemp, liner notes, Johann Strauss, vols. 44, 50. Aschenbrödel was rejected by the Court 
Opera music director Gustav Mahler and had to be premiered in Berlin. 
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has the same narrower �U�D�Q�J�H���D�V���(�Y�D�¶�V���:�D�O�W�]�² d1 to A�#2�² and none of the agile vocal 

writing displayed by its predecessor. 

 The Csárdás from Ritter Pásmán�² composed as part of a ballet�² utilized the style 

hongrois to wild and exciting effect. In contrast, the 1896 Csárdás employs the style 

hongrois as a glossy veneer for a tamed verbunk effect. The opening tarógató solo is 

evidence of this characterization (musical example 10.1; the tempo is largo [���¥����=��approx. 

80]). It is completely diatonic and accompanied by an unusual, syncopated G-drone 

which precludes the tempo flexibility characteristic of the tarógató style. This is a 

striking departure from the style of both the original Fledermaus Csárdás and the solos in 

the overture to Der Zigeunerbaron (compare musical example 7.2 with 8.2).  

 The voice enters with a curious six-measure phrase (musical example 10.2a). At 

two points, diminished-seventh harmonies are abnormally prolonged by composed 

fermatas; this phrase could easily have been written to fit into a conventional four-bar 

structure (cf. musical example 10.2b). Its prolongation suggests an attempt to imitate 

hallgató-style improvisation; the sense of rhythmic hierarchy has been temporarily 

suspended. The repeated thirty-second notes in the violin and viola are, for Strauss, a new  

 

Musical Example 10.1. Csárdás (1896) for Die Fledermaus, mm. 1�±4 (clarinet 1 in B�#)306 
 

 
                                                           

306. Musical examples taken from Strauss Jr., Die Fledermaus, ed. Fritz Racek. A piano reduction 
has not been published. 
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Musical Example 10.2. Opening vocal melody�² Csárdás (1896) for Die Fledermaus 
 
 10.2a. Measures 5�±11 (voice and strings) 
 

 

 10.2b. Theme rewritten in a four-bar structure (voice) 

 

 

type of cimbalom imitation.307 The vocal line prominently outlines an augmented second 

in m. 7, as does the bass line in m. 9. 

 This theme, and indeed the entire lassan, continuously emphasizes the second 

beat. The melody starts rather conventionally (mm. 5�±6), accompanied by alla zoppa and 

Lombard stresses�² although these have been slowed almost beyond recognition. Not 

only does the melody stress the second beat with sighing gestures in mm. 7 and 9, the 

string figures echo this emphasis in the following bars (mm. 8 and 10). These style 

hongrois gestures are lacking their typical energy. Similarly, a lethargic flute interjection 

                                                           
307. At this tempo, these notes should be performed measured and not as tremolo. 
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provides only a single kuruc fourth in the two-measure interlude (mm. 11�±12, not shown) 

which leads to a restatement of the theme. That restatement moves to the relative major 

as expected, but with no additional style hongrois elements. 

 The second theme-group (musical example 10.3) superimposes the opening 

rhythm of the first theme-group (m. 5) onto the first of two alternate melodic contours. 

The weak-beat emphasis is continued in the accompaniment. Quick character shifts�²

from the fiery minor-mode section in mm. 22�±25 to a playful major-mode section 

beginning in m. 26�² �D�U�H���U�H�P�L�Q�L�V�F�H�Q�W���R�I���6�D�I�I�L�¶�V���6�R�Q�J. The weak-beat emphasis, however, 

remains consistent�² now taking the form of a �G�&�Y����in the second violin and viola. 

 After a dramatic opening measure, the �O�D�V�V�D�Q�¶�V��final theme-group (musical 

example 10.4) leads into a light texture based on anapests in the melody, and alla zoppa 

and pizzicato in the accompaniment (mm. 31�±33). An unsuccessful repeat of the episode 

leads instead to C minor (mm. 35�±38). Here, the vocal line twice expressively dives 

 

Musical Example 10.3. Lassan, second theme-group�² Csárdás (1896)  
for Die Fledermaus, mm. 22�±26 (voice and strings) 
 

 



171 
 

Musical Example 10.4. Lassan, final theme-group�² Csárdás (1896) for Die Fledermaus, 
mm. 30�±38 (voice and strings) 
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down to a raised fourth (F��) before concluding the section with a bókazó cadence. 

Measure thirty-seven illustrates how Strauss could incorporate a Hungarian inflection 

into a melody where such an inflection would not suit the German text; a Lombard 

rhythm is included in the first violin, but is not added to the vocal line because that would 

disturb the natural German �V�W�U�H�V�V���R�I���³�Z�X�Q�G�H�U�V�•�‰���´ 

 The final theme-group begins with the rhythm of m. 5�² not particularly of the 

style hongrois character�² set to a third melodic contour. This device�² where a small 

motivic element is placed at the head of various subsequent phrases�² is a fascinating 

attempt at compositional cohesion unrelated to the style hongrois. Two additional 

features illustrate the compositional innovation achieved by the seventy-one-year-old 

maestro. The harmonic language of the lassan has been significantly expanded from that 

used in compositions examined earlier in this study: diminished-seventh chords are 

exploited to a greater degree (mm. 7�±10), and the final theme-group incorporates a 

dominant-ninth chord (downbeat of m. 30) and two German-augmented-sixth chords 

(mm. 35�±36). The same motif is even harmonized in two completely different ways 

(compare m. 30 with m. 34)�����6�W�U�D�X�V�V�¶�V text-setting also has been freed up to imitate 

natural speech patterns (see mm. 22�±25). This lassan is, therefore, more representative of 

�6�W�U�D�X�V�V�¶�V���J�H�Q�H�U�D�O���F�R�P�S�R�V�L�W�L�R�Q�D�O���L�Q�Q�R�Y�D�W�L�Rns than of any advancement in the style 

hongrois. 

 The friss section is unremarkable in comparison to �6�W�U�D�X�V�V�¶�V earlier attempts. 

Formally, it is in a modified ternary: A�±B�±�$�¶�±coda. There is no large-scale acceleration 

plan�² as with the Ritter Pásmán Csárdás�² or cadenza-like hiatus of momentum, as with 
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the original Fledermaus Csárdás. The melody does integrate raised-fourth turns and 

Hungarian rhythmic emphasis throughout (musical example 10.5). Friss-like sixteenth-

note figures make up the bulk of the accompanimental violin part. The first instance of  

these figures (mm. 45-46) incorporates the raised fourth and kuruc fourth. The coda is  

 

Musical Example 10.5. Csárdás (1896) for Die Fledermaus, mm. 39�±46  
(voice and strings) 
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significantly shorter than in the original csárdás, probably because there was less need for 

vocal display on the anticipated occasion. The work ends with a gesture strikingly similar 

to that used in the original csárdás (compare musical example 10.6 with 7.1e). 

 �6�W�U�D�X�V�V�¶�V������������Csárdás for Die Fledermaus was his last venture into the style 

hongrois. It presents an interesting comparison with not only the original Fledermaus 

Csárdás but also his other verbunk compositions. While it does not approach the 

excitement of the Ritter Pásmán Csárdás, it does offer a glimpse into how Strauss could 

incorporate the style hongrois into an overall musical style that had shifted closer to 

prevailing stylistic trends of the later nineteenth century. In my opinion, its style also 

links Strauss with the silver age of the Viennese operetta, exemplified by the music of 

Franz Lehár (1870�±1948). 

 
 
Musical Example 10.6. Csárdás (1896) for Die Fledermaus, mm. 120�±26  
(voice and strings) 
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CHAPTER ELEVEN: CONCLUSION 

 

 �$�Q�\���H�Y�D�O�X�D�W�L�R�Q���R�I���6�W�U�D�X�V�V�¶�V���³Hungarian�  ́compositions must be framed by context 

and expectation. Strauss lived in an age before the quest for authenticity in the music of 

foreign cultures. He always composed with the Viennese public in mind; even when 

premiering compositions elsewhere, he never altered his general style or approach. His 

public sought entertainment and diversion�����)�R�U���P�R�V�W���R�I���W�K�H�P�����W�K�H���³�(�D�V�W�´���Z�D�V���P�R�U�H���D��

construction of the imagination than of reality. Nevertheless, Hungarians were an 

important component of the mixture that was Viennese society. Hungary was not far 

away, unlike the Ottoman Empire. In fact, Vienna was not permitted to group Hungary 

with more distant lands; Austria was politically bound to it. The Viennese were 

understandably proud of their cultural standing in the world. Their persistent dealings of 

necessity with Hungary, however, challenged their identity and self-understanding. 

 That identity found one of its most fitting expressions in the music of Johann 

Strauss Jr., which makes an examination of his Hungarian works so compelling. The 

overtly Hungarian circumstances surrounding these compositions provided the only 

occasions Strauss chose to compose in the style hongrois. As demonstrated, the style is 

present mostly in straightforward gestures. It would therefore be inappropriate to describe 

these compositions�² or any of �6�W�U�D�X�V�V�¶�V compositions for that matter�² �D�V���³�S�H�U�V�R�Q�D�O��

�V�W�D�W�H�P�H�Q�W�V�´���L�Q���W�K�H���V�H�Q�V�H���D�W�W�U�L�E�X�W�H�G���E�\���-�R�Q�D�W�K�D�Q���%�H�O�O�P�D�Q���W�R���Z�R�U�N�V���E�\���6�F�K�X�E�H�U�W�����:�H�E�H�U����

and Brahms that incorporate the style hongrois.308 Strauss was the epitome of the public 

                                                           
308. See Bellman, The Style Hongrois, 133�±34. 
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composer and in that respect the antithesis of Brahms�² a composer of frequent 

�L�Q�W�U�R�V�S�H�F�W�L�R�Q�����6�W�U�D�X�V�V�¶�V���F�D�U�H�H�U���D�I�I�R�U�G�H�G���F�R�Q�V�W�D�Q�W���L�Q�W�H�U�D�F�W�L�R�Q���Z�L�W�K���W�K�H���S�X�E�O�L�F�����D�Q�G���K�L�V��

music was produced exclusively for their enjoyment. Likewise, his Hungarian music was 

aimed at the same public rather than having any goal of authentic musical 

reproduction.309 I do not believe that Strauss approached the style hongrois as a foreign 

musical language. Even in his most thoroughly style hongrois compositions, he grafted 

gestures and forms onto his normative style. He composed what was needed to invoke 

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

as such. It can therefore be said that Strauss effectively imitated the style of Gypsy bands 

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

 

 

Figure 12. Strauss with Brahms, 1893310 

                                                           
309. Crittenden, Johann Strauss and Vienna, 177. 

310. Decsey, Johann Strauss, plate between pp. 240 and 241. 
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 Such a narrow assessment, however, �X�Q�G�H�U�Y�D�O�X�H�V���K�L�V���D�F�F�R�P�S�O�L�V�K�P�H�Q�W�����6�W�U�D�X�V�V�¶�V��

music rose far above the levels of Hausmusik or competing dance music. It gained the 

admiration of the greatest composers of the age�² chiefly for its consummate melodic 

ingenuity.311 His foremost achievements in the style hongrois stem from that gift; Strauss 

was able to seamlessly integrate the gestures and forms of the verbunk into music of 

Viennese �D�F�F�H�V�V�L�E�L�O�L�W�\�����$�V���W�K�L�V���V�W�X�G�\���K�D�V���V�K�R�Z�Q�����6�W�U�D�X�V�V�¶�V���P�X�V�L�F�D�O���S�D�U�D�G�L�J�P���G�L�G���Q�R�W��

impede his level of style hongrois assimilation. His first attempt, the Pesther Csárdás, 

manifests virtually the entire catalog of style hongrois gestures. It is probable that this 

initial foray was viewed as something of a novelty by the composer. He won the praises 

of this Hungarian audience on his first attempt and did not feel compelled to return to the 

verbunk form for nearly thirty years. Besides, his fun-loving Viennese audiences 

probably did not know how to dance the lassan or friss. But neither did Strauss abandon 

the style entirely; in a series of minor style hongrois efforts, Strauss superficially 

incorporated gestures into a handful of marches and polkas. 

 Meanwhile, the verbunk style was maturing. Strauss was undoubtedly exposed to 

that more refined style in 1873, when he shared a concert with the great Gypsy performer 

Jancsi Sági Balog. Four months later, a new Strauss csárdás premiered�² the one later 

used in Der Fledermaus�² which displayed advancements in melodic and textural 

freedom, and deeper assimilation of Hungarian rhythmic emphasis on a variety of levels. 

As Strauss began composing operettas, he found new uses for the style hongrois. Der 

Zigeunerbaron was a showcase for Hungarian culture, and consequently, the style 

                                                           
311. Gartenberg, Johann Strauss, 198. 
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hongrois. But it presented new stylistic challenges because the story depicted contrasting 

Hungarian and Gypsy characters. Strauss modified his compositional approach for the 

two groups. To depict Gypsies, he took the most exotic-sounding elements of the style 

hongrois ���V�H�H���6�D�I�I�L�¶�V���6�R�Qg), sometimes combined them with more overt and theatrical 

elements drawn from the Turkish style (e.g. the introduction to the overture). Hungarians 

(Magyar) were depicted in a more ridged, military manner�² although not without 

occasional Hungarian color and after-�E�H�D�W���H�P�S�K�D�V�L�V�����+�R�P�R�Q�D�\�¶�V��Werbelied). 

 Although his only opera, Ritter Pásmán, was a flop; it afforded Strauss the chance 

to compose an extravagant csárdás for its ballet. This csárdás would be the pinnacle of 

his style hongrois works, due to both his compositional maturity and the chance to write 

for the incomparable Vienna Philharmonic. In the Ritter Pásmán Csárdás, the verbunk 

form is expanded, the orchestral writing is more virtuosic, and style hongrois elements 

are integrated in more sophisticated ways�² including thematic transformation. 

 The beloved, elderly composer attempted the style hongrois one final time when 

approached by a famous opera singer who wished to perform the role of Rosalinde in Die 

Fledermaus despite being vocally unsuited for it. The resulting replacement csárdás is a 

departure from his earlier, wild exoticism. While still present, style hongrois elements are 

toned down and incorporated into a late lyrical style. 

 Strauss wrote an overwhelming number of compositions�² including 479 opus 

numbers�² yet, by tracing the development within this small subset, a clearer picture of 

his compositional evolution emerges. Although his musical approach was very different 

from that of most great nineteenth-century �F�R�P�S�R�V�H�U�V�����,���E�H�O�L�H�Y�H���W�K�H���:�D�O�W�]���.�L�Q�J�¶�V���P�X�V�L�F��
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deserves closer attention and scrutiny than it has hitherto received by English-language 

scholars. 
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APPENDIX A: INTERPRETIVE CONSIDERATIONS 

 

 Although written by a conductor, the present �V�W�X�G�\���V�H�W���R�X�W���W�R���H�[�D�P�L�Q�H���6�W�U�D�X�V�V�¶�V��

style hongrois compositions from a general musical perspective. It is my belief that a 

�F�R�Q�G�X�F�W�R�U�¶�V���Z�R�U�N���Z�L�O�O���E�H���L�P�S�U�R�Y�H�G���E�\ an understanding of the cultural context that gave 

rise to a composition. Having considered that context, it is then appropriate to make 

sound, interpretive judgments as to how the music is performed. 

 Concerning how knowledge of the style hongrois applies to performances 

generally, Jonathan Bellman made these observations: 

The further we get from the heyday of the style hongrois, the more remote its 
performance traditions become. This music is not played exactly as written; for 
many of the gestures there are conventions of rhythmic 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 evokes.312 

 
This assessment requires a major assumption: that a composition in imitation of some 

other music should be performed in the style of that music. Bellman goes on to 

recommend listening to specific recordings�² �R�I���%�U�D�K�P�V�¶�V���+�X�Q�J�D�U�L�D�Q���'�D�Q�F�H�V���D�Q�G���/�L�V�]�W�¶�V��

Hungarian Rhapsodies�² that in his judgment faithfully replicate style hongrois 

performance style.313 �,���G�R���Q�R�W���E�H�O�L�H�Y�H���H�L�W�K�H�U���%�H�O�O�P�D�Q�¶�V���D�V�V�X�P�S�W�L�R�Q���R�U���K�L�V��

recommendation to be particularly useful in the interpretation of Strauss�¶�V���P�X�V�L�F. The 

rhythmic flexibility achieved in such recordings is not practical for orchestras. 

                                                           
312. Bellman, The Style Hongrois, 222. 

313. Ibid., 223. 
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Furthermore, Strauss did not approach the style hongrois as a radically different musical 

language; his is an imitation of a lesser degree than that achieved by Liszt. 

 While a performance of a Strauss csárdás may never rival the nuance of a Liszt 

rhapsody performance, a familiarity with the music invoked by the style hongrois�² the 

verbunk�² can inform an interpretation. At a basic level, merely identifying the style 

hongrois gestures used by Strauss ought to affect their interpretation. Any kuruc fourth or 

raised fourth should be brought out�² even when its appearance may seem slight. 

Tarógató solos should be exaggerated through shrill tone and rhythmic flexibility. 

 Every Hungarian rhythmic inflection should also be emphasized. This may mean 

the alteration of bowings and articulations. For example, an alla zoppa (of sufficient 

speed) should always include a comma after the first note to emphasis the second; a 

bowing for two successive alla zoppas may take the form: up�±down�±up�±up�±down�±up, so 

that the natural off-beat accents occur on down bows. The dignified, processional 

character of the lassan should translate into crisp dotted rhythms and ornaments. Several 

Gypsy fiddle techniques are easily translated onto Strauss�¶�V first violin parts. These 

include wide and expressive vibrato, high G-string playing, gratuitous slides, and high 

harmonics wherever possible. Other string effects include flamboyant pizzicato in 

imitation of the tambura�² for instance at the opening to the Fledermaus Csárdás. It 

should be remembered that Gypsy performers even snapped their strings at times, 

although that may be too drastic a touch for Strauss�¶�V���P�X�V�L�F. Cimbalom imitation is rare 

in his music, but two instances provide opportunity for extra-textural interpretation. The 
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harp part for the Ritter Pásmán Csárdás was originally played on a cimbalom.314 It would 

be a fascinating experiment to incorporate the original instrumentation, or at least 

substitute some related hammered instrument. To my knowledge this has not been tried 

on any available recording. The string thirty-second notes in the lassan of the 1896 

Csárdás also imitate the cimbalom (see musical example 10.2a). This fact could be 

highlighted by playing these notes quasi-ponticello. 

 Tempo decisions are some of the most important a conductor can make. It is 

known that Gypsy performances were characterized by rhythmic flexibility and large, 

gradual accelerandos. Both are achievable and appropriate to �W�K�L�V���U�H�S�H�U�W�R�L�U�H�����6�W�U�D�X�V�V�¶�V��

compositions�² especially his concert waltzes�² brim with unwritten opportunities for 

rubato. Such liberties can justifiably be applied even more capriciously in his Hungarian 

works. I recommend incorporating rubato throughout the lassan sections, although this 

will have to be coordinated with the vocalist in some pieces. The goal for the friss 

sections should be to reach an incredible frenzy; the conductor should remember that any 

accelerando achieved with an orchestra could almost certainly have been outdone by a 

Gypsy band. 

 While never excessive, the recordings of the Vienna Philharmonic provide refined 

examples of subtle incorporation of Gypsy practices. These recordings should also be 

consulted for their tasteful supplemental-percussion additions, including spurs in the 

Ritter Pásmán Csárdás.315  

                                                           
314. See chapter 9. 

315. See note 300. 
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APPENDIX B: TEXT AND TRANSLATION FOR THE 1896 CSÁRDÁS 

 
Klänge meiner Haimat,     Sounds of my homeland, 
ihr rufet ins Auge mir die Tränen.    call to the tears in my eyes. 
Wenn ich euch höre,     When I hear them, 
ihr Heimatslieder,     �P�\���K�R�P�H�O�D�Q�G�¶�V���V�R�Q�J�V�� 
zieht es mich wieder     they take me 
in das Vaterland zurück.     back to the fatherland. 
 
Sei gegrüsst, du Ungarland!    Greetings to you, thou Hungary! 
�:�L�H���V�W�U�D�K�O�W���G�H�L�Q�H���J�R�O�G�¶�Q�H���6�R�Q�Q�H���V�R���N�O�D�U����  How brightly shines your golden sun. 
Sei gegrüsst, o du Land,     Greetings to you, thou land, 
wo ich glücklich war!     where I was happy! 
 
Hört ihr, wie das Zimbal klingt?    Do you hear how the cimbalom plays? 
Hört ihr, wie so süss die Geige singt?   Do you hear how sweetly the fiddle sings? 
Hört ihr, wie das Zimbal klingt,    Do you hear how the cimbalom plays, 
�K�|�U�W���L�K�U�����Z�L�H���V�R���O�H�L�V�¶��    do you hear how soft 
und wundersüss die Geige erklingt?   and beautifully sweet the fiddle plays? 
 
[Friss] 
Auf, ihr jungen Schönen!     Up, young beauties! 
Die Zigeunerweisen tönen.    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 klirren!  let the bare spurs clink cheerfully! 
Die junges Bauernkind im Erntekranz,   The young farm children by the harvest wreath, 
hörst du die Saiten schwirren?    do you hear the strings playing? 
 
Feuer und Lebenslust, ha,     Fire and zeal for life, ha, 
schwellt jede Ungarbrust, ja!    �V�Z�H�O�O���L�Q���H�Y�H�U�\���+�X�Q�J�D�U�L�D�Q�¶�V���K�H�D�U�W�����\�D�� 
Jedes Herz schlägt schnell,    Every heart beats fast, 
der Csárdás klingt hell.     as the csárdás plays spiritedly. 
 
Lasst den Becher kreisen,     Let the glass be passed, 
lustig klingen Ungarweisen!    cheerfully sounding Hungarian tunes! 
Schlürfet den Tokayer!     Sip the Tokay! 
Das gibt euch Feuer, Lebenslust.    It will give you fire and zeal for life. 
 
�+�D�����G�X�U�V�W�¶�J�H���=�H�F�K�H�U����    Ha, thirsty revelers, 
leert den Becher,      empty your glasses, 
bringt ein Hoch      raise a toast 
dem schönen Vaterland!     to the beautiful fatherland! 
 
Ja, leert schnell die Becher,    Yes, quickly empty your glasses, 
bringt ein Hoch der schönen Haimat,   raise a toast to the beautiful homeland, 
ein Hoch dem Vaterland!     a toast to the fatherland! 
Ja, es lebe hoch!      Yes, three cheers! 
Hoch das Land!      Long live the country!  
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