WORDS, IDEAS AND MUSIC:

A Study of Tchaikovsky's Last Completed Work,

The Six Songs, Opus 73.

by

HELEN ELIZABETH RUDEFORTH

A thesis submitted to the School of Humanities of the
University of Birmingham for the degree of
DOCTOR OF PHILOSOPHY

Departments of Russian Language
& Literature; and Music

School of Humanities

The University of Birmingham
September 1998



UNIVERSITYOF
BIRMINGHAM

University of Birmingham Research Archive

e-theses repository

This unpublished thesis/dissertation is copyright of the author and/or third
parties. The intellectual property rights of the author or third parties in respect
of this work are as defined by The Copyright Designs and Patents Act 1988 or
as modified by any successor legislation.

Any use made of information contained in this thesis/dissertation must be in
accordance with that legislation and must be properly acknowledged. Further
distribution or reproduction in any format is prohibited without the permission
of the copyright holder.






ABSTRACT

This study focuses on P.I. Tchaikovsky's last completed work, the richly symbolic Six
Songs, Opus 73. It demonstrates for the first time how Tchaikovsky's significant
literary talents impacted on his song output in general, and on this cycle of songs in
particular, providing us also with new insights into his personality. The composer
selected and sequenced the poems used for the Opus 73 set to form the cycle of texts
himself. The resulting songs are underpinned by a network of internal connections,
which parallel the techniques used in the original poems in remarkable ways and link
subtly with coded fate messages found elsewhere in the composer's output. The study
presents evidence which enhances Pyotr Il'ich's reputation as a skilled manipulator of
words, ideas and music.

The number of words contained in this thesis (excluding appendices and bibliography)
is: 75,010.



ACKNOWLEDGEMENTS

I gratefully acknowledge the encouragement, enthusiasm and unstinting support of
Professor A.D.P. Briggs of the Department of Russian Language and Literature of the
University of Birmingham during the course of my research.

I also thank those in the Music Department of the University for their input: Dr. Jan
Smaczny for his early encouragement and Professor Colin Timms for criticising and
commenting on my final drafts.

The publishers Izdatel'stvo Muzyka, Moscow have kindly permitted the reproduction
of the musical examples from Tchaikovsky's songs, which appear in this thesis.

I am also grateful to V. Boyko for her expert advice in the area of graphology.



TABLE OF CONTENTS

Introduction

Chapter 1: Literature as a source of inspiration for P.I. Tchaikovsky

Tchaikovsky's literary legacy

The composer's responses to literature
Tchaikovsky, the literary commentator
Tchaikovsky, the poet

A brief note on Tchaikovsky's literary codifications

Chapter 2: The songs

An introduction to romansy: nineteenth-century Russian art songs
Tchaikovsky's songs: a brief overview

Why did Tchaikovsky write songs?

Tchaikovsky's choice of texts

Thematic trends

What did Tchaikovsky think of his songs?

What have critics said about Tchaikovsky's songs?

An introduction to the Six Songs, Opus 73: the Rathaus texts

An introduction to Tchaikovsky's musical codes

Chapter 3: A critical analysis of the Rathaus poems

Chapter 4: A critical analysis of the Six Songs, Opus 73

No. 1  We sat together

No.2  Night

No.3  On this moonlit night
No.4  The sun has set

No.5 Mid sombre days

No. 6  Again, as before, alone
The cycle

Melodic Fate motifs

Chapter 5: The Six Songs, Opus 73: Tchaikovsky's farewell

The debate so far

Further speculation

The evidence of the Six Songs, Opus 73
The dénouement theory

Appendices
Bibliography
Discography

Page

14
19
26

28

29
36
38
39
41
46
47
54
61

75

102

103
121
134
146
154
164
185
200

222

222
228
230
232

247
388
398



The scores

No.1, score
No.2, score
No.3, score
No.4, score
No.5, score
No.6, score

LIST OF TABLES

Example

Ex. 4-1
Ex. 4-9
Ex. 4-15
Ex. 4-23
Ex. 4-32
Ex. 4-36

The Six Songs, Opus 73: scores (complete), see appendix 12.

Appendix |

Appendix 2
Appendix 3

Appendix 4
Appendix 5
Appendix 6
Appendix 7
Appendix 8
Appendix 9

Appendix 10
Appendix 11

Appendix 12
Appendix 13

Appendix 14

Appendix 15

LIST OF APPENDICES

Literary materials written by Tchaikovsky,

later published.

Main locations of Tchaikovsky manuscripts.
Verses written by Tchaikovsky, later set to
music in songs or choral works.

Examples of poems written by Tchaikovsky
(unrelated to musical output).

The songs of P.I. Tchaikovsky: a biographical
context.

Chronological list of Tchaikovsky's compositions
and their dedicatees.

Why did Tchaikovsky write his songs?:

Motives for song composition.

Summary of main poetic themes of Tchaikovsky's
surviving songs (with links to Opus 73).
Examples of settings of Rathaus poems

by other composers.

Tchaikovsky's five letters to D.M. Rathaus.
Table of words that are repeated in the

Rathaus poems.

The scores, Six Songs, Opus 73: complete.

A graphological interpretation of Tchaikovsky's
signatures.

Copy of'title page, manuscript (No.6),

encircled signature.

Samples of Tchaikovsky's signatures from age 7.

Page

102 (a)
120 (a)
133 (a)
145 (a)
153 (a)
163 (a)

248

251
252

264
274
280
299
306
345

346
352

356
378

382

383



LIST OF DEFINITIONS AND ABBREVIATIONS

The poet's texts used by Tchaikovsky in his Six Songs, Opus 73 are consistently
labelled according to their positions within the Tchaikovsky set, rather than with
reference to the order in which Rathaus wrote them originally. For example, the
text We sat together will be referred to as text No.1.

Tchaikovsky's songs are labelled using the short-hand 'opus number/number of
song in set', wherever appropriate. For example, 60/1 denotes Opus 60, No.1.
Songs without opus are given their full titles.

Dates are given in Old Style (i.e. twelve days behind the Western calendar) when
referring to dated manuscripts or documents. Otherwise both Old Style and New
Style equivalents will normally be given. This will help avoid confusion between
the Julian calendar dates used in Russia throughout Tchaikovsky's lifetime and the
Gregorian system adopted there post-1918.

Transliteration of Russian script is based throughout on Library of Congress
practice, with modifications to aid clarity as appropriate (e.g. Petr becomes Pyotr,
etc.). For the same reason, certain names, such as Jurgenson, von Meck, Tolstoy
and Mey retain their more familiar transliterated spellings, and names ending in the
suffix '-ckwuit' are usually transliterated as '-sky' (instead of the more correct '-skii’).
Thus the composer's surname will normally be spelt 'Tchaikovsky'. However, the
variant 'Chaikovskii' will be employed, as appropriate, when referring to
documents or publications written in the Russian language. Transliterations which
occur within quoted texts always retain the spellings employed by the original
authors.



INTRODUCTION

Pyotr Il'ich Tchaikovsky (1840-1893) has acquired a remarkable reputation
for his contribution to Russian music and has become a household name throughout
the western world over a century after his death. However, his songs are still
relatively little known outside Russia and his interest in literature and his achievements
in this field are largely unheard of or are misconceived and underestimated. The
present study aims to explore the extent to which Tchaikovsky was able to manipulate
texts effectively and appropriately in composing his songs. More specifically, it aims
to reveal the extent to which the composer demonstrated high-level literary
sensibilities and understanding of literary processes, and was able to respond to,
paralle] and develop these essentially /iterary techniques in his setting of D. Rathaus's
texts in the music for the Six Songs, Opus 73.

In order to do this, it will be necessary first to consider the range and depth of
Tchaikovsky's poetic and literary experiences in general and to introduce the concept
of Tchaikovsky as a man of letters. Chapter One will therefore highlight the nature of
his literary legacy. It will then touch upon the critical questions of how well-read the
composer was, and, by extension, how well-qualified he was to make the critical
judgements that he made on the literary work of others; how perceptive Tchaikovsky
was in understanding the technicalities and processes of poetry; and, by extension,
how good a poet he was himself. It will also be important to address the question of
what drew him so strongly to literature and, especially, to poetry. If indeed the
composer can be seen objectively to have specific skills in manipulating and truly
understanding poetry, then this will impact greatly upon the assertion that
Tchaikovsky responded to the Rathaus texts with sympathetic genius. After all, it was
Pyotr Il'ich who created the original cycle of poems himself: he selected and ordered

the six texts from those that Rathaus had sent him.



Chapter Two will provide a concise introduction to mid- and late-nineteenth
century song-writing in Russia and will briefly survey Tchaikovsky's one hundred and
three surviving songs in order to place the Six Songs, Opus 73 in context. The status
of the songs in general (and their literary origins) will be reviewed in conjunction with
contemporary and subsequent criticism both from Russia and the West. This chapter
will also consider what motivated Pyotr Il'ich to write romances (romansy, or Russian
art songs) at regular intervals throughout his working life. The generic characteristics
and themes of the songs will be identified, where they are clearly related to, or clearly
anticipate, the Opus 73 set.

The next two chapters bring us to the central focus of this study, which is the
detailed analysis of the literary symbolism and the musical symbolism of the set of
Opus 73 songs. Chapter Three will provide a critical analysis of the Rathaus texts as
individual poems and will describe how these texts operate on many different levels. It
will also demonstrate how the poems are so cleverly interrelated that they can indeed
be considered cyclical. Chapter Four will similarly analyse the musical symbolism of
each of the songs in turn. Particular attention will be drawn to the technical processes
which link the original poems with the Tchaikovsky settings. The main aim of this
chapter will be to identify the ways in which Tchaikovsky seemingly went to the very
heart of these texts, acknowledging, responding to and developing multiple layers of
musical symbolism entirely in sympathy with the original texts.

The final chapter will reassess the position of the Six Songs, Opus 73, in the
context of the composer's output as a whole, highlighting their crucial (and hitherto
unrecognised) importance in shedding light upon Tchaikovsky's character, personality

and state of mind in 1893, the year of his death.



CHAPTER ONE

Literature as a source of inspiration for P. 1. Tchaikovsky

Pyotr Il'ich Tchaikovsky, a life-long lover of literature, was a great deal more
competent as a writer, poet, and dramatist than many have supposed. His literary
skills have been overwhelmingly obscured by his expertise as a composer. In order to
assess the degree to which Tchaikovsky can realistically be thought of as a perceptive
man of letters, it is important to refer to the body of evidence: his published output;
his literary experiences; his documented attitudes to literature; and his specific
expertise as a poet. The extent to which the composer can be said to have literary
abilities and sensibilities will impact greatly upon our later assertion that he truly
recognised the nuances and complexities of the poetic texts that he used for his Opus

73 songs and was able to respond to them with sympathetic genius.

Tchaikovsky's literary legacy

Pyotr Il'ich produced a remarkable number of written works during the course
of his life. Although a number of manuscripts are now lost, the Complete Edition of
his works represents a substantial portion of Tchaikovsky's surviving musical and
literary legacy. This effectively comes in two parts: the Russian Complete Edition of
Tchaikovsky's musical works (sixty-two volumes published in Moscow/Leningrad
between 1940 and 1971;! and the Complete edition of literary works and
correspondence? (seventeen volumes, published in Moscow between 1953 and 1981).
The composer destroyed many of his diaries, but those which survive were published

in 1923, edited by his brother I.I. Tchaikovsky. Pyotr was a prolific diary- and letter-

1 These tomes contain all of the composer's surviving works except for his church music.
2 Poinoe sobranie sochinenii: literaturnye proizvedeniia i perepiska ('Complete edition: literary works and correspondence’), 17
vols. (Moscow, 1953-81). [Hereafter this will be abbreviated to Complete Ed ]
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writer. Nearly three-quarters of his Complete edition of literary works and
correspondence consists of letters written by the composer to various friends, family
members, acquaintances and colleagues. This collection contains transcripts of over
five thousand letters dated between 1848 and 1893. Appendix 1 cites eight further
tomes of primary source materials of this type. Pyotr Il'ich's writing was not limited
simply to informal personal expressions, though. The composer could not resist
writing his own poetry, using selected texts as stimuli for song composition. He also
wrote, co-wrote or adapted the libretti for most of his ten operas, including The
Voevoda, The Oprichnik, Eugene Onegin, The Maid of Orléans, Mazepa, and The
Queen of Spades. Tchaikovsky wrote two books on musical theory: Guide to the
practical study of harmony (published Moscow, 1872) and A short manual of
harmony adapted to the study of religious music in Russia (published Moscow,
1875). Both of these books are listed as 'major literary works' by the eminent
biographer of Tchaikovsky, David Brown.3 Also published were a number of Pyotr
Ilich's critical articles and reviews, some of which were released posthumously.
Tchaikovsky was a respected music critic of his day. He wrote many articles for
journals and newspapers, which earned him a few extra roubles. The article "Wagner
and his music', published in the New York Morning Journal on 3rd May 1891, is a
noteworthy example of his mature style in this genre. A substantial collection
Tchaikovsky's works of criticism was put together by the critic Herman Laroche, first
published as P.I. Chaikovskii: muzykal'nye fel'etony i zametki [P.I. Tchaikovsky:
musical features and observations] (Moscow, 1898).4 Pyotr Ilich did not confine
himself simply to writing about music, however; his literary skills even extended to
producing translations of texts and libretti from originals in French, German, Italian

and English. Many were consigned to print. David Brown confirms the standing of

3 David Brown, Tchaikovsky: a biographical and critical study, 4 vols., Gollancz (London, 1978-1992), volume 4: The final

years, p.510.
4 The book, P.I. Chaikovskii:muzykal'no-kriticheskie stat'i (‘'Tchaikovsky: musical-critical articles'), ed. Yakovlev, V.V. (Moscow,

1953) is another important publication of this type.
4



Tchaikovsky's translation of da Ponte's The marriage of Figaro (1875) by including it
in the list of 'major literary works', mentioned above.> Pyotr Il'ich's translation into
Russian of F.-A. Gevaert's Traité général d'instrumentation [General treatise of
instrumentation], undertaken in the summer of 1865 (published, Moscow, 1866)
completes this list. Again, it represents a substantial literary endeavour. Tchaikovsky's
interest in words, language and publication even extended to editing and correcting
musical terms for the Slovar' russkogo iazyka (Dictionary of the Russian language) in
1892-3, at the opposite end of his career. A full list of all Tchaikovsky's literary
publications appears as appendix 1. Many original manuscripts of Tchaikovsky's work
have survived; they are housed in his House-Museum at Klin and elsewhere.
Appendix 2 lists all the major centres at which such collections are located. The sheer
number and diversity of written materials attributed to Tchaikovsky reflects an
unusually substantial literary legacy, which surpasses those of other comparable
composers.

It was not uncommon for nineteenth-century Russian composers to write their
own texts or libretti. Whereas Glinka committed only one original song text to print -
that for the vocal duet You will not return (1837-8) - Borodin, Musorgsky and
Tchaikovsky all wrote and used many of their own original texts for songs. Of his
seventeen completed vocal works, Borodin wrote the texts for two songs and two
choruses and translated the lyrics for a further two songs. Of Musorgsky's sixty-six
songs, seventeen contain original lyrics by the composer. Following in this tradition,
Tchaikovsky wrote the texts for the vocal works Nature and love (1870); Hymn in
honour of SS Cyril and Methodius (1885);0 Jurists' song (1885); The nightingale
(1889); and Night (1893). It is possible that the texts for the chorus Evening (1881),

and the Cantata in celebration of the golden jubilee of Osip Petrov (1875) are also

5 Brown, D., op. cit., volume 4, p.510. The list consists of the two books on musical theory and the translations of this libretto and

Gevaert's treatise, see below.
6 Tchaikovsky adapted an old Slavenic text for this work.



by him, though the latter is more usually attributed to the poet Nekrasov. Pyotr Il'ich
certainly wrote the poems that form the basis of the songs Thy radiant, angelic image
(Opus 16, No.5); The fearful minute (Opus 28, No.6); Pimpinella (Opus 38, No.6);
and Simple words (Opus 60, No.5). According to the commentator, F.N. Malinin, the
text for the song He loved me so much (Opus 28, No.4) may also be by the composer,
though David Brown suggests that this text is more likely to have been penned by the
poet Apukhtin. Alexander Poznansky contends that Tchaikovsky simply adapted
Apukhtin's text for this song.’

Like Musorgsky and Borodin, P.I. Tchaikovsky also proved adept at writing
or adapting libretti for operas. Just as Musorgsky adapted texts for the opera Boris
Godunov and wrote the text for Khovanshchina himself, and as Borodin adapted
libretti for The Tsar's Bride and Prince Igor, so Tchaikovsky played a major role in
the construction and adaptation of the texts for many of his own operas. We must not
underestimate the importance that Pyotr Il'ich evidently attached to finding just the
right text with just the right nuances for each of his operas. Tchaikovsky displayed
rigour and critical perfectionism in shaping this process, but was not always happy
with his efforts. When writing The Maid of Orléans in 1878, for example, the

composer wrote:

I am very pleased with my work on the music. As to the literary side, i.e. the
libretto, it is a toil which will certainly take at least a few days off my life. It's
hard to convey how exhausted I am. How many pens do I nibble away before
I squeeze a few lines out of myself! How many times do I get up in complete
despair because I can't get the rhythm right, or the number of feet doesn't
work out, or because I don't know what a particular character should say at a
particular moment.8

Despite his frustrations, the composer may well have felt compelled to write his own

libretti because of the difficulty in finding suitable librettists. He once wrote:

7 Malinin, F.N., Zametki o poeticheskom nasledii P.1. Chaikovskogo', Novy mir, 1940, no.7, p.212; Brown, D., op. cit., volume 4,
p.501; and, Poznansky, A., Tchaikovsky: the quest for the inner man, Lime Tree (London, 1993), p.125. (Also see p.18).
8 Complete Ed., op. cit., vol.8:32, letter to Nadezhda von Meck.
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...But I do not know a single person from whom I would be willing to
commission [a libretto]. The most talented poets disdain such work

and if they do take it upon themselves they demand an enormous fee
which by no means corresponds to the value of their piece, because it

is not sufficient to be a poet - one must understand the stage and these
gentlemen have never had anything to do with the theatre. Apart from
that, they regard every line they write as holy and get annoyed if the
composer alters, expands, or abbreviates to suit his own purposes*;

such changes are unavoidable in composing an opera. Of course there

are plenty of mediocre scribblers who would take the job on for a modest
fee but the point is that I will probably make no worse of it than they
would. In fact there are advantages in the composer of the music compiling
his own libretto in that he is quite free to lay out the scenes to suit himself
and can adjust the metre to the requirements of the particular situation. On
the other hand, the whole business is very difficult for a musician like me
who has problems with the technicalities of verse...”

* [ know from experience because I have twice set texts by Polonsky. (Tchaikovsky's note)

Despite the trauma of writing such pieces, Tchaikovsky was evidently able to
work through the inherent problems and work towards an 'accessible...operatic
style'.10 Significantly, it seems that Tchaikovsky acknowledged that, although he did
not see himself as a writer, he wrote texts which were at least as good as those he
could have expected from more established poets. Had he found himself to be a poor
librettist, he would surely not have accepted the resulting texts for his operas. In the
case of the libretto for The Queen of Spades, for example, the composer's modesty is
completely misplaced. Pyotr Il'ich's adaptations of the Pushkin texts are consistently
convincing and infinitely better-judged than those which his librettist brother Modest
had originally made. Pyotr Il'ich wrote to Modest frequently during the evolution of
the text suggesting often substantial amendments. It was certainly our composer who
had the more secure understanding of the complexities of the task and who was the
more effective in the re-working of this text. L. Krasinskaia relates the details of the

relationship between the two brothers during the development of this work in her

9 Complete Ed., op. cit., vol.8:45-6, letters to N. von Meck.
10 Complete Ed., op. cit., vol.8:67, to N. von Meck.



book, Opernaia melodika P.I. Chaikovskogo.!! Again with Onegin and Mazepa,
Pyotr Il'ich worked on Pushkin's texts with great reverence and sensitivity, producing
first-class libretti. Professor A.D.P. Briggs of Birmingham University has recently
established that Pyotr Il'ich himself (and not the librettist Konstantin Shilovsky) wrote
‘virtually all of [the libretto for Onegin]...and, in doing so - contrary to ill-informed
contemporary opinion - proved his own capacity as a librettist of remarkable
sensitivity'.!2 Professor Briggs went on to assert that the composer 'selected,
trimmed, patched and stitched together...disparate sections of the original novel'. In
doing this, Tchaikovsky ingeniously transformed the novel-in-verse from third-person
to first-person narrative and displayed an impressive awareness of the poet's original
work, 'which the composer knew even more intimately than most other Russians'.
Briggs concludes that 'the libretto is a creation of real distinction throughout'.!3 Here,
far from sympathising with the contemporary view of such eminent figures as the
novelist Ivan Turgenev, who castigated the libretto for allowing a sacred text to be
shamefully mutilated,!* we see just how clever Tchaikovsky really was in
manipulating poetic texts at the very highest level. Despite this, he remained
extremely modest about his literary prowess.

As for Tchaikovsky's own view of his works on musical theory,!d it appears
that this sort of writing was to him quite a different matter. Both of his published
theoretical works were written in response to specific requests, at times when
Tchaikovsky was not engaged in major composition projects. It is almost as if these

tasks were academic exercises completely divorced from his real creative life. He

11 Krasinskaia, L., Opernaia melodika P.I. Chaikovskogo ('Melody in Tchaikovsky's Operas'), Muzyka (Leningrad, 1986),
pp.171-227.

12 'The Blasphemous Masterpiece: Tchaikovsky's adaptation of Eugene Onegin', A.D.P. Briggs, Second Pushkin Lecture/Arts
Council for N. Ireland (The Queen's University of Belfast, 17 September 1994), p.6.

13 Briggs, op. cit., p.6.

14 Writing to Leo Tolstoy, Turgenev exclaimed, 'Oh, what a libretto!" [A.D.P. Briggs, ibid., p.6].

15 Guide to the practical study of harmony, (by 14 Aug 1871), pubd. Moscow, 1872; and A4 short manual of harmony adapted to
the study of religious music in Russia, (1874-5), pubd. Moscow, 1875.

8



wrote these books in order to take a break from the rigours of composition, and
maybe even to satisfy his irrepressible emotional need to write.

Given that Tchaikovsky produced so much written material, it is important to
examine those qualities which mark him out as a mature and influential literary figure

and to consider the extent to which literature affected Tchaikovsky, the man.

Tchaikovsky's responses to literature

Pyotr Il'ich was exposed to a wide range of literature from a very early age. It
will be useful to cite documentary evidence of the composer's great love of literature,
and briefly to trace the development of this love, in order to ascertain the degree to
which the composer might be considered a man of letters. We shall discuss how a vast
range of literary works directly and quantifiably influenced Tchaikovsky's
compositional output, and will select examples of how particular key works of
literature affected him as a person.

Fanny Diirbach, a French governess, was engaged by the Tchaikovsky family
and took charge of the education of Pyotr Il'ich, his older brother Nikolai and their
cousin Lidiia, for the four years from 1844 to 1848. She arrived when Pyotr was four
and a half years old. She planned each working day carefully, recalling that, 'On week-
days, from six in the morning, all the time was strictly allocated, and the day's
programme was carried through punctually.'16 By the time he was six, Pyotr could
read French and German with complete ease. When he did have some free time, the
young Pyotr 'most readily turned to music, reading or writing verses'.!” This was a
household in which reading and writing were important concerns, and one in which he

quickly learned to love literature.

16 Protopopov, V. [ed.], Vospominaniia o P.I Chaikovskom (Reminiscences of P.1. Tchaikovsky) (Moscow, 1962), pp.390-1;
Tchaikovsky, M., Zhizn' P.I. Chaikovskogo (The life of P.I. Tchaikovsky) (Moscow, 1900-02), vol.1, p.28.
17 Ibid.

9



Pyotr Il'ich attended The School of Jurisprudence in St. Petersburg from 1850
to 1859. It was said to be one of the two best schools in the city and as such attracted
a cultured élite. Pyotr associated closely with the young poet Alexei Apukhtin and
other up-and-coming literary figures, and contributed regularly to the poetry section
of the journal, The School Herald. Alexander Poznansky reminds us that 'the clumsy
verse of the young Tchaikovsky which appeared in almost every issue of the school
journal, would always of course elicit the friendly laughter of his fellow students.'!8

In 1859, Tchaikovsky became a civil servant, but he was far more interested in
cultivating his artistic and social life, soon becoming close friends with influential
figures such as the music critics Herman Laroche and Nikolai Kashkin. He frequently
went to the opera and enjoyed plays very much. During the early 1860s he is said to
have known Octave Feuillet's Le roman d'un jeune homme pauvre 'virtually by
heart'.!® By 1864, Pyotr Ilich was a fully-fledged member of the musical world,
initially as a student at the Moscow Conservatoire and later as a professor there. He
had already become accustomed to frequent trips abroad. He was certainly already an
erudite sophisticate with broad, cosmopolitan tastes.

David Brown reminds us that Pyotr Ilich 'was always a voracious and rapid
reader. According to Kashkin, it was Gogol, Pushkin, Ostrovsky and Tolstoy whom
he loved most, though he also devoured Dostoevsky. Of foreign writers besides
Dickens, he read Thackeray in translation'2® Pyotr Ilich drew upon these, his
favourite writers, as sources of inspiration for his work, sometimes directly and
sometimes indirectly. For example, he used Gogol's Christmas Eve as a direct
inspiration for the operas Vakula the Smith (1874) and, later, on the same theme,
Cherevichki (1885). Tchaikovsky adored the works of Pushkin and based his three

most successful operas on works by the great poet: Eugene Onegin (1877-8), Mazepa

18 Quoted in Poznansky, A., Tchaikovsky: the quest for the inner man, op. cit., p.45. Also in Malinin, F.N., op. cit., p.210.
19 Quoted in David Brown, op. cit., volume 1, p.53.
20 Ibid., p.120.

10



(1881-3) and The Queen of Spades (1890). Pushkin's work can be seen to frame
Tchaikovsky's career in so far as he provided the inspiration for a very early romance,
Zemfira's Song (c.1857-60) and, at the opposite end of his working life, the choral
work The voice of mirth grew silent, written in 1891. In 1867, Pyotr Il'ich wrote an
Introduction and Mazurka for Ostrovsky's dramatic work Dmitrii the Pretender and
Vasilii Shuiskii. Ostrovsky responded by providing the young and comparatively
unknown Tchaikovsky, then aged twenty-six, with the libretto for the first act of the
opera, The Voevoda. In 1873, Pyotr Ilich again turned to Ostrovsky, writing
incidental music for his play The Snow Maiden. Although Tchaikovsky did not use
any of the works of Lev Tolstoy as direct inspirations for his music, the composer
read and reread a great deal of Tolstoy, declaring more than once the sentiment that 'T
[Tchaikovsky] regard Lev Tolstoy as the most powerful and profound genius which
literature has ever known'.2! In 1881, in a letter to Modest, Pyotr Il'ich also described
Dostoyevsky as 'a writer of genius' but one whom he did not really like, asserting that
'the more I read of him, the more he gets me down'.22 This writer certainly influenced
Tchaikovsky a great deal, but again the composer did not use any of his texts as direct
sources of musical inspiration. As for Dickens, Tchaikovsky made a real effort to
study English in order to be able to read his work in the original language - for his
own pleasure.

Of other major writers, Pyotr Ilich drew actively upon the works of
Shakespeare, who inspired The Tempest (1873), the Romeo and Juliet fantasy-
overture (which Tchaikovsky had hoped to make into a full opera), and Hamlet (1888
and 1891). He drew upon Dante for the symphonic fantasia Francesca da Rimini
(1876) and Schiller for The Maid of Orléans (1878-9). In 1885, when it came to
publishing his programme symphony, Manfred, Tchaikovsky chose to introduce the

work with an extended critical and personal presentation of the Byron poem, which

21 Complete Ed., vol.14:74-5, to Mme. Shpazhinskaia.
22 Complete Ed., vol.10:202, to Modest.
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had formed its basis.23 This piece is yet another example of Tchaikovsky's mature and
authoritative approach to literature, which in turn reflects his life-long enthusiasm for
the written word.

The composer did not restrict himself to the use of texts created by only well-
established writers. He was not averse to reading and adapting works by lesser-known
authors and poets. For example, the relatively minor dramatist 1.V. Shpazhinsky
wrote the play The Sorceress, which Tchaikovsky used to make into a four-act opera
by the same name (1885-7). Tchaikovsky can also be seen to have recognised latent
literary talent and actually played his part in discovering great literary figures. Orlova
reminds us that "Tchaikovsky was one of the first to appreciate Chekhov's gifts'.2* As
early as 1889, in a letter to Mme. Shpazhinskaia, the former wife of the above-named
playwright, the composer wrote that, 'In my view, he [Chekhov] will be a pillar of our
literature'.2> Pyotr Ilich was certainly correct in this prophetic assertion. The
composer's discovery of Daniil Rathaus, the poet who wrote the texts for the Six
Songs, Opus 73 will be discussed in Chapter Two.

Pyotr Il'ich was without doubt much affected by literature. He had a profound
love of literature and was compulsively drawn to books and to writing. In 1878, he

wrote:

I read very quickly, but this failing is an aspect of my nervous condition.
I do everything with feverish haste as though I was frightened that
somebody would take away the book or the music that I am

interested in or the paper that I am writing on.26

In a telling letter to Modest, of 1882, Tchaikovsky describes why Dickens's Bleak

House had reduced him to tears:

23 Tchaikovsky's library contains a French translation of Byron.
24 Orlova, A., Tchaikovsky: a self-portrait (Oxford, 1990), p.xv.
25 Complete Ed., vol.15a:124, to Mme. Shpazhinskaia.

26 Complete Ed., vol.7:505-6, to N. von Meck.
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...I have been crying a bit (a) because I am sorry for Lady Dedlock,

(b) because I am sorry to part company with all these characters, with
whom I have been living for precisely two months, and (c) from emotion
and gratitude to a writer as great as Dickens...2”

Tchaikovsky certainly seems to have identified himself very strongly with the
characters in those books which he read. Furthermore, his work on the opera Eugene
Onegin actually influenced him in his decision to marry Antonina Miliukova in 1877,
despite his true feelings for her and despite his sexual distaste for women in general.
His complete absorption with the Onegin plot is known actively to have prompted
him to make this fateful mistake. This contributes to the suggestion that the composer
may be said to have had a tendency to live through works of fiction as if they were
part of real life. This particular episode has been well-documented elsewhere.?8 When
Tchaikovsky read Zola's Germinal, he became so involved with it, it was so real for
him, that he later reported that, T was so agitated that I got palpitations which
stopped me sleeping and the next day I was really ill.2? For the composer, it appears
that the distinction between reality and fiction could sometimes seem somewhat
blurred. During the writing of the opera The Sorceress in 1887, he told his brother
Modest: '(I) got so engrossed...that I feel like one of the characters myself.'3°
Literature was certainly a major influence in his life, and, as can be seen, can even be
said to have changed the very course of his life. He once even wrote: 'No one is
fonder than I am of his near and dear ones, but all the same the true pattern of my life
is to have no company other than books, music, ink and paper'.3! It is noteworthy that
the composer chose to put books at the top of his list. Literature was not so much a

pastime for him, rather an integral part of his psychological make-up.

27 Complete Ed., vol.11:125-6, to Modest.

28 e.g. Brown, D., op. cit., volume 2; Holden, A, Tchaikovsky, Bantam Press (London, 1995), chapter 7, etc.
29 Complete Ed., vol.8:164, to Modest.

30 Complete Ed., vol.14:95, to Modest (1887).

31 Complete Ed.. vol.8:151, to Anna Merkling (Tchaikovsky's emphasis).
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The literary commentator

Tchaikovsky, Borodin, Cui, Serov and Laroche and many others worked as
writers as well as musicians. In many cases, Tchaikovsky wrote and published articles
simply to earn money. With typical modesty, Pyotr Il'ich tended to hide behind the
rather cryptic initials B.L. with which he signed many of his early pieces on musical
topics. This was presumably because Tchaikovsky saw himself as a professional
musician and a keen but essentially amateur writer and evidently did not want the
public to associate his musical output with his literary offerings.3? His personal
reflections on particular literary works, documented in his letters and diaries, are more
informative and perhaps more directly relevant to this study. They show Pyotr Il'ich as
a sensitive and perceptive critic. He was articulate in using technical language to
indicate quality or the lack of it in both music and in literature. Tchaikovsky was also
voracious but selective in his intake of both types of work. His letters and diary
entries sometimes contain extended examples of criticism and his comments often
shed light on his own character as much as they reveal the inner thoughts of the
writers in question.

In literature, Pyotr Il'ich tended to seek truth and reason and, perhaps, even a
personal raison d'étre. He commended writers for their insights and portrayal of the
truth and condemns those whom he considers to lack the integrity to be thoroughly
honest. In 1884, he describes how he has 'long since grown cold towards [the writer]
Daudet', and how he is 'outraged at the hypocrisy and the feigned virtuousness of
[this] author'.33 He goes on to say that, '...beneath the outer coating of veracity and
realism the essence of the novel is false'.3* Similarly, of the characters in Wagner's

opera Parsifal, Pyotr Il'ich questions:

32 Similarly, Tchaikovsky tended to use the initials N.N. to sign his translations of texts of vocal works and for some of his own

song texts.
33 Complete Ed., vol. 7:403, to N. von Meck.
34 Ibid. He is referring to Daudet's novel, Sapho.
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Is it possible to suffer with them [the fantastical creatures],
to become emotionally involved with them, to love them
or hate them? Of course not, because their sufferings,
their emotions, their triumphs are completely alien to us.
And what is alien to the human heart cannot be

the source of musical inspiration.3>

Pyotr Il'ich was well-equipped to peel back the layers of meaning hidden by texts that
interested him and was able to penetrate into the soul of a particular work in search of
truth, 'revelation' and 'delight'.36 By extension, he was interested in using only poetry
of universal significance, but which was also deeply meaningful to himself on a
personal basis.

When reading poetry too, the composer sought honesty and truth. In a letter

to Mme. von Meck, Tchaikovsky wrote of the poet Surikov that:

...he was self-taught [and] his real job was sitting in a
scruffy little iron booth selling nails and horse-shoes. And
a shop-assistant he remained to the end of his life but he
had a serious talent and his writings were infused with
genuine emotion. | want to use some of his verses for
works which I intend to write.37

He went on to set poems by Surikov in the songs Was I not a little blade of grass?,
Opus 47, No.7 (which is now one of Tchaikovsky's best-known songs); The swallow,
Opus 54, No.15; and three duets from the Opus 46 set, precisely because Surikov's
truth appealed so strongly to him.

For the same reason, the composer turned to the poet Nekrasov on only one
occasion (for the text for the song, Forgive, Opus 60, No.8). Again to his patroness

Nadezhda von Meck, he says that:

35 Complete Ed., vol.7:435-6, to N. von Meck.
36 Complete Ed., vol.7:434, to Modest.
37 Complete Ed., vol.9:146, to von Meck (my italics).
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I was never fond of Nekrasov. I can never forget that
Nekrasov - this defender of the weak and oppressed,

this democrat, indignantly scornful of lordliness in all its
aspects - in fact lived well and truly like a lord himself...38
Despite my lack of enthusiasm for his work, I cannot of
course, deny his talent...But there is no material here for
music.3?

For Tchaikovsky, poetry had to be truly worthy of music. It also had to be

honest and truthful. In a letter to Modest in 1872, he wrote:

...I tried to compose a few songs but they came out somewhat ordinary
and I cannot find any words I really like...Baikova has scribbled over a
whole lot of paper with poetry, but so bad that I found it all unworthy
of music...40

Pyotr Il'ich was actively inspired by good poetry, which he considered a key
feature likely to determine the success of his songs. Of the two Khomiakov texts for
his Opus 60 songs, for example, Tchaikovsky wrote: 'They are so lovely and original
that I am sure that my music is better than in all the other ten'.4!

The search for meaningful and personally relevant texts was very important.
The texts also had to be just right. The contemporary singer Alexandra Panaeva-
Kartsova once reported that some of the texts by the Tchaikovsky's poet-friend
Apukhtin were altered so radically by our composer for his musical settings that
Apukhtin got quite upset about it.*2 Pyotr Il'ich obviously set great store by getting a
text just how he wanted it, regardless of a poet's sensitivities. Furthermore, the
biographer Alexander Poznansky remarks that Pyotr Il'ich's use of Apukhtin's verses

for the songs He loved me so much (28/4) and No response, no word, no greeting

(28/5) draws us to 'question...the identity of the young admirer to whom the poet

38 Complete Ed., vol.7:161, to von Meck.

39 Complete Ed., vol.7:198, to von Meck.

40 Letter to Modest, Moscow, 10 December 1872.
41 Complete Ed., vol.8:448-9, to Modest.

42 Apukhtin, Stikhotvoreniia, p.324.
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might have addressed [the] rather ambivalent-sounding lines'.*3 He assumes that the
texts that Tchaikovsky used and adapted in these songs were necessarily of personal
autobiographical significance. That Tchaikovsky made wholesale alterations to the
texts of certain established poets makes the fact that he set the Rathaus texts in the
Opus 73 set of songs without altering a single word of the original poetry all the more
significant, as we shall see later on. This also helps us to view the resulting texts of
Pyotr Il'ich's songs in general as products of his own interpretation. He actively
personalised his texts. The poetry was clearly extremely important to him.

As well as writing thought-provoking and astute comments about the books
that he read, Tchaikovsky frequently displayed a great knowledge of the workings of
poetry, again articulating his preferences with clarity and expertise. He was not only
an extensive reader and commentator, but also a perceptive critic of poetry. In
correspondence with the poet the Grand-Duke Konstantin Romanov (who in 1887
contributed the texts for Tchaikovsky's Six Romances, Opus 63) the composer had
vigorous discussions of the problems and intricacies of writing poetry. Pyotr Il'ich
modestly described himself as 'a dilettante in the matter of versification#* before

going to the very heart of contemporary poetic issues, such as variety of metre:

I am...extremely interested in the question of why German verse, by
comparison with Russian, does not adhere so rigidly to the succession of
one foot after another in the same rhythm. When you read Goethe you

are astonished at his daring with feet, caesuras and so on...I am trying to
establish the fact that infinitely more is required of the Russian poet by way
of accuracy, workmanship, musicality and above all polish, than is required
of the German.*>

43 Poznansky, Tchaikovsky: the quest for the inner man, op. cit., p.125. For poetic texts, see appendix 8.
44 Complete Ed., vol.14:440-1, to K K. Romanov.
45 Jbid.
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...I think, however, that Russian poetry would gain much if our talented poets
would take an interest in the technique of their craft. Russian verse suffers, in
my view, from a certain monotony. 'l am bored with the iambic tetrameter’,
said Pushkin, but I would add that the reader is a little bored with it too.
Inventing new metres, devising original rhythmic groupings - surely this
should be very interesting. If I had a spark of poetic talent I would certainly do
this, and I would try first of all to write as the Germans do, in a mixture of
metres...46

This call for greater originality from Russian poets, who ought to be 'inventing new
metres and devising new rhythmic groupings', anticipated the formal inventiveness
about to descend on Russian poetry in the form of Symbolism and, early in the
twentieth century, Futurism. Coming from a musician, it stands in stark contrast to
the insensitivity towards such matters shown by no less a literary figure than Ivan
Turgenev (himself a poet) who, in the mid-1850s, actually edited out of Tiutchev's
poems and those of Fet every last metrical anomaly, considering these deliberate and
bold innovations to be lapses of technique.4” Such views mark Tchaikovsky out as a
forward-looking and sensitive literary critic and one who was well aware of the
potential and importance of poetry itself.

Pyotr Ilich was well able to recognise great poetry and was particularly
interested in the profound mysteries of that area in which poetry and music meet and
become as one. Significantly, in a letter to his patroness, Nadezhda von Meck, he
remarked that, 'Verse and music are fundamentally so close to each other'.43 Again, in
correspondence with Konstantin Romanov, he praised the poet Fet for '[going]
beyond the appointed limits of poetry and [taking] a bold stride into our sphere' 4

that is, music. Fet responded to Tchaikovsky's remarks:

46 Complete Ed., vol.14:453-4, to K.K. Romanov.

47 Detailed in Barry P. Scherr, Russian poetry: meter, rhythm and rhyme, University of California Press (Berkeley, 1986), pp.141
and 311.

48 Complete Ed., letter to N. von Meck: 24 March/5 April 1878 (also c.f. Complete Ed., vol.6: 146 to N. von Meck).

49 Complete Ed., vol.14: 513-4, to K.K. Romanov.
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Tchaikovsky seems to have spied out the artistic direction in which [
have constantly been drawn and of which the late Turgenev used to
say that he was awaiting from me a poem in which the closing verse
would have to be rendered by a silent stirring of the lips. Tchaikovsky
is a thousand times right*, since I have always been drawn out of

the determined realm of words into the undetermined realm of music...

(* my emphasis).

50

Again, then, Tchaikovsky marks himself out as someone who shows acute literary
sensibilities, awareness and breadth of knowledge, remarkable poetic insight and
originality. Once more, he can be seen to be one who makes intelligent critical

comments about poetry, which are later to become accepted viewpoints.

Tchaikovsky the poet

After Pyotr Il'ich died, his brother Modest researched the Life of P.I
Tchaikovsky, producing three documentary volumes of biographical data which were
published between 1900 and 1902. In these books there are copies of very early work
by the composer as taken from the many original pieces that Fanny Diirbach had kept
and treasured throughout her life. Many of these early poems and sketches, and also
prayers, narrations, patriotic and more personal pieces have survived. Most are in
French. Volume Five of the Complete edition of literary works and correspondence
provides an example of a poem that Pyotr Il'ich wrote at the age of seven, which,

though it contains grammatical errors, gives a good impression of his early poetry :

50 Complete Ed., vol.14: 513-4, to K.K. Romanov (op. cit.).
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Elle dort dans une place, sans tombeau

Elle n'est point comme un homme dans la terre endormie
Cependant elle n'est point du tout rien du tout pour Dieu
Elle lui est quelque chose, sa vie n'est pas perdus.
Pauvre petit, n'aie pas peur

Les enfant te mettrons dans la terre froide

IIs t'orneront de fleurs

Ils te feront un tombeau

Oh! le bon Dieu ne I'a point oublié

Oh! toi petit oiseau tu ne peux pas te souvenir de lieu.3!

This piece is entitled 'Mort d'un oiseau’ ('Death of a bird"): its theme is not untypical of
Tchaikovsky's early poems. Death is also central to the following example. Again the

original grammatical errors have been retained:

Ah! 'homme qui est bon n'a pas peur de mourir!
Oh! il sai bien que son ame entrera chez Bon Dieu
Aussi les enfants pur, bon, pieux et sage.

Oh! ils seront des anges aux cieux!

Moi je voudrais étre comme cela un’2

Religious and death-related imagery also combine in the poem, 'Priére d'une petite fille
tout-a-fait orpheline', which Tchaikovsky wrote six years before the death of his
mother. Modest reported that Fanny used to call Pyotr Il'ich 'le petit Pouchkine' as a
result of such compositions.>> She was evidently aware of the young Pyotr's latent
literary talent even at this stage.

Throughout his life, Tchaikovsky wrote many poems for his own enjoyment,
as gifts for other people and as bases for compositions. Appendix 3 reproduces the
texts of those of Tchaikovsky's poems which went on to inspire choral works and

songs. Appendix 4 cites examples of verses unrelated to his musical output.

51 Complete Ed., vol.5, pp.22-3; also in Tchaikovsky, M., op. cit., p.41. 'She is asleep in a place without a tomb. She is not like a
man asleep in the earth, but she is in no way meaningless to God. She is something to him, her life is not lost. Poor little thing, do not
be afraid. The children will put you into the cold earth and decorate you with flowers. They will make a tomb. Oh! the good Lord
has not forgotten her. Oh! little bird, you cannot remember the place’
52 Written at the age of eight. Tchaikovsky, M., ibid.: 'Ah, a good man is not afraid to die! Oh, he well knows that his soul will go
to the good lord! So will children pure, good, pious and nice. Oh! they will be angels in heaven! I would like to be one of them'.
53 Tchaikovsky, M., op. cit., p.44.
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The texts used for the songs tend to be powerful and passionate. Occasionally
the power and the passion are distilled into sublime tenderness. Thy radiant image
speaks directly of a 'secret...fatal passion' and builds to an insistent final repeated plea
to the beloved to 'Kill me, but love me!". Similarly, love and death are clearly linked in
the text of The fearful minute, which implores that beloved ‘either [to] plunge a knife
into my heart, or make my life a paradise’. The recurring theme of love and death
overtly linked together at critical moments in specific Tchaikovsky operas and songs
(including the Six Songs, Opus 73) is one to which we shall return.

Other major themes which can be said to characterise Tchaikovsky's song
output and clearly anticipate the final set of songs are also explored in Pyotr Il'ich's
text for Simple words. Here the themes of night-time, music, nature and love mingle
together in a profoundly moving, gentle and even spiritual way. In verse three, for
example, an expression of love memorably coincides with religious imagery,
underpinned by the musicality of the language used and the simplicity of the poetic
structure. How could anyone fail to be moved by the beauty of this poetry? This is a
lyrical and an eloquent use of the evocative sounds of the Russian tongue. These

sounds are euphonious, flowing and concordant. Again, Tchaikovsky has marked

himself out as a true poet:
Ty moi drug, ty moia opora, You are my friend, you are my support,
Ty mne zhizn', ty i vsio i vsia... You are my life to me, you are everything and
everyone...
Ty mne vozdukh i khleb nasushchii, You are the air and my daily bread,
Ty dvoinik moi edinosushchii, You and I are united in one common substance,
Ty otrada i uslada dnei moikh! You are the joy and delight of my life!

The texts that Tchaikovsky used for his choral works tend to be rather more
functional and stylised. The words for the Hymn in honour of SS Cyril and Methodius
are liturgical, based on an old Slavonic text. Nature and love, Evening and The
nightingale contain stock imagery, but again the themes of nature, love, and night,

return. The text for the ensemble Night (a vocal quartet with piano accompaniment,
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written in 1893), however, neatly parallels the imagery of the Opus 73 songs by
speaking of the night as a time of wonder, mystery, religiosity and, ultimately,
resignation. Here the poet declares that (her) 'soul is tired out'. This personal poem,
written by Tchaikovsky himself, therefore beautifully anticipates his final song Again,
as before, alone, as we shall see in Chapter Four. The link between the earlier text
and that of the last song again underlines the personal nature of the message
conveyed. We can consider what Tchaikovsky says in his songs and measure the
extent to which these messages match up with documented biographical accounts of
his personality and his feelings at the time of composition. This will be done more
fully in Chapter Five.

Tchaikovsky's verses that are unrelated to his musical output, cited in
appendix 4, are taken from letters written to various people. In some cases the verse
constitutes the whole of a letter (appendix 4, item 9, for example). Some of the poems
are light-hearted jests intended to entertain (items 1, 3, 4 and 8). Others are
personalised gifts intended to cheer up, or honour their addressees (items 6, 7, 8, 9,
10, 11 and 12). There are also examples of intimate love-songs which were later
mutilated and obscured by the censors, because of their overtly homoerotic overtones
(e.g. no.2). Item 12, written to Sania Litke, his first cousin once removed, is also
covertly homosexual. Some are written in response to specific requests (e.g. items 6
and 10). Still others are written purely for Tchaikovsky's own pleasure (item 5, for
example). All of the pieces show Pyotr Il'ich in the raw. All are deeply personal. Each
gives us a fascinating insight into how naturally Pyotr Il'ich turned to poetry and how
drawn he evidently felt to this medium. His poem-letter dated 1 July 1888, written to
his close friend and cousin Anna Merkling, serves to welcome her implicitly into his
world - that of the poet.>* Here he responds to her verses with his own, in

encouraging tones:

54 Complete Ed., vol.14:letter 3606, to A. Merkling, appendix 4, item 10.
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I did not know, dear Anna,

That all the time, you could

Write good poetry!

You are the new Sappho! Hosanna!...

A further significant insight into the Tchaikovskian psyche is opened up in
appendix 4, item 8, where we see our composer-poet evidently enjoying the
amusement of exploring linguistic codes. Pyotr Il'ich's widespread and varied use of
coded messages, now to amuse himself, now to disguise his homosexuality, for
example, will be discussed more fully at the end of this chapter.

Appendix 4, item 5 is a poem entitled Lilies of the valley. Although Pyotr was
usually disparaging about his own poetry, in December 1878 he wrote about this

piece to his brother Anatolii:

Yesterday | sent Modest my verses. Please read them and enthuse

about them. I have never been so proud of any of my musical

compositions as I am of this poetry'.>>

The poem is untypically long and shows Tchaikovsky in contemplative mood,
pondering nature, life and death. The theme of music and the way in which it seems to
permeate all aspects of the composer's life link this poem with many other
Tchaikovsky poems. Here Pyotr Ilich synasthetically links the fragrance of the lilies
of the valley with the taste of wine and the 'sounds of music bring[ing] anguish to
[his] breast' (lines 33-35). Music is similarly a participant in Pyotr Il'ich's own verses
used in Nature and love (verse 1); Evening (verses 2 and 3); The nightingale (verses
3 and 5); and Opus 60, No.5: Simple words (verses 2 and 4), for example.’® The
theme of nature is another dominant one in the Lilies poem, anticipating, to a degree,
the nature themes of the Opus 73 set. Other major themes in this piece, strands of

thought which preoccupied Tchaikovsky, are those of loneliness (for example, in line

55 Complete Ed., vol.7:546, to Anatolii.
56 The recurring involvement of sounds or silence in the full sweep of Tchaikovsky's songs will be addressed in Chapter 2 and in

appendix 8.
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28); regret (see line 31) and death. The whole of the final section of this poem is
devoted to the cycle of life, the search for deeper meaning, consideration of the
eternal and a fear of death. Alexander Poznansky points out that sexual undercurrents
also subtly affect this poem: the title Landyshi ('Lilies of the valley") is masculine and
therefore causes every reference to 'yearning' and 'longing’, and so on, to be governed
by the masculine pronoun. He notes that 'it is not a "she" but a "he" that, 'like a
flowering wine, warms and intoxicates me, like music, takes my breath away, and like
a flame of love, suffuses my burning cheeks' (lines 33-36).57 Furthermore, Poznansky
claims that 'it is likely that Tchaikovsky saw the lovely flower [the lily of the valley] as
a symbol of a young man's fleeting beauty'.”® All of the poetic themes outlined above
recur at different times throughout Tchaikovsky's song output. All appear in the Opus
73 set of songs.

Despite Pyotr Il'ich's obvious enthusiasm for the Lilies poem, he mocked

Modest for suggesting that it should be published, saying:

However proud I may be of my Lilies of the valley' I still don't think them
suitable for publication and therefore I decline your offer to get them
published. And moreover you are mistaken, Modya, in thinking that

Vestnik Evropy [Messenger of Europe)] and Russkiy vestnik [Russian
Herald] will be ready to vie with each other for the honour of printing my
rubbish. There are infinite gradations in works of art. My poetry is excellent
as far as I am concerned, i.e. for the non-specialist. But what is it like in
comparison with Apukhtin's poetry, for instance? No. Broadcast my fame far
and wide, trumpet and roar, but don't give it to the printer...59

Tchaikovsky expressed this kind of sentiment on several occasions. For example, to

Modest he contends that:

57 Poznansky, A., Tchaikovsky; the quest for the inner man, op. cit., p.336.

58 Ibid.
59 Complete Ed., vol.7:576, to Modest. (Transl. R M. Davison, in Orlova, A., Tchaikovsky: a self-portrait, OUP (Oxford, 1990).

p.152).
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Because I am not a poet but only a compiler of verses, it seems to me, though
I may be wrong, that poetry can never be completely sincere, and pour freely
out of the soul. The rules of poetic composition, rhyme (particularly rhyme)
make for artificiality. That is why I maintain that music is still infinitely
superior to poetry... When you look at them carefully you can always find in
every poem lines which exist only for the sake of rhyme.0

For Tchaikovsky, it was as if the very act of committing thoughts to paper

brought falseness. Words brought deceit. He once famously reported that:

Letters are not usually altogether sincere. At least I judge by myself.
Whoever I write to, and whatever I write about, I always worry

about the impression the letter will make, not only on my correspondent
but on any chance reader. Consequently I pose. Sometimes I strive

to make the tone of the letter simple and sincere, i.e. to make it appear so.
But except letters written in moments of aberration 1 am never my true
self in my correspondence. These letters are constant sources of remorse
and regret, sometimes even very painful ones. When I read the letters

of celebrated people, printed posthumously, I am always jarred by

an indefinable feeling of falsity and mendacity.%!

Despite Pyotr Il'ich's humility surrounding his own poetic abilities and his
mistrust of the written word, it is significant that the composer Anton Stepanovich
Arensky set Tchaikovsky's Lilies of the valley poem as part of his Six romances, Opus
38. It is especially noteworthy that a prominent contemporary composer (and author)
recognised the quality of Tchaikovsky's poetry and set it without prejudice. This opus
also contains settings of two texts by Rathaus. Arensky went on to set a total of four
of Rathaus's texts, testimony perhaps to the high esteem in which the younger
composer held Pyotr Il'ch.%2

It seems that Tchaikovsky thought of his writing as very much of secondary
importance to his musical composition. Detailed analysis of his poems themselves
would go beyond the scope of this present study. It is more appropriate instead to

consider why Tchaikovsky was so drawn to poetry, and by extension, why he was so

60 Complete Ed., vol.7:543, to Modest. (Translation taken from Orlova, A., op. cit., p.152).

61 Dnevniki (Diaries) (from the years 1873-1891), P.I. Tchaikovsky, ed. LI Tchaikovsky (Moscow/Petrograd. 1923). journal
entry dated 27 September 1887 (o/s), pp.213-4.

62 In homage to Tchaikovsky, Arensky also made an arrangement of the song Legenda (c.f. Tchaikovsky, Op.54, No.5).
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drawn to the medium of song. Tchaikovsky was a life-long literary enthusiast with
acute literary sensibilities and a particular leaning towards poetry. The composer was
a highly educated man whose experience as a multi-talented, multi-functional
wordsmith stood him in good stead for the poetic challenges that he was to face when
writing his songs. Despite his modesty about his poetry, a comparison between the
literary work of Pyotr Ilich and his brother Modest (the professional) would be an
interesting study in itself. Suffice it to say here that Pyotr Ilich's talent and
achievement can be said to have outstripped that of his brother by a wide margin. The
true depth of the composer's literary talent will later be discussed in the detailed study
of the Six Songs, Opus 73, the final and perhaps finest expression of his work in this

genre.

A brief note on Tchaikovsky's literary codifications

Before looking at the songs in detail, however, it is important that we return
briefly to the concept that Pyotr Il'ich often enjoyed making up word-codes and using
them in his writings in order to convey messages to specific people in disguised forms.
This will later support the contention that Tchaikovsky was a natural codifier who
employed literary and musical riddles in his Opus 73 songs.

Sometimes it seems that Tchaikovsky used his diaries and letters to express
those aspects of his character that were so deeply personal that he dared not write
about them openly. He devised codes in order to protect himself. Sometimes Pyotr
Ilich would invent codes to avoid overtly detailing homosexual encounters or
relationships. An early example of this is when in 1869 he wrote to Modest telling him
about his new friend (and short-term lover) Bibikov, with whom he went out 'almost
every night'.63 The message that lay underneath the surface of this letter (and was

later missed even by the Soviet censors) came in the last words of the piece in the

63 Complete Ed., vol. 5: 170.
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remark 'Bibikov sends you a kiss'.6* This was Tchaikovsky's way of intimating that
their relationship was indeed sexual.5 According to Modest, Pyotr Ilich wrote
regularly in his diaries from the end of the 1870s to the late 1880s and intermittently
in the early 1890s, but the composer burnt most of these in 1891. The diary entries
written in the summer of 1884 survive, curiously. This may well have been because
much of the detail of Tchaikovsky's self-hatred, which sprang largely from his various
sexual activities with many different men, was in fact 'safe’ because it was written in
code. The composer wrote, for example: 'Z is really tormenting me. May God forgive
me such despicable feelings!" %6 and two weeks later: "Tormented tonight not by Z
itself, but by the torment that exists within me'.6” The symbols that he used (X and Z)
have been interpreted by many scholars, including David Brown, as 'denot[ing]
homosexual drives'.%8 Anthony Holden argues a convincing case in favour of this
interpretation in his book Tchaikovsky, concluding that 'Z would appear to represent
the sex-drive itself, and the far less frequent X [Tchaikovsky's] guilt at his methods of
relieving it'.6%

Tchaikovsky was well aware of the possibilities of using codes in his writing.
He used codes in his correspondence and, I contend, in his poetry and songs. We will
return to the subject of codification in Chapter Two, where we shall consider
examples of Pyotr Il'ich's use of hidden messages in his songs; in Chapter Four, where
we shall analyse the extent of his use of musical and literary symbolism in the Opus 73
songs; and in Chapter Five, where we shall review the codified evidence of these

songs in relation to messages the composer may have wanted to convey just a few

months before his death.

64 Complete Ed., vol. 5: 170 (op. cit.).

65 Holden, A., op .cit., p.76.

66 Diary entry, 19 May 1884.

67 Diary entry, 6 June 1884.

68 Brown, D., op. cit., volume 3, p.257. Poznansky rejects this interpretation, however, see 'X and Z at Kamenka': chapter 22 of
Poznansky, A., Tchaikovsky: the quest for the inner man, op. cit.. pp.425-446.

69 Holden, op. cit., pp.234-6. Tchaikovsky also ascribed his Fifth Symphony with a roughly sketched programme. The Introduction
involved 'total submission to Fate'. The 1st movement, Allegro contained notions of 'Murmurs, doubts. laments, reproaches against
XXX [Symphony No.5, notes]. This too is possibly a reference to his homosexuality.
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CHAPTER 2

The Songs

Having established that literature played a hugely important rdle in
Tchaikovsky's life and work, it is now necessary to focus more specifically upon the
position of songs in his creative output. Again, a primary concern will be to assess the
nature and importance of the literary texts which he chose to set: Tchaikovsky's
choices of text do offer a certain insight into his character. Patterns or thematic trends
emerge, linking song to song. Highlighting these trends now will make it possible later
to judge the extent to which the texts for the Opus 73 set build directly upon his
earlier songs to produce his ultimate expression in this genre, and the extent of their
originality.

First we shall appraise the position of art song in nineteenth-century Russia, in
order to gain a perspective from which to assess Tchaikovsky's work in this genre.
We shall define some of the major musical influences upon Pyotr [l'ich's song-writing.
We shall go on to outline the range and scope of Tchaikovsky's song output,
addressing the key questions of why the composer wrote his songs, what sort of texts
he chose to set, which poetic themes recur most prominently and frequently across his
song repertoire, and which of these themes most clearly prefigure those of the Six
Songs, Opus 73. We shall then consider what our composer (and others) thought of
his songs, in order to begin to evaluate their importance. Only then will it be
appropriate to tighten the focus still further by introducing the Opus 73 songs
themselves. This general introduction to the songs will analyse the origins of the six
texts and describe the background details regarding the early evolution of the work. It
will then be necessary to comment briefly on Pyotr Il'ich's approaches to musical
codification of messages, as found throughout his repertoire. Just as he used verbal
codes in his writing, he sometimes infused his musical works with symbolic subtexts,

so adding new layers of meaning to them. He did this, for example, in the Six Songs,
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Opus 73. David Brown has even contended that occasionally Tchaikovsky may have
used specific musical ciphers (spelling out names or places in musical encryption) in
his works, though the validity of this theory has recently been called into question. !

Chapter Two therefore falls into three main sections: an introduction to

nineteenth-century Russian art songs; an introduction to the songs of P.IL

Tchaikovsky; and an introduction to the Six Songs, Opus 73.

An introduction to 'romansy': nineteenth-century Russian art songs

Singing in Russia has an extended and fine history. There were two distinct
lines of development of the song: the folk, popular, ethnic or pesnia tradition, and the
imported romans tradition. Solo Russian songs with piano accompaniment written to
Russian texts were originally referred to as rossiiskie pesni (Russian songs). In the
early part of the nineteenth century, French was commonly spoken in high society and
the term romans, used to describe Russian art songs written to texts in the French
language, was taken directly from that language. By the early nineteenth century the
term romans became the accepted description for Russian art song in general,
regardless of the language of the text.

"The father of Russian music', Mikhail Glinka (1804-1857), wrote romances all
his adult life, starting in the 1820s with simple drawing-room romances written to
entertain his friends. Though heavily influenced by European styles, his songs always
had a peculiarly Russian hallmark. Later he explored songs based on various dance
rhythms and wrote dramatic ballads. Vocal lines tended to be expressive and lyrical,
usually supported by simple accompaniments. In each of these aspects, Glinka set up
strong foundations for the work of Tchaikovsky.

Gerald Abraham noted, however, that 'Glinka contributed little to the

evolution of Russian song'.2 He was more a craftsman than an innovator and his

1 See pp.68, 73-4 and 183.
2 Abraham, G., 'Russia: the modern period', in 4 history of song (ed. Stevens, D.), Hutchinson (London, 1971), p.349.
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output of over sixty songs (plus various vocal works and exercises) proved greatly
influential.3 His songs were stylistically varied and of high quality compared with the
songs of his Russian contemporaries. He had refined his craft during sojourns in Italy
(1830-3) and Berlin, where he had had composition lessons with Siegfried Dehn in the
winter of 1833-4. His 'Ttalian style' stamped a number of his songs, such as the Bellini-
like Il desiderio and the barcarolle, Venetsianskaia noch' ("Venetian Night'), both
written in 1832.4 Although Italian pastiche (and even barcarolle style itself) was far
from new to Russian music, Glinka's assured approach to this style surely impressed
Tchaikovsky, who later wrote songs such as Mezza notte (?1860-1) and Pimpinella
(Opus 38, No.6, 1878). Glinka used a Spanish idiom in the song la zdes’, Inezil'ia
(1834), a popular example of the serenade type. Its influence can be detected,
perhaps, in Tchaikovsky's Don Juan's serenade (Opus 38, No.1).

Glinka's increased expertise following his periods abroad brought him new
confidence and a strong desire to write 'music in Russian', employing Russian texts
but also using and developing Russian musical idioms. He explored folk styles in a
large number of his songs, including The poor singer and Consolation (both written in
1826) and The bird-cherry tree is blossoming (1839). Tchaikovsky too, was later
drawn to the folk idiom. Its influence is felt in songs such as the lamentation If only
I'd have known (47/1, 1880) and The nightingale (60/4, 1884), perhaps the best of his
songs of this type.

Glinka used texts by Pushkin and Lermontov and many others. Poets included
Adam Mickiewicz (1798-1855) and Evdokiia Petrovna Rostopchina (1811-1858),

whose texts were later to inspire Tchaikovsky.? In this respect, a partnership between

3 Glinka wrote over fifty separate songs, two canzonettas, various arias (including a recitative and aria), a number of vocal studies,
Two Ukrainian songs (1838) and the twelve-song set Farewell to Petersburg (1840).

4 Il desiderio is known in Russian as Zhelanie ('Desire’). Venetsianskaia noch’ was written, not in Venice as the title suggests, but
in Milan.

5 Glinka used Mickiewicz's texts in two of his songs, To her (1843, in Russian translation) and Conversation (1849, in Polish). He
used Rostopchina's texts twice: for the songs The bird-cherry tree is blossoming and Wedding Song (also known as The North
star) (both were written in 1839). Tchaikovsky used adaptations of the Polish poet's texts for the songs Was it my mother who bore
me? (27/5), My spoiled darling (27/6) and Dusk fell on the earth (47/3), and turned again to this writer when composing his
symphonic ballad The Voevoda (Opus 78, 1890/1: here he used Pushkin's re-working of the original Mickiewicz texts). He used
Rostopchina's texts only once, for the song /t is both bitter and sweet (6/3, 1869).
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Glinka and the lesser-known Nestor Kukol'nik (1809-68) proved particularly fruitful,
though the marriage of words and music which resulted was rarely deeply-felt. David
Brown reminds us that Kukol'nik could 'measure up to the relatively undemanding
task of fitting words to existing music'®, and frequently did just this.

Glinka's songs, unlike those of Tchaikovsky, rarely appeared in sets (though
the twelve song group, Farewell to Petersburg, for example, stands as a notable
exception to this). Even this set did not take the form of a true cycle. However, like
Tchaikovsky, Glinka tended to favour tripartite structures. Up until 1834, Glinka's
Russian songs were mostly in ternary form, and usually strophic. Certain songs are
remarkably economical: the miniatures Beloved autumn night (1829) and Where is
our rose? (1837) are only eight bars and seventeen bars long respectively. These are
song gems, and surely anticipate the economy of means employed later in
Tchaikovsky's final set of songs.” From the mid-1830s, Glinka's songs became
generally more intense and tended increasingly towards thematic evolution. The
toasting cup (1848) is a good example of this. The organic nature of his later songs
surely influenced Tchaikovsky's mature song style. The evolution of themes in the
Opus 73 set will be fully discussed in Chapter Four. Several of Glinka's songs, such as
Soon you will forget me (1847), Adel’ and Meri (1848), are harmonically as well as
structurally adventurous. The first of these is full of chromatic torment and deals with
the theme of death. Its G minor key gives way to G major in the coda where death
brings relief from earthly sufferings. Adel’ displays a broad harmonic range,
modulating to the distant key of C major (instead of returning to the original key of

C# minor) as a textual phrase is repeated. Meri is characterised by irregular phrasing

6 Brown, D., Mikhail Glinka: a biographical and critical study, Oxford University Press (London, 1974), p.159: Kukol'nik
provided the texts for each of the twelve songs of Glinka's set Farewell to Petersburg (1840). The texts of no fewer than three of
these songs were set to pre-existing music. Kukol'nik also provided him with the texts for the songs Stansy ('Stanzas’, 1837) and
Somnenie ('Doubt’, 1838), an additional scene to Act IV of the opera A life for the tsar (‘'Scene at the gates of the monastery', 1837)
and the incidental music Prince Khlomsky (1840).
7 See chapter 4 (pp.164-184). Gde nasha roza? (Where is our rose?') consists of 10 bars of 5/4 and seven bars of 3/4 time. The
vocal line consists overwhelmingly of syllabic crotchet beats. The 5/4 metre harks back to the traditional Russian ‘pesennyi razmer'
('song metre'), and at the same time anticipates such influential masterpieces as Musorgsky's Svetik Savishna (1866), another song
in 5/4, dominated by crotchet movement in the vocal line.

31



and a 'false’ return to the music of the first stanza in the third, before developing away
from it and exploring new materials. This type of structural disguise clearly anticipates
that of Tchaikovsky's Opus 73, No.6, whose structural trickery is described, again in
Chapter Four.® Glinka laid the foundations for Tchaikovsky's song-writing, therefore,
on many levels. Indeed, when discussing Glinka's orchestral scherzo Kamarinskaia,
Pyotr Il'ich once described the older composer's legacy in the following effusive

terms:

Well? It's all in Kamarinskaia, just as the whole oak is in the acorn. And
for a long time Russian composers will draw from its rich source, for it
will need much time and much strength to exhaust all its wealth. Yes!
Glinka is a real creative genius!®

Tchaikovsky clearly held this composer in high regard and drew upon his work as part
of his broader cultural heritage.

It is curious that in the second half of the nineteenth century the members of
the influential group of composers, known as the Mighty Handful, or Moguchaia
kuchka, (with the exception of Musorgsky) tended very strongly towards the romans
rather than the pesnia tradition in their song-writing, despite their shared obsession
with their Slavic heritage. French and Italian influences were still particularly strong.
Tchaikovsky was greatly affected by the music of his contemporary French composers
Délibes, Bizet and Massenet. The works of Rossini (1792-1868), then Donizetti
(1797-1848) and Bellini (1801-1835) in the Italian operatic bel canto tradition had a
significant impact upon Pyotr Il'ich's song-writing. At around this time, the songs of
Schubert and others so impressed Russian song-writers that the German Lied had
become a strong influence over the genre. Tchaikovsky was particularly influenced in

his song-writing by the work of Schumann, whose settings of Heine and others was

8 See pp.164-184.
9 Diary entry for 27th June/9th July 1888. Sec also Dni i gody P.I. Chaikovskogo, ed. V.V. Yakovlev et al. (Moscow/Leningrad,

1940), pp.449-450.
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directly to inspire his early songs.10 Schumann's attraction to simple, musical texts
based on such themes as happy love beginning and unhappy love ending, nature, song,
dreams and tearful sadness (which all contribute to the cycle Dichterliebe, for
example) have much in common with the chosen texts of P.I. Tchaikovsky.
Schumann's careful approach to the declamation of words (where musical accents
generally correspond to natural verbal rhythms and stresses), his general avoidance of
melisma (he usually avoided using more than one note per syllable), his development
of musical themes to form true cycles (the deliberate interweaving of motivic or
harmonic ideas to connect the different songs within a set), and his sometimes ironic
use of harmony to effect new layers of meaning all bear obvious relationships to the
later Tchaikovsky song style. Perhaps the most significant influence upon
Tchaikovsky's style remained the music of his beloved Mozart, whose work he adored
from childhood. Pyotr Il'ich's songs are characterised by their lyricism, their clear-cut
but often subtle harmonies and their expressive singability: they always sit well on the
voice - as a singer himself, Tchaikovsky knew well the capabilities and colours of the
vocal instrument. He was also strongly influenced by folk song, both Russian and
Ukrainian. His song style was certainly wide-ranging and eclectic.

Song-writing was highly popular during the nineteenth century and all major
Russian composers contributed to the development of the form, though for most
composers their work in this genre was vastly overshadowed by their instrumental and
operatic output. Songs were performed as drawing room or salon pieces for
entertainment. They were also commonly interpolated within full-scale concert
programmes. Tchaikovsky was particularly keen to include his favourite songs in
many of his most important showcase events. For example, at the zenith of his fame,
to great acclaim and following rave reviews during his tour of America in 1891, his

final concert in New York significantly included some of his songs, including Both

10 Tchaikovsky's Opus 6, No.5, Why?, and the song Blue eyes of spring employ texts originally by Heine.
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bitter and sweet.!1 It was normal for songs to play a full and active part in concert life
at this time.

Of the late nineteenth-century Russian masters, however, only Musorgsky
produced enough high-quality songs for them to feature prominently in his legacy, and
Borodin and Balakirev produced only a small number of truly excellent songs.
Tchaikovsky's songs have little in common with the innovative realism of those of
Musorgsky. Pyotr IT'ich's songs are more stylised, perhaps, and less consciously true-
to-life. Unlike Musorgsky, for example, our composer pays less attention to 'accurate
declamation’' or naturalistic (speech-like) use of stresses in song. He retains the right
to modify words of a single syllable into separate musical beats for artistic reasons, if
he so chooses. In Tchaikovsky's Opus 6, No.2, Not a word, o my friend, for example,
the composer elongates the word 'sigh’ into a polysyllable 's-i-i-igh'l2 (see Ex. 2-1).
He also countenances repetitions of words for musical reasons, rather than submitting
to an adherence to patterns associated with direct speech. For example, in the song
Forgive, Opus 60, No.8, Tchaikovsky is quite happy to modify Nekrasov's text by
repeating the words 'do not forget' three times,!3 for emphasis. On each occasion,
Tchaikovsky refuses to be driven by anything other than musicality. Pyotr Il'ich did
indeed tend towards natural declamation and syllabic interpretations, however, as has
been noted earlier in connection with these traits in Schumann's songs, but the major
difference between Tchaikovsky's settings and those of many of his Russian
contemporaries is that our composer was not confined by strict adherence to this form

of realism.

11 Opus 6, No.3. Text by Rostopchina. Concert: 9th May 1891.

12 In the original Russian: 'ni v=do-0-0-kha', Op.6, No.2, e.g. bar 7. This unnaturalistic ‘mutilation’ of the text was strongly
criticized by the composer Cui in his book, The Russian song (Moscow, 1896).

13 The words in bars 19 and 20 (revnosti ugroz) are also derived from a repetition of those in bars 16-18. The repetition described
in the main text occurs on the words Blagosiovi i ne zabud', i ne zabud', ne zabud'. These are the final words of the song.
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Ex. 2-1 Ni slova o drug moi, bars 6-7
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Ni slo-va, o drug moi, ni \ho'-/

In his book 7he Russian song (1896), the composer César Cui emphasised the
characteristic tendency of Russian composers to treat the words as well as the music
as of equal worth in the setting of songs. He and his colleagues in the Mighty Handful

sought to integrate poetry and music into an organic whole in song:

The word gives definitive form to the teelings expressed, and the music
strengthens this expression, providing sonic poetry that goes beyond
what words can say. Both elements merge together and with doubled
strength act upon the listener. !4

Cui castigated Tchaikovsky's approach to song-writing, saying:

His talent does not possess the flexibility required for real vocal music...
He did not acknowledge the equal rights of poetry and music. He
regarded the text with despotic presumption...Having chosen texts with
no artistic value, Tchaikovsky treated them without ceremony...

In the music, the punctuation is very badly observed...Tchaikovsky
could not be laconic; he did not know how to write briefly... 1

The trend in late nineteenth-century song tradition towards precise poetic
declamation, as exhibited by such as Cui, Dargomyzhsky and Musorgsky, itself
became almost despotic. Tchaikovsky denied Cui's accusations vehemently, saying

that:

absolute accuracy of declamation is a negative quality and its
importance should not be exaggerated. What does the repetition of
words, even of whole sentences matter? There are cases where

such repetitions are completely natural and in harmony with reality...'16

14 César Cui, An essay on the development of the Russian romance (Moscow, 1896).
15 fbid., also quoted in Tchaikovsky: A symposium, ed. Abraham, G., Drummond (London, 1945), p.197-8.
16 Complete Ed., letters to N. von Meck (21 Nov./3 Dec. and 23 Nov./5 Dec. 1877).
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He went on to state that if there were a choice, he would 'feel no
embarrassment in turning [his] back impudently on real truth in favour of artistic
truth’.!7 What is interesting is that Cui is absolutely wrong about Tchaikovsky. Pyotr
ITich was indeed flexible in his approach to his vocal music - more flexible than most
other contemporary realist composers precisely because he was not averse to the
occasional use of melisma or repetition. His deep and genuine understanding of poetry
led him very much to work equally with poetry and music in mind. Chapters Three
and Four will prove this beyond doubt. Cui suggests that Tchaikovsky chose texts
with 'no artistic value'. This charge too will be strongly refuted later in the present
chapter.

It may well be that Russian art songs have not become widely acclaimed in the
West over the course of the twentieth century because of a widespread ignorance of
the Russian language. Despite this, their importance in nineteenth-century Russia

should not be underestimated.

Tchaikovsky's songs: a brief overview

Songs were an important feature of Tchaikovsky's output throughout his life.
Appendix 5 places his works in this genre into chronological perspective, noting the
interplay of song-writing with the rest of Tchaikovsky's compositional repertoire. This
information is linked to major biographical landmarks in the composer's life and
outlines the range and extent of Pyotr Il'ich's song production.

In August 1844, at the age of three years and nine months, Pyotr Il'ich
Tchaikovsky together with his younger sister Alexandra [Sasha], then aged just two
years and seven months, composed his first piece of music - it was a song - entitled

Our mama in St. Petersburg. The composer later paid in full the cost of having his

17 Complete Ed., letters to N. von Meck (21 Nov/3 Dec. and 23 Nov./5 Dec. 1877), op. cit.
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first ever work consigned to print; again it was a song - Mezza notte, published in
about 1862. Tchaikovsky continued to write in this genre throughout his life, leaving
a legacy of hundred and three songs.!® The very last work that the composer ever
completed was the set of Six Songs, Opus 73, written just six months before he died.
Songs were thus the first and last completed works by Tchaikovsky and also played a
highly significant rdle, punctuating his compositional output throughout his career.
Little critical analysis of the nature and importance of Tchaikovsky's songs has
been undertaken, despite the number of songs written and despite their quality.
Tchaikovsky knew that he could earn a few roubles relatively easily by producing a
new set of songs, but to assert that all of his songs were written merely for
commercial or financial purposes would be a grave error. The songs show a striking
array of different musical and poetical styles and contexts. Some of Tchaikovsky's
songs or romansy are highly charged and passionate. These include, for example,
None but the lonely heart, Opus 6, No.6; The corals, Opus 28, No.2; and the Six
Songs, Opus 73. Other songs have religious overtones (for example, the hymn of John
of Damascus, I bless you, forests, Opus 47, No.6). Some are rather frivolous, like The
cuckoo, Opus 54, No.8. Others draw upon Russian folk traditions, melodies or forms.
Good examples of this include If only I'd known, Opus 47, No.1; Was [ not but a
blade of grass in the field?, Opus 47, No.7 (which has the character of a 'long-drawn’
peasant folk song or 'protiazhnaia’); Cradle song, Opus 16, No.1; Evening, Opus 27,
No.4; and Frenzied nights, Opus 60, No.6 (which employs gypsy themes). In
contrast, other songs are inspired by French, Italian of other non-Russian European
styles, languages or tastes. Pimpinella, Opus 38, No.6, is based on an Italian street
song, for example. The Six Songs, Opus 65, are based on French texts.!? Some of

Tchaikovsky's songs tell of everyday life, as does As they kept on saying, fool!, Opus

18 Other songs were written but only 103 survive (see appendices 5-7).

19 Herbert Weinstock, [Tchaikovsky, Cassell (London, 1946), p.362] erroneously refers to the Six Songs, Opus 73 as the German
set, simply, one can assume, because he thought that the poet's name (Rathaus) sounded German. Rathaus was Russian. The
musicologist may have been aware, too, that German translations of Rathaus's poems were made before Tchaikovsky's Opus 73 was
published in 1893. It was not unusual for translations of song lyrics to coincide with publication.
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25, No.6, for instance, while still others are serious and deeply personal. Since the
songs are so diverse and varied, it is not constructive to group them all together for

universal praise or criticism.

Why did Tchaikovsky write songs?

Tchaikovsky may have been constantly drawn to the medium of song, but his
motives for song composition seem to have been as varied as the styles of the
resulting songs themselves. He sometimes wrote songs to please people: often
dedicatee singers, or those whom he wished to impress, honour or placate. Only seven
of his songs remain uninscribed with a dedication. The overwhelming majority of
songs are dedicated to famous singer friends. Frequently individual songs within a set
are made out to six different soloists.2® The Opus 16 songs provide an example of
dedications made out to close friends. The Twelve songs, Opus 60, are inscribed with
a tribute to the Tsaritsa, Empress Maria Fedorovna. Pyotr Il'ich often wrote songs
soon after the completion of major works - almost as if to revitalise himself through
small-scale, achievable tasks.2! Songs tend to appear in between very large-scale
compositions. Occasionally, the composer wrote songs whilst abroad, again possibly
to quench his thirst for producing publishable materials in a relatively short space of
time.22 Sometimes Pyotr Ilich actively sought solace in song composition, for
example, in 1875, when he suffered extremes of self-pitying depression which had
even seen him 'yearning for death' as he tried to come to terms with his
homosexuality, he wrote no fewer than eighteen songs, including Opus 25, 27 and 28.

Tchaikovsky's motives for writing each of his song sets are laid out in tabular form in

20 Namely, the sets # Op.6, 16, 25, 28, and 57. For a full list of dedicatees of Tchaikovsky's works, see appendix 6.

21 For example, Opus 6 was started just over a week after the completion of the first version of Romeo and Juliet, fantasy overture,
Op.16 was produced just after Symphony 2 (and the Rubinstein Serenade). Two songs were produced whilst work was in progress
on The Tempest (see Appendix 6). Opus 25 appeared soon after the Piano Concerto in Bb minor. Opus 38 was written just after
Onegin. Opus 54 followed the composition of Mazepa and 2nd Suite. Opus 65 was written soon after completion of Symphony
No.5 and Hamlet. Opus 73 was written just after Symphony No.6, The Pathétique.

22 e.g. Opus 38 (see appendix 5). Whilst in Florence in 1878, Tchaikovsky wrote to Nadezhda von Meck, saying that he had 'an
urgent desire to set some poems of [her] choosing'. He suggested that the following poets would be particularly suitable: Fet, A K.
Tolstoy, Mey and Tuitchev (Complete Ed., letter to N. von Meck, 16/28 February 1878).
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appendix 7. Appendix 8 summarises the texts of all of Tchaikovsky's works for solo
singer and piano.

Tchaikovsky sometimes wrote songs simply because he felt compelled to. He
seemed to have a very strong need to write songs but was always keen to find just the
right poetic text on which to base his work. He found it almost impossible to use sub-
standard poetry, as has been discussed in Chapter One.

The intimate medium of song was one in which the composer could suggest or
describe feelings and thoughts, perhaps more overtly or specifically than he could in
his instrumental music. Good poetry has the added advantage of being open to a wide
range of interpretations. Song could therefore have been an ideal form through which
Tchaikovsky could express the intimate without fear.

By extension, song was also an ideal medium through which Tchaikovsky
could devise and explore various coded messages or ciphers, emphasising or drawing
out particular strands or nuances of the poetry that he set. Pyotr Il'ich could add extra
layers of poetic meaning to his songs simply by referring to motifs or musical figures
already rich in associative meaning because of their connections with coded messages
used in previous works. This facet of his work as a song-writer will be explored in
greater detail in relation to the Six Songs, Opus 73, in Chapter Four.

Tchaikovsky wrote songs not only as utilitarian time-fillers that could earn a
few roubles, but also, more significantly, as a tonic against over-work; to please; for
relaxation and fun; but also in response to a deep emotional need. Song-writing
appealed to that part of the composer's psyche - the intimate, lyrical side of his nature

- which no large-scale work could fulfil

Tchaikovsky's choice of texts
Tchaikovsky's song output is largely based upon the poetry of lesser-known
Russian poets. Eminent and established poets such as Pushkin and Lermontov are

under-represented in the texts that he chose for his songs. Pyotr Il'ich used a text from
39



Pushkin for the early piece Zemfira's song and for the choral work The voice of mirth
grew silent of 1891. He also chose to set the poem, The nightingale, which Pushkin
had translated into Russian from an original text by V.S. Karadzic. The composer
used only one text by Lermontov, The love of a dead man, set as Opus 38, No.5. This
poem was a particular favourite of his patroness and he set this text to please her.
Tchaikovsky sometimes used translations and adaptations of texts by such as Goethe
(for example, None but the Ilonely heart, Opus 6, No.6; Mignon's song, Opus 25,
No.3; and Do not ask, Opus 57, No.3) and Heine (for example, Why?, Blue eyes of
spring and I should like in a single word). These texts, again by famous poets, are
used comparatively rarely. Of the more celebrated Russian poets of this generation,
Pyotr Il'ich used original texts by Fet only five times.23 He used the musical texts of
Tiutchev only once (and once in the form of Tiutchev's translation of Goethe, which
was to become Mignon's song). Tchaikovsky used a Nekrasov text again only once,
for Forgive, Opus 60, No.8.

By contrast, Pyotr Ilich more often favoured lesser-known modern Russian
poets. He chose to set no fewer than twelve original texts by Alexei Nikolaevich
Pleshcheev (1825-93) and a further seven text translations by this same poet. Lev
Alexandrovich Mey (1822-62) was used mainly as a provider of translations: seven
such texts by him were used by the composer. Mey also provided four original poems
which Pyotr Il'ich later set to music.24 A K. Tolstoy (1817-75) provided the texts for
eleven of Tchaikovsky's songs, whilst Alexei Nikolaevich Apukhtin (1840-93)
provided a further six texts.25 (Apukhtin's text, used in Tchaikovsky's jest Who goes?,
is now lost). Pyotr Il'ich seems to have been drawn to texts which were meaningful to
him, regardless of whether or not the poet in question happened to be famous. He

was not averse to using texts by entirely unknown poets, such as Ludwig-Wladislaw

23 My genius, my angel, my friend (c.1857); 16/3; Take my heart away (1873); 27/3; and 60/2.

24 Translations:- 6/5 (Heine) and 6/6 (Goethe); Op.27, Nos.4-6 (Shevchenko/Mickiewicz), 28/2 (Kondratowicz):. and / should like
in a single word (Heine). Original poems:- Op.25, Nos.4-6; and 28/3.

25 I have included 28/4, that of questionable authorship (see chapter 1, p.6, and footnote 7; and pp.16-7).
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Kondratowicz (who provided the original text for one of Tchaikovsky's most famous
songs, The corals, Opus 28, No.2, and for The little bird, Opus 54, No.2) and Daniil
Rathaus, who provided the texts for the Opus 73 set, but only on condition that he

could detect unusual poetic quality to work on.

Thematic trends

Certain themes are common to different songs that Tchaikovsky wrote across
his career. Many of these major themes are directly associated with or prefigure the
Six Songs, Opus 73. For example, the first set of Tchaikovsky's songs, Opus 6, speaks
of fit(s) of grief, waves of passion and returning to love (No.1); happiness that has
ceased through death (No.2); tormented meetings (No.3); inability to love (No.4); and
rejection (Nos.5 and 6). The themes of love, love unattainable, and death recur
hauntingly throughout Tchaikovsky's song output. For example, Opus 16, No.6, The
New Greek song, is based on the famous 'dies irae' theme; Opus 28, No.6, The fearful
minute, which reaches its climax on the words: '...Either you will pierce my heart with
a knife or you will open up paradise for me..."; Opus 28, No.2, The corals, which tells
of a soldier returning from war to find his beloved dead; through to Opus 60, No.6,
Frenzied nights, and No.7, Song of a gypsy, whose stories suggest a sense suppressed
passion and fatefulness. Opus 57, No.5 is titled simply Death.

Tchaikovsky seemed to favour texts which went beyond the themes of love
and the pains associated with it, choosing more particularly those texts which
concerned disappointment or failure in love; an inability to love; or a sense of yearning
for unattainable heights of (guiltless) passion. In this sense, the texts used for Opus 73
follow in the long tradition of Tchaikovsky's song texts, building on the examples of,
for instance, Amid the din of the ball, Why did I dream of you?, Does the day reign?,
and Simple words.

Appendix 8 provides summaries of all of Tchaikovsky's hundred-and-three

surviving songs. It charts where and how each of the preceding songs feeds into the
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thematic content of the Opus 73 set. The most telling expressions, or key words, of
each song are highlighted in this appendix. These words help to focus on the thematic
linkages that exist across the songs. The themes which recur most often are those
associated with failure in love and nature. Of the hundred-and-three songs, there are
only eighteen which do not concern the theme of sensual love.26 That is, eighty-five
songs deal directly with the theme of love, and of these only nine deal with successful
loving relationships. The remaining seventy-six songs speak of loneliness, isolation
and frustration born of bad relationships, failed love, and an inability to communicate.

This thematic pattern is highly unusual and surely tells us quite a lot about
Tchaikovsky's own personality. The themes appear powerfully and expressively so
many times that they come to reflect a particular world-view that the composer chose
to present within the medium of song.

Where Tchaikovsky's texts talk of a striving towards love, they seem to speak
more about a yearning for sexual excitement and release rather than genuine searches
for spiritual long-term commitment. For example, 27/6, 28/6, 38/1, and 65/1 all deal
with 'the thrill of the chase', that moment when new love takes control and sends one
into oblivion. More often, however, Tchaikovsky's chosen song texts deal with sexual
temptation racked by fear, for example 28/3, 28/4, and 38/2. In some songs there is a
feeling that obsession leads inevitably to failure. This happens for instance in 60/6.
The theme of 'bad relationships' dominates the output. These relationships are often
referred to in the past tense and are described in 60/6 and 60/12, for instance.
Tchaikovsky's texts frequently dwell regretfully on failed love, often finding happiness
only in dreams. There are many examples of texts which focus on trying to escape
from life's realities through the oblivion of sleep: for example, 16/4, 27/1, 47/4, 54/10,
57/4, and 57/5. Opus 27, No.1 is typical in its portrayal of a search for 'happiness, if

but in dreams'. Certain texts speak of loneliness (for example, 28/3, 63/4) and

26 These include fifteen out of the sixteen songs of the Opus 54 set, two songs from the Opus 57 set and the final song of our Opus

73 set.
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isolation (e.g. 54/11). Some imply a sense of feeling trapped by an unsatisfactory
relationship (e.g. 25/4). Others reflect frustration (e.g. 47/5), low self-esteem (e.g.
27/2), and guilt (e.g. 47/4). Still more texts talk of life-long suffering or world-
weariness and an urge to escape life altogether (e.g. 25/2, 16/6, 47/2, 54/2, and 57/1).
Many refer to death as a welcome release (e.g. 25/6, 38/5, 47/2, 54/2, 54/15, and
57/5). In fact, death features to some degree in around a quarter of all of
Tchaikovsky's songs. Given Pyotr Il'ich's undoubted preoccupation with death, its
appearance as a recurring motif is unsurprising: it appears throughout Tchaikovsky's
song output.

All of these themes seem to be in tune with the psychological profile that one
might independently build of Tchaikovsky, based on the evidence of his diaries and
letters. Many songs follow the route that we might have expected of him, should he
have wished to use song-composition to purge himself of his fears and his conscience
in respect of his undoubted homosexual guilt. Opus 27, No.5, speaks of rejecting
'marriage-makers', saying that 'the marriage-makers will come but I cannot stand their
scrutiny'. It is possible that Tchaikovsky was reflecting a deeply personal feeling here,
though the text involving the 'girl left alone with her grief deliberately turns our
attention away from the composer himself. Indeed notional marriage-makers were
turning their attention to the composer at this time. That is, the composer perceived
societal pressure on him to marry. He succumbed to his ill-fated marriage on 6th/18th
July 1877,27 over two years after he wrote the Opus 27 songs (which were completed
by 11th/23rd April 1875).

Certain songs deal directly with the torments associated with secret or
forbidden love: e.g. Zemfira's song, 6/1, 16/5, Blue eyes of spring, 28/1, 57/1, 57/3,
60/10, and (more subtly) 60/12. In this category, Opus 57, No.3 pleads: '...Do not call

for my confession...My only desire is to tell all, But I am secretly doomed to suffer'.

27 Dates are given in both Old Style and New Style forms: see notes on definitions and abbreviations.
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This suffering surely reflects Tchaikovsky's own feelings in the face of enforced
secretiveness, necessitated by his sexual orientation. Opus 28, No.1 again describes a
heterosexual relationship, but the text ('No, you shall never know whom I love...I
would die sooner than give my darling's name') must surely have appealed to
Tchaikovsky, who would himself have had to be discreet about his various male
lovers. Opus 47, No.7, written in 1880, three years after Tchaikovsky's disastrous

marriage, is poignant and bitter:

...Was I not a blade of grass growing all green in the field?

They took me (and) cut me down...this is my sorry fate...

They took me, the little rose and broke it and tied it up in a
bundle... Yet they took me, poor girl, against my will, and

married me to a hateful grey old man...and so this is my sorry fate!

Again, the text sends out strong messages which are likely to have been personally
relevant to Tchaikovsky. Once more these messages are disguised by the gender of
the narrator. Just like the young woman in the poem, Tchaikovsky too doubtlessly felt
pressured into entering into an unhappy marriage. Opus 57, No.6 (Lish' ty odin, 'Only
you alone") goes further, dealing with what was perhaps Tchaikovsky's greatest fear -
that of exposure and rejection by society. In this song, the protagonist sings the

following words to a friend:

You were the only one who believed in my suffering,

The only one to rise up against society's false judgement*
And support my spirit when it was broken

In days when darkness fought light inside me...

And yet, you have never loved me! (* my emphasis)

This song, like many of the others, is about internal suffering and conflict, social and
moral persecution and the fight to remain functional in the face of a broken spirit. The
protagonist is again denied a successful loving relationship. Here is the very essence

of Tchaikovsky's own torment. He is isolated by his own responses to his own nature
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and to his homosexuality. He does not understand himself and does not feel
understood by society. He has a very poor self-image.

These themes of secret or forbidden love and the judgement of a remote
society which does not understand the protagonist are explored across these song
texts. They may even help to deepen our understanding of Pyotr Il'ich, the man.
Tchaikovsky was unquestionably reluctant to commit himself to other people. In life
he never enjoyed a long-lasting monogamous relationship. Instead he had numerous
sexual encounters and did, like the characters in his songs, tend to enjoy the sparkle of
new relationships. After such experiences Pyotr Ilich was similarly often racked by
feelings of guilt. It is possible, therefore, that the central, most frequently-recurring
themes found within Tchaikovsky's songs did actually dominate his thoughts in his
real life and that, to some extent, therefore, they can be considered autobiographical.
It is interesting to note that the obsessive concentration on the themes of regret,
suffering, guilt, lack of communication, isolation, loneliness, the fear of rejection,
frustration and also death dominated his choice of song texts, throughout his mature
life.

Tchaikovsky's real-life obsession with night time, as documented in his
writings and highlighted by such as Holden,?8 is also reflected in his song output,
where over forty-five percent of the songs contain references to night, dusk, evening
or simply darkness. Some of these songs contrast daytime with the night. On
occasion, the night is a time for romantic rendezvous (e.g. Mezza notte, Zabyt' tak
skoro, 38/1). Sometimes, however, night-time is depicted as a time of torment, regret
or yearning (e.g. 16/5, 25/1, 28/3, 60/6, 60/9). Opus 57, No.3 juxtaposes two images
commonly portrayed in Tchaikovsky's songs, those of night (and winter) as times of

'sorrow', contrasting with daytime (and springtime) as times of hope, optimism and

28 As part of a Radio 4 series broadcast in November 1997, entitled simply 'Night', the journalist Anthony Holden spoke eloquently
about Tchaikovsky's particular relationship with night-time. For the composer this was often a time to work, a time of sleeplessness,
erotic fantasy, neurosis, drinking or gambling.
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renewal. In 57/3, the text reads, '...The stream will begin to flow again in springtime.
God's daylight will shine through with the dawn. And everyone is consoled..."
Another series of songs, however, view night-time as a time for the 'union of souls'
(for example, 16/2, Ne dolgo nam guliat', 63/4, 63/6). The use of night as an image is
important within the Opus 73 set.

The theme of nature impacts on all but nine of Tchaikovsky's songs. Nature is
portrayed in various ways, often sympathising with the human emotions described by
way of pathetic fallacy (e.g. 6/1, 6/2, 6/5, Zabyt' tak skoro).

It soon becomes evident that the choice of texts for Tchaikovsky's final set of
songs comes as a culmination of a long thematic evolution. These texts are very much
a part of our composer's tradition but, as we shall see, they are also the most far-
reaching, ultimate expressions of these themes. The Opus 73 texts represent
conclusive expressions of these themes, as we shall see in greater detail in Chapter

Three.

What did Tchaikovsky think of his songs?

Pyotr Il'ich tended to write little about his songs in letters or diaries. Such
quotable extracts mostly reflect a rather trivial view of these works. Sometimes
Tchaikovsky wrote about the composition of 'little trifles' which served simply to earn
easy money. It is even more surprising, perhaps, that, on one occasion he was
reported to have been listening to a rendition of his romance, The canary (Opus 25,
No.4) and asked the singer, 'What is that you are singing?...What is it? It is very nice'.
The singer replied, laughing, Tt is more than nice!' He too joined in with her laughter
when he learned that it was one of his own works.2? This anecdote is perhaps all the
more amusing because The canary is such a distinctive and memorable song with a

strong oriental accent. It is one of Tchaikovsky's most immediately recognisable

29 Varvara Mikhailovna Ippolitova-lvanova, wife of the composer Mikhail Ippolitov-lvanov, friend of Tchaikovsky. [Protopopov,
Vospominaniia o P.I. Chaikovskom, 4th ed. (Leningrad, 1980), p.235].
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works in this genre. According to the young 'cellist Iulian Poplavsky, Tchaikovsky
would offen ask, 'Whose nice romance is that?' and would always be confused to hear
the reply, 'Tchaikovsky's!".3® Though he seemed to have forgotten having written
these songs, at least he had to admit that he did indeed like them. On one
embarrassing occasion, he was listening to a work in a different genre, a choral work,
and asked, 'Tell me, what is this rubbish?. S.V. Smolensky, Director of the Synod
School, had to break it to him gently that it was in fact one of his own works!3!

It seems that Pyotr Il'ich did like his songs by and large, though on many
occasions he seems to have considered them very much of secondary importance to
his more substantial works. Since some of his songs do impact on these more major
works, often in subtle ways, and as they serve to link the two great mainstays of the
composer's life - literature and music - it is important to analyse the evidence of the
songs more objectively. Maybe the composer said little about his songs precisely
because they were so deeply personal and meaningful to him. They deal with themes
which struck at the very core of his being, though he would often try to disguise the
personal relevance of these themes, for instance by couching the texts in the form of
female-to-male narrative, as he did, for example, in Only you alone, Opus 57, No.6.

Since Tchaikovsky said little about the impact of song-writing on his life, it is
fitting that we look at what contemporary and subsequent musicologists (both in

Russia and in the West) have said about his songs.

What have critics said about Tchaikovsky's songs?
Tchaikovsky's songs have been variously dismissed by critics. Vladimir
Stasov, for instance described them as 'competent works but [which] are mediocre

and, unfortunately, often trite in terms of melodic content and effects'.3?2 As a

30 Poplavsky, Iu., 'Recollections’, published in Artist (1894), no.42, book 10; reprinted in Protopopov (op. cit.), p.325.
31 Quoted by Alexander Goldenweiser (pianist and composer) in his Recollections; also in Protopopov (op. cit.). p.314.
32 Stasov, Selected essays on music, tr. F. Jonas, intr. G. Abraham, Barrie and Rockliff, The Cresset Press (London, 1968). p.112.
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contemporary figure, Stasov had little appreciation of Pyotr Il'ich's operatic or song-
writing talent, stating that 'it is in his vocal composition that Tchaikovsky has proved
least gifted'.33 As has been noted, César Cui, spokesperson of the Moguchaia kuchka
(‘Mighty Handful'), lambasted Tchaikovsky for his entire song repertoire, pronouncing
his songs profoundly unRussian, careless in terms of declamation (allegedly contorting
the rhythms and stresses of normal Russian speech) and basically too homogeneous.
He saw little that was worthy of praise.

In the twentieth century, Herbert Weinstock asserted that 'Piotr Il'ich [sic] was
seldom at his best in the songs: they allowed him too little room for expansion, for the
variation and development by which he built his stirring climaxes. When he produced
a good song, it was rarely because he had achieved characterization or drama within
its comparatively narrow limits. It was because he had married a sensuous and
persuasive melody to words, often inappropriately'.34
David Brown hints at Tchaikovsky's lack of innovation in the medium of song

and states that he 'had none of Musorgsky's determination to break out of the mould

of this mostly modest genre'.3> He goes on to sum up his output of songs as follows:

Occasionally a late song will expose a deeper, richer vein of experience
than ever he could have opened in his earlier years...but otherwise nothing
differentiates his earlier from his later examples, except that the craft in the
latter is sometimes more polished and sophisticated...[Despite] the
achievements to be found within his operas and songs,...neither genre is a
satisfactory guide to the really essential T chaikovsky.30 (my italics)

Gerald Abraham contends that 'only a small proportion of [Tchaikovsky's] songs

show him at his best'.37 He goes on to say that:

33 Stasov, op. cit., p.111.

34 Weinstock, H.. op. cit.. p.75.

35 Brown, D., Tchaikovsky: a biographical and critical study, 4 vols., Gollancz (London, 1978-1992),volume 4, p.426.

36 Brown, D, op. cit., volume 4, p.427.

37 Abraham. G., Russia: the modern period', in Stevens (ed.), 4 history of song, Radius Book, Hutchinson (London, 1960. rpt.

1971), pp.355-6.
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[Pyotr Il'ich] possessed a natural and abundant gift invaluable to the
song-writer - natural lyricism - but was defective in an essential one -
the sense of the miniature. He tends to be heavy-handed and to inflate;
for instance, far too many of his songs are marred by over-long piano
preludes and postludes which make no particular point and are often
clumsily written..."38

Abraham also contends that Tchaikovsky 'was more sensitive to the general mood of
a poem than to its details’.3? As we shall see in Chapter Four of this present study,
Abraham is absolutely wrong on both counts. He failed fully to appreciate the
composer's meticulous sense of musical proportion and his extraordinarily perceptive
understanding and interpretation of the details of the poetry that he used. This will be
proven through careful analysis of the Six Songs, Opus 73. Thorough analysis of all
the songs and poems would unfortunately go beyond the bounds of the present thesis.
It is relatively difficult to find prominent or extended reference to the songs of
P.I. Tchaikovsky in books or articles about the composer and his works. Indeed there
exists only one book dedicated solely to the songs - E. Orlova's Tchaikovsky's
Songs*0 published in Moscow in 1948. This book gives an excellent contextual
overview of Pyotr Il'ich's song output. It describes characteristic trademark features
which unite the songs, for example the rhythmic and harmonic economy in the 'lonely’
songs like Sleza drozhit (Opus 6, No.4);*! the use of certain rhythms and figures
which subtly and perhaps unconsciously connect the songs, for example the dotted
crotchet-quaver progressions of On the golden cornfields (Opus 57, No.2)
connecting evocatively with the same type of pattern in Opus 73, No.6.42 Orlova talks
of trademark ternary (or tripartite) song structures; set types of interplay between
voice and piano; organic treatment of themes; use of particular patterns of harmonic

movement (for example the alternation of major and minor tonalities) and

38 Abraham, G., Russia: the modern period', in Stevens (ed.), 4 history of song, Radius Book, Hutchinson (London, 1960, rpt.
1971), pp.355-6 (ibid.).

39 Ibid.

40 Orlova, E., Romansy Chaikovskogo (‘Tchaikovsky's songs'), Gosudarstvennoe Muzykal'noe Izdatel’stvo (State Music
Publishers) (Moscow/Leningrad, 1948).

41 Orlova, E., op. cit., p.70.

42 Orlova, E., op. cit., p.72-3. For further such evidence, see (op. cit.) up to p.83.
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characteristic uses of melodic sequences and repetitions. This author goes on to deal,
fairly superficially, with Tchaikovsky's attitudes to and relationships with poetic texts.
She then focuses on the cyclical nature of particular sets of songs (Opus nos. 54, 63,
65 and 73) and on performance practice issues relating to the genre. In setting out to
cover so much ground, Orlova fails to discover the true depth of any of the songs: in-
depth musical and poetic analysis is conspicuous by its absence. However, the author
does intimate that the songs may be keys to understanding the really essential
Tchaikovsky.

The underestimation of the importance of songs within Tchaikovsky's output
in general needs to be examined thoroughly and objectively. Given the generally
negative criticism of Tchaikovsky's songs both by contemporary and subsequent
critics and musicologists in his own country and abroad, it is perhaps surprising that
there are some scholars who have taken a diametrically opposite view of these works.

Towards the end of Tchaikovsky's career, his friend, the critic Herman

Laroche, described his achievements in the following way:

[Sleeping beauty] is one of Tchaikovsky's pearls. Along with Eugene
Onegin and his symphonies, the First and Third Suites, his (First) Piano
Concerto and Fantasia for piano and orchestra, together with some of
his songs* and many episodes in his operas other than Onegin, this
represents the highest point yet achieved by the school of Glinka - the
point at which the school begins to break loose from Glinka and reveal

new horizons, as yet unknown.43 [ my emphasis]

It is significant that Laroche cites some of the songs in this roll-call of greatest works.
In this vein, but over a century later, the critic Francis Rizzo is equally
enthusiastic, proclaiming Tchaikovsky as 'the supreme master...of the Russian

romans'. He claims that 'the composer's fundamental genius, something he himself

called "the lyrical idea", is nowhere more perfectly expressed than in his songs'.*4

43 Laroche, H., Izbrannye stati (‘Collected articles’), volume 2, Muzyka (Leningrad, 1975). Also quoted in Holden, A,
Tchaikovsky, Bantam Press (London, 1995), p.281.
44 Rizzo, F., 'The lyrical idea’, p.4 (see discography: Hvorostovsky, D., 'Russian Romances', Philips, 1990).
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Rizzo points to the success of Tchaikovsky's songs resting upon the composer's
'natural and abundant melodic gift'.4>

In similar vein, the commentator Alexander von Schlippe notes that 'Peter
Tchaikovsky's affinity to the song began to emerge at the St. Petersburg
Conservatory, where his exercises requiring the musical setting of a poem stood out
for their quality'.*¢ He goes further, even suggesting that the composer's 'talent for
melodic inventiveness, harmonic subtleties and the sensitive interpretation of the texts
was later responsible for the widespread success of his songs..."t”

The musicologist Martin Cooper goes to the very heart of the matter by
stating that 'whatever style or manner he adopted in his songs, Tchaikovsky remained
unmistakably himself.4® This statement, although equivocal in relation to musical
quality, suggests that many if not all of the hallmarks of Tchaikovsky's genius are to
be found within the songs.

John Warrack acknowledges that of Tchaikovsky's hundred-and-three
surviving songs, there are 'a larger number of masterpieces than neglect would
suggest'.4? He goes on to assert that the composer repeatedly 'concentrate[d] into a
few pages a musical image that ideally matches the substance of a poem, most
successfully when he is treating the subject of love and its loss or frustration'.50

Edward Garden hints at the sheer mastery of technique and effect of
Tchaikovsky's last songs, describing Opus 73, No.6 as 'advanced and typical of
Tchaikovsky's very last period. It ... gives us a fascinating glimpse of the kind of
music which might have been found in Tchaikovsky's next opera, had he lived to

compose it'.>!

45 Rizzo, F., 'The lyrical idea, p.4 (see discography: Hvorostovsky, D., 'Russian Romances’, Philips, 1990) (ibid.).
46 Schlippe, A., Tchaikowsky Lieder, p.2 (see discography: Varady, Orfeo, 1988).

47 Ibid.

48 Cooper, M., Tchaikovsky songs, p.5 (see discography: Soderstrém, Decca, 1993). X
49 Warrack, J., Tchaikovsky, Hamish Hamilton (London, 1973), p.48. 7

50 Ibid.

51 Garden. E., Tchaikovsky (Master Musicians Series), Dent (London, 1973, revised 1993). p.140. g
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It seems, then, that there is a great difference of opinion between those who
savagely criticise and those who lavishly praise the songs of P.I. Tchaikovsky. The
profoundly intimate medium of song was to provide Tchaikovsky with a unique
opportunity to communicate his most personal utterances and to explore ever new
depths of musical expression. It is arguable that Tchaikovsky's innate but educated
literary sensibilities gave him the insights and levels of maturity necessary to be able to
produce his vast range of acknowledged masterpieces in this field and beyond. The
Russian musicologist, Arnold Al'shvang points out that, '[song] ...nourishes other
genres of Tchaikovsky's music; a great number of his operatic arias and cantilenas are
closely related to his songs. And in his symphonic works too, song is a fertilising
element.>2 Al'shvang also asserts that Tchaikovsky's (romantic) songs 'go deeper than
merely personal states of mind ... His songs are comprehensible to everyone; they go
from 'heart to heart' ...[They are] deeply truthful [and] are permeated by a philosophy
of life'.53

The discography is testament to the scale of Tchaikovsky's enduring song
legacy: it cites well over a hundred sets of recordings. Many of these are performed
by highly acclaimed artists from Fiodr Chaliapin and Enrico Caruso in the early
twentieth century, to Jessye Norman and Placido Domingo in the 1990s. Nearly fifty
arrangements®? of Tchaikovsky's songs have been recorded on compact disc.
Rakhmaninov's performance of his own arrangement for piano of 16/1 is a particularly
interesting example of its type and reflects the younger composer's deep respect for
Tchaikovsky's work. A limited number songs have been translated into French.5> A
further few recordings are performed in German or English, but the vast majority are
sung in the original Russian. This may well be due to the euphonious musicality of the

texts. The recording of complete editions of the songs, for example, on the Russian

52 Al'shvang, A./ed.Abraham, G., op. cit., p.199.

53 Al'shvang, A /ed. Abraham, G., op. cit., p.198.

54 Including the orchestrated Domingo recording cited: Domingo, P., Perlman, 1., New York Studio Orchestra, Tunick, J., (r.1990),
EMI, CDC7 54266-2.

55 e.g. 6/5, Caruso, E., orch., Pasternack, J., (r.1916), RCA (see discography).
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Disc and Conifer Classics labels,?® is an indication that the songs themselves have
become increasingly popular in the last decade of the twentieth century, while the
number of historical recordings that have recently been digitally re-mastered for
compact disc betokens a growing interest in the great singers of the past.

The present study aims to assess the status of the Six Songs, Opus 73, in
various ways, in order to discover what David Brown calls the 'really essential
Tchaikovsky',>” by penetrating into the hitherto uncharted depths of meaning and
personal expression presented. We shall now discuss the origins of these songs, and
then briefly introduce selected examples of Tchaikovsky's use of musical codification.
It will be necessary to establish that the composer used musical as well as literary
codes in his work. Fate motifs (and possibly other musical ciphers) provide keys to
the understanding of certain works, including these songs. It will be important to
consider such established trends before addressing the detail of the songs themselves.
Chapter Three will then critically assess the merits of Pyotr Il'ich's chosen texts,
identifying what, if anything, these texts tell us about the composer, his life and
philosophy. The resulting songs may be said to hold clues to various aspects of his

life, and perhaps even to his untimely death...

56 See discography.
57 See chapter 2, footnote 35.
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An introduction to the Six Songs, Opus 73

The Rathaus texts

In order to analyse the Opus 73 songs, it is first necessary to examine the
origins and nature of the poetical texts. These, after all, were the initial source of
inspiration for Tchaikovsky.

In August 1892, a twenty-four-year-old law student from Kiev University,
Daniil Maximovich Rathaus (1868-1937), sent the renowned Tchaikovsky some of his
poems, hoping that the composer might set them to music. His first letter> (now lost)
included the texts for My sideli s toboi ("We sat together') and Noch' (Night). These
poems impressed the composer so much that he immediately promised to set them to
music; they later went on to feature in the Six Songs, Opus 73. In a letter dated 26th
September/8th October>® 1892, Rathaus eagerly sent Tchaikovsky further texts in
response to the composer's request for more poems. In this batch he included the
poems V etu lunnuiu noch' ('In this moonlit night"), Snova, kak prezhde, odin ('Again,
as before, alone') Sred’ mrachnykh dnei (‘Mid sombre days'), and Zakatilos' solntse
('The sun has set"), which together went on to form the texts for the remaining songs
in the Opus 73 set. In with this despatch, Rathaus also sent a fifth poem: V
fantasticheskom polumrake gustolistvennogo sada... ('In the fantastical half-light of
the leafy garden...'), which was rejected by the composer.%0 It is significant that
Tchaikovsky chose six texts from the selection sent to him in Rathaus's first two
letters and later moulded them into a cycle himself. A further eight Rathaus poems
were sent to Tchaikovsky in a letter dated 19th June 1893, none of which was used by

the composer. The poet sent Pyotr Ilich eight letters altogether over the course of

58 See Polnoe sobranie sochinenii: literaturnye proizvedeniia i perepiska (Complete edition: literary works and correspondence),
Muzgiz/Muzyka, 17 vols. (Moscow, 1953-1981). Letter 4762. [Hereafter abbreviated to ‘Complete Ed."].
59 See 'List of Definitions and Abbreviations' for an explanation of Old Style/New Style dates in Russia pre-1918.
60 Orlova, E., Romansy Chaikovskogo, op. cit., p.32.
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their correspondence, which was to extend over nearly a full year. Those letters which
have survived are in the archive at the composer's House-Museum at Klin.

At the time of Daniil Maximovich's first letter to Tchaikovsky, the poet was
quite unknown both in the literary world and to the composer himself. Pyotr Il'ich was
quick to recognise the quality of his texts on their own merits, and was not at all
deterred by the young poet's lack of reputation. After having been recognised by
Tchaikovsky - his first major career break - the poet went on to produce and publish
various poems. Early publications included the cycle The summing up of life (Itogi
zhizni) in the journal, The Observer (Nabliudatel’) in 1893. Rathaus's poetry later
appeared in several Russian journals and a short collection of poetry was consigned to
print in Kiev in 1893.6! His literary legacy rests largely, however, on his three
volumes of collected poems: The complete edition of the poetry of D. Rathaus in two
volumes, which had expanded into a three-volume set by 1909-1910.92 All three
volumes were published in St. Petersburg. A short collection, entitled Gong, was
published in Kiev, also in 1910.%3 Rathaus later went on to complete the additional
volume, My songs, which was published in Moscow in 1917.%4 He responded
positively at first to the February Revolution of 1917 but later left Russia
disillusioned. Following his emigration in 1922, his literary career came to an abrupt
end.

As his reputation grew during his time in Russia, Rathaus's works became
more widely recognised for their worth and were set by no fewer than eighteen

Russian composers, including Rakhmaninov (who was just out of college when he

61 Rathaus's poetry was published, for example, in the journals, Russian Thought (Russkaia Mysl"), The Exchange Gaczette
(Byrzheve Vedomosti), The North (Sever) and Petersburg Life (Peterburgskaia Zhizn'). His first collection of poetry was published
in Kiev in 1893. [Goosev, V.E., Pesni i romansy Russkikh poetov ('Songs and Romances of Russian Poets'), Soviet Writer
(Moscow, Leningrad, 1963), p.849]

62 Polnoe sobranie stikhotvorennii D. Ratgauza v dvukh tomakh, Wolf (St. Petersburg/Moscow, 1906). The poems which
Tchaikovsky set in his Opus 73 songs, appear in these two volumes, as follows: Vol I, p.28 (We sat together), p.69 (Night). p.109
(Again, as before, alone), p.165 (Mid sombre days), Vol.1l, p.65 (On this moonlit night). Curiously, the text, The sun has set,
does not appear in any of the final set of Rathaus's collected works: Polnoe sobranie stikhotvorenii (Complete edition of poetry), 3
volumes, Wolf (St. Petersburg, 1909-1910).

63 Rathaus, D.M., Gong, Bib-ki, Kiev, 1910. The publishers later produced a selection of poetry by various Bib-ki writers,
including Rathaus, under the title Vseobshei Bib-ki ("Various Bib-ki poems') (Petrograd, 1916).

64 My Songs (Moi pesni), Moscow, 1917, was later reprinted, edited by O. D'iakova (Berlin. 1922).
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first set texts by Rathaus), Gliére, Ippolitov-Ivanov, Grechaninov and Cui (for details,
see appendix 9). Tchaikovsky was instrumental in bringing these musical poems to
the attention of his contemporaries.

Pyotr Il'ich immediately felt drawn to the poetry of Rathaus and straight away,
in the autumn of 1892, had the idea of using verses by this young student to form a
cycle of six songs, his favoured number of songs within a given set (the composer
once made the flippant remark that he often wrote songs in batches of six in honour of
his bitch, who often dropped litters in batches of six puppies). Tchaikovsky decided
upon his chosen texts, but the creative process turned out to be fairly prolonged: most
of the song composition did not take place until the period 23rd April to 5th May
1893 (old style) [i.e. between Sth and 17th May new style]. When Pyotr Il'ich began
writing these songs in earnest, it seems that much of the pre-planning had already
been done. The work proceeded swiftly, and would have progressed more swiftly still
if, during this intensive period, Tchaikovsky had not left home on visits, attended a
concert and the premiére of Rakhmaninov's opera Aleko on 27th April/9th May. On
28th April/10th May, he left for a four-day visit to his brother Anatolii in Nizhnii
Novgorod, briefly calling to see his dying friend Al'brecht in Moscow on 2nd/14th
May on his way back to Klin. Together, these visits caused the composer to be away
from his work for five days.%> By 5th/17th May, Tchaikovsky reported to Rathaus
that he had completed work on 'their' songs and that they would be published 'in the
near future'.%¢ So intent had he been on finishing these important works, that the
composer delayed his journey back to St. Petersburg, which had been scheduled
originally for 4th/16th May, by an extra day.67 (This trip represented the first stage of
his journey to England, where the composer was subsequently awarded an honorary

doctorate by the University of Cambridge). These songs were clearly of great

65 i.e. between 29th April and 2nd May [10th May and 14th May new style}].
66 See Complete Ed., Letter 4927: appendix 10.
67 Complete Ed., op. cit., Letter 4929, to Tchaikovsky's publisher P. Jurgenson.
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importance to him. He effectively completed them in just over a week. Untypically, he
chose not to celebrate what turned out to be his last birthday on 25th April/7th May,
during the peak of this work-period, and he set these final songs without altering a
single word of the original Rathaus poems.%8

Tchaikovsky evidently found these texts to be clear, direct and full of the most
impressive melodic musicality. The composer seemed to 'select his texts for their
potential as expressions of his own world view and his own feelings, but also for their
inherent musical qualities, metrical originality and many levels of meaning'.%® He must
have been attracted initially to the overriding themes of the set: loneliness, isolation,
longing, failure in love, and pure passion. These themes sit well in the context of many
of the composer's other songs, as has been discussed earlier in this chapter.

The five letters that Tchaikovsky wrote to Rathaus, written between 30th
August 1892 and 1st August 1893 old style’0 (see appendix 10) shed light upon his
reactions to the poems themselves and also give us insight into his responses to
Rathaus, the man. The composer was immediately impressed by the quality of
Rathaus's verses and later described how he had felt a 'mysterious sympathy' with the
poet right from the time he had received the first letter and set of poems.”! He was
especially complimentary about the texts with regard to their potential for musical
interpretation and assured the poet that it was indeed unusual for him to receive texts
that he genuinely found to his taste.”?

As the correspondence between Daniil Maximovich and Pyotr Il'ich
developed, it became apparent that Tchaikovsky was drawn to the brooding,

depressive outlook of the young poet. The composer noted how Rathaus's 'poetry

was inclined to be very sad'.”> He went on to ask the poet directly, 'Why is your life

68 Tchaikovsky did, however, repeat the line akh zachem? (oh why, oh why?), for emphasis, in the final stanza of No.1.
69 Rudeforth, H.: Classic CD magazine, issue 80, April 1995, p.12.

70 i.e. 11th September 1892 and 13th August 1893 new style.

71 See Complete Ed., Letter 4977. Also, see Vaidman, op. cit., p.94: 'In the letter of 26th September 1892, Rathaus sent
Tchaikovsky a few poems, four of which became the texts of [Nos.5, 6, 3 and 4]'.

72 See Letter 4762.

73 See Letter 4977.
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"sad and inseparable from foska [melancholy, anguish, depression]"?. Tchaikovsky
also asked Rathaus why, despite his considerable talent and having 'all the elements
required for a happy life', the poet still had 'a pessimistic outlook on life'. Pyotr Il'ich
seemed to feel an enormous sense of empathy with the poet. He was generous-
spirited in offering advice and support to Rathaus: in his final letter to the young poet,
the composer reasserted that he 'hastened to write a few words of comfort',”4 adding
that he 'now consider[ed] [Aim]self a happy man'. The composer's predilection for
young men in general has been documented widely.”> It is therefore no surprise that,
as early as in his second letter to Daniil Maximovich, Tchaikovsky requested that the
two men should exchange photographs.’® Rathaus sent him two photographs of
himself, which confirmed the composer's favourable impressions of the poet, and
prompted Pyotr Il'ich to remark that he was 'talented and very beautiful'.”’ Maybe the
heady mix of writing to a sensitive soul 'inclined to depression',’8 together with the
fact that Rathaus was a good-looking young man, meant that Tchaikovsky simply
could not resist him. This may have given Tchaikovsky added impetus, driving him to
compose the settings quickly.

Maybe Tchaikovsky saw a little of himself in the tragic young poet. He may
well have felt attracted to him. Both of these factors seem to have drawn Pyotr Il'ich
strongly to Rathaus, and to his poems. The combination of such pulls may well have
influenced Tchaikovsky in considering the poems truly personal expressions.

Pyotr Il'ich appears to have been very keen to work on the poems, for, having
received the batch sent on 26th September 1892,79 he produced the sketch of The sun
has set almost immediately. He made an outline of its opening melodic contour on the

Rathaus letter itself

74 See Letter 4996.

75 Holden's biography is particularly enlightening in this respect (op. cit.)

76 See Letter 4927.

77 See Letter 4977.

78 See footnote 1 of letter 4996.

79 Gosudarstvennyi Dom-Muzei P.I. Chaikovskogo (G.D.M.Ch.) [Tchaikovsky's State House-Museum], A, a4, No.3743. Also see
Vaidman, P. E., Tvorcheskii arkhiv P.I. Chaikovskogo ('The creative archive of P.I. Tchaikovsky'), Muzyka (Moscow, 1988), p.94.
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Ex. 2-2 Eskiz (sketch), 1he sun has set, 26/09/1892:

3CKH3 HA MMCHME A.M.PATT'AY3A K .M. YAKOBCKOMY.
om 26 oenmabps 1893 8.

39 [, 3agarmnocs coaume“.., op. 78]

The manuscripts of the early sketches of the Opus 73 songs are kept at the
House-Museum at Klin, while the completed autograph scores are at the Moscow
Conservatoire. In her book, The creative archive of P.I. Tchaikovsky,3° Paulina
Vaidman details the early development of the Opus 73 songs and describes in detail
the few differences that exist between the fragments, sketches and autograph scores.
This information, and that on the same subject provided by Al'shvang in his book, #./.
Chaikovskii,3! forms the basis of the following observations.

During composition of the Opus 73 set, as was his habit when writing vocal
miniatures, Tchaikovsky set out his notebook space so that he could see both the
poetic texts and the music-in-progress at once. In this way he could track the
development of themes and ideas across and between the songs in the set, in order to
facilitate 'true cyclic evolution'.82 The composer also drafted out his Opus 54 and
Opus 65 cycles in this way, creating and linking thematic strands. In order to make
these connections stand out more clearly, he would sometimes omit the piano part in
this part of the planning process.33 This method helped the composer to work quickly
and accurately: it seems that Pyotr Il'ich generally dispensed with the need for
devising schemes and plans separately and simply proceeded to write down the basic

ideas and then filled in the details to produce the final completed songs. So confident

80 Vaidman, P.E., op. cit,, pp.41, 94-95, 108. The completed autograph manuscripts for Op.# 54, 75, 60, 63, and 65 are also
housed at the Moscow Conservatoire (‘Complete Works', op. cit., general notes, p.237).
81 Al'shvang, A.A., P.1. Chaikovskii, Muzyka (Moscow, 1967), 2nd edition, pp.687-695.
82 Vaidman, P.E., op. cit., p.108.
83 /bid.
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was Pyotr II'ich of his intentions that he wrote part of the sketch for We sat together
in ink. The bulk of this manuscript is written in pencil. The first bar is missing from
this song in this sketch.

The original working of Night is different from the others in the set in that it is
supported by a fully drafted version. Originally the vocal line was written an octave
above that of the final rendering. Tchaikovsky took great care to attribute just the
right length of note to a recurring motif: the note F, which occurs in the bass line of
the piano part on the third beat of each bar throughout the song. He began by writing
these notes in minims, 'but later changed the minim to a crotchet and a crotchet-rest;
then he tried a quaver until he hit on the final solution: a crotchet tied to a quaver,
with a quaver-rest'.34 The level of precision outlined in this process is telling.

On this moonlit night has a rough sketch which starts from the first vocal
entry. The draft introduction comes at the very end. In this way, the close relationship
between the introduction and the postlude is highlighted. This pattern, emphasised by
the structure of the manuscripts, also occurs in Nos.4, 5 and 6.

There are very few corrections or changes in any of the sketches for the Opus
73 songs. Where minor changes do occur, they are usually there to make a "particular
turn of phrase more convincing®> and add to the expressivity of the works. The
melody of Again, as before, alone in the sketch is almost identical to the final
product.

A copy of the first page of original draft autograph manuscript of No.6
appears as appendix 13. The first bar shows precision in working, with the position of
last quaver beat of the bar corrected to be in line with the quavers of the left hand of
the piano part. The 3/4 time signature originally envisaged (or assumed) in the vocal
line, is altered only retrospectively to the 9/8 signature. This amendment is marked

heavily in the early score. The 'repeat bar' shorthand of the left hand part of bars 3 and

84 Al'shvang, A.A., P.I. Chaikovskii, op. cit., p.695.
85 Orlova, E., op. cit. p.142.
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4, together with the omission of the right hand parts altogether in bars 5, 7, 13 and
15, reflects the speed of composition. Distinctive appoggiatura figures are highlighted
in bars 6, 8, 14 and 16, as they follow on from these blank bars. The flow of writing
and the rapid noting down of essential thematic ideas is reminiscent of Mozart's

drafting style.836

As at the end of Chapter One, where we briefly introduced Tchaikovsky's uses

of literary codifications, we shall now turn our attention to his use of musical codes.

An introduction to Tchaikovsky's musical codes

Before looking at the detail of the Six Songs, Opus 73, we must explore some
of the ways in which Pyotr IT'ich used musical coded messages in his works. Just as he
frequently employed literary codes in his poems and letters, as has been discussed, so
he also developed musical codes within his compositions. These formulae add layers of
meaning to the music and sometimes link works together through the use of common
musical materials: thematic devices, melodic contours or harmonic progressions. The
Opus 73 songs follow in this tradition. They allude to established Tchaikovskian
codes and also employ new ones. We can recognise and validate these new codes
more easily in the light of the experience of the earlier examples. Chapter Four will
provide frequent examples of where and how the songs are enriched by association
with particular previous works, demonstrating, where appropriate, the influence of
Fate motifs. Here, however, it will suffice to outline a range of Tchaikovskian Fate
motifs and ciphers, which together strongly suggest that the composer did use musical

methods to convey otherwise hidden meanings. It can be conjectured that he did this

86 Mozart left us more than a hundred unfinished musical drafts or fragments. Erich Hertzmann reminds us that he '[used to write]
down the main melodic line'; inessential parts or staves would be left blank as 'the filling-in of the rest of the accompanying parts
would have been a more mechanical job'. Mozart used 'his own brand of short-hand' extensively. His fragments were ‘very neatly
written.' [Mozart's Creative Process', Erich Hertzmann, The creative world of Mozart, ed. Paul Henry Lang, Norton (New York,
1963), pp. 22-23]

61



deliberately and consciously. It is important to establish this trend before applying the
hypothesis to the Opus 73 set.

First we shall look at the origins of an intluential six-note figure, which
acquired its associations with Fate initially because of the simultaneous use of the

following words:

Ex. 2-3 Fate motif, Lugene Onegin (Tatiana):
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[Who are you: my angel and my keeper, or are you an insidious tempter?}

(Mediant to dominant)

This Fate motif proves seminal: later references to this contour tend to carry
with them a sense of fatalism associated with the earlier example. Later in fugene
Onegin, for example, Lensky sings a phrase with precisely the same melodic shape to
muse upon his own fate. For him the 'coming day' about which he sings in his 'farewell

aria’87 (Act 2, Scene 2) actually does witness his death. That is his fate. Here the ideas

87 Brown, D, op. cit., volume 2, p.208.
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of Fate and Death are brought together specifically, through the simultaneous

sounding of this same symbolic six-note contour:

Ex. 2-4 Onegin, Lensky's aria (Act 2, Scene 2)
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[What has the coming day in store for me?)

(Mediant to dominant)

Fate and Death are also intrinsically tied together in the 'three cards' theme of
the later opera The Queen of Spades (1890), where the same contour is linked to the

words:

You will die when a third man, driven on by despair, will strive to

tear from your heart the secret of the three cards!

Ex. 2-5 The Queen of Spades: Three cards!
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Incarnations of this fateful, recurring theme appear throughout the opera. For
example, this shape underlines the scene in which Hermann realises that the Countess
is dead. It underpins nearly the whole of the scene by the canal (Act 3, Scene 6).

The Finale of the Sixth Symphony also reeks of death, as its descending
passages reach literally towards the grave.88 It is surely no coincidence that the last
movement is based on the above contour (Ex.2-6a). The ending of this final
symphony again involves stepwise movement from the mediant note of the prevailing

scale to its dominant note (Ex.2-6b):

Ex. 2-6 (a)  Symphony No.6, Finale (opening contour derived from interplay

between violin parts).
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Ex. 2-6 (b)  Symphony No.6, Finale, in B minor (b - F# descent), 11 bars (+ anacrusis) before the
end, ‘celli., div.
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88 The conductor Temirkanov links this descending (six-note) motif with the traditional death knell sounded by church bells in
Russia at that time. When somebody died, the local church bells would ring out in a pattern going from the highest pitched note by
step to the lowest note. This was a sign of death that seems to be echoed by Tchaikovsky whenever this Fate motif occurs [Great
Composers: Tchaikovsky, BBC2, first broadcast 10 January 1998].
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This six-note Fate contour is used time and again. Brown acknowledges that
'the line of progeny fathered by the Fate contour which had first appeared in
Onegin...was constantly to resurface in [Tchaikovsky's] work'.8% It appears in the
vocal duet Scottish ballad (46/2),%0 the songs Dusk fell on the earth (47/3; e.g. bars
108-111), On golden cornfields (57/2: e.g. bars 4-5), Qu'importe que !'hiver (65/4:
e.g. bars 54-59) and Les larmes (65/5: e.g. coda, bars 47-48), as well as in the late
operas (notably The Queen of Spades), the Second Piano Concerto and the Finale of
the Sixth Symphony.®! Where the contour is associated with a text, the text invariably
speaks of a fateful situation.

Ex. 2-7 Fate contour: Scottish ballad

[Allegro agitato, ma non troppo] molto meno mosso

#f_’—@%——kb 4 1 ]
A ma- te- i chto ty o- stav-ish' svo- ei, Ed- vard?

[But what will you leave to your mother, Edward?]

Another feature assoctated with the concept of Fate in Tchaikovsky's music is
the German sixth chord. This chord has the flattened submediant as its root, above
which there is a major third, a perfect fifth and an augmented sixth. This is a highly
charged chord which cries out for resolution. It acquires a sense of fatalism in
Tchaikovsky's music, for example, in the final scene of Eugene Onegin, 'immediately
prior to the hero's very last, impassioned outburst, when he knows that Tatiana is lost

to him forever'.92 Here the German sixth occurs as the text speaks directly of Fate:

89 Brown, D., op. cit., volume 4, p.432. Despite the multiple use of such pattems in Onegin, this contour appeared earlier, in
Gounod's opera Roméo et Juliette (a favourite opera of Tchaikovsky, as David Brown reminds us). The 'fate’' motif occurs in that
work just as 'Romeo bewails the fate that has befallen his love' [Brown, D., volume 4, p.432]. Tchaikovsky himself used this
contour in the Third String Quartet of 1876, the year before Onegin.

90 See Ex. 2-7.
91 See Ex. 2-6. For all above references (excluding exadt locations of examples), see Brown, D., volume 4, op. cit., pp.432.

92 Zajaczkowski, H., Tchaikovsky's musical style, UMI Research Press (Amn Arbor, 1987), p.53 (see also Ex. 2-8).
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Ex. 2-8 Eugene Onegin, Act 3, Scene 2 (Onegin)?3
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[Disgrace! Anguish! Oh, my wretched fate!]

Henry Zajaczkowski cites numerous examples of Tchaikovsky's use of the
German sixth chord, particularly at moments of climactic outbursts in, for example,
the songs 'To forget so soon (1870) (bar 71); Both painfully and sweetly, Opus 6,
No.3 (bar 69); Thy radiant image, Opus 16, No.5 (bar 137 et seq.); The corals, Opus
28, No.2 (bars 83-4); The love of a dead man, Opus 38, No.5 (bar 79 et seq.); Dusk
fell on the earth, Opus 47, No.3 (bar 102 et seq.); and Déception, Opus 65, No.2 (bar
64 et seq.) 94 The fatalism of the German sixth in Death (Opus 57, No.5) will be
more fully examined in relation to Opus 73, No.1.95 It is important to note that the
occurrences of the German sixth chord in each of the above examples often links the
ideas of Fate with the main theme of the individual songs. For example, in 7o forget
so soon, the German sixth coincides with a repetition of the words ‘To forget so

soon', and in Both painfully and sweetly, this central phrase also recurs at the moment

93 Soloist and strings only: all other parts omitted.
94 Zajaczkowski, H., op. cit., pp.52-57.
95 See pp.179-180.
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of the sounding of the German sixth. Sometimes the concept of Death is referred to
specifically at these moments. For example, in Thy radiant image, the German sixth is
used as the text says 'Kill me!'. In The corals, this chord accompanies the words
‘Hanna is there, and she does not need (the string of corals)'. At this point; the young
woman is dead apd the gift of corals which she had awaited eagerly 'becomes a
symbol of her unhappy fate' % Such references mark out the German sixth as a
particularly fateful chord in Tchaikovsky's vocabulary. It is noteworthy that in 47/3,
Dusk fell on the earth, the German sixth chord dominates the (long) passage from bar
102 to bar 111, and, crucially, accompanies a statement of the symbolic six-note Fate
motif, the mediant-to-dominant move (F to A, by step, in D minor) in bars 108-111
(see Ex.2-9). Furthermore, this Fate motif is sung to words which prefigure, perhaps,
a similar phrase in Opus 73, No.6. The text of the earlier song, Mne grustno, kak i
prezhde (1 am sad, just as before'), is reflected in the later song: Snova, kak prezhde,
odin ('Again, as before, alone').?7 The use of two Fate motifs at once in 47/3 marks
this phrase out for special attention and underlines its symbolic importance.

Ex. 2-9 Dusk fell on the earth, bars 108-111.

ad Itbitum ~

oJ ' v L4
Mae rpycr.mo, xax H mpex _ge!
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=

i

1) (

o %
I

1 L

96 Alshvang, A /Abraham, G, ed., ap. cit.. p218. Curiously, the main themes of the Qpus 73 set are often neatly prefigured just as
German sixth chords are sounded in the earlier songs. That is, To forget so soon links the ideas of Night, Oblivion, Unhappiness in
Love, and God in the words 'in the gloomy night-time, to forget so soon, My God!’. 65/2 speaks of a ‘terrible love’. 47/3 speaks of
sadness. 38/5 speaks of communication and a ‘flame’. 6/3 speaks of pain, and, as has been noted above, 16/5 and 28/2 speak of
Death.

97 Also see appendix 11, for other variations of this phrase, as used in the Opus 73 set.
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Having looked at two of Tchaikovsky's special Fate motifs (which impact
significantly upon the Opus 73 songs), we shall now briefly explore the possibility that
he may have used musical ciphers within his work.

Musical cryptography (secret writing) has a long history which dates back at
least to the fifteenth century. The most common of all such devices was the use of
letter-names of notes to create themes from words or (more usually) names of people.
J.S. Bach famously used his own name to generate thematic materials from the notes
B (i.e. German for Bb) - A - C - H (B natural) in certain of his works. This particular
phrase was later used by such as Beethoven, Schumann, Liszt and Rimsky-Korsakov.
By the nineteenth century, it had become popular to explore and devise quite complex
codes of this sort. Schumann was the most prolific exponent of musical cryptography,
frequently using his own name or those of his wife and friends, and even places
names.”8 It was not uncommon for contemporary Russian composers to use this type
of codification too. Encryption was used by Borodin, Glazunov, Liadov, Rimsky-
Korsakov, Cui and others.?? In this context, it is not difficult to imagine that
Tchaikovsky could indeed have decided to follow this trend and design his own
musical codes intentionally. We must be careful, however, not to suggest that
Tchaikovsky definitely used such codification: nowhere in his writings is there any
indication that he experimented with ciphers in his works. There is no solid,
incontrovertible evidence to support the theory. Nevertheless, it will be important to
examine the available evidence and to review it in a balanced way.

David Brown is particularly helpful in providing examples of Tchaikovsky's
codes. In his four-volume work Tchaikovsky: a biographical and critical study,

Brown discusses various examples of the composer's codes. The author offers them

98 He even once used an extended 23-note phrase, illuminating the saying "leave what is trite, hold fast to the right: (L)- A-S - S
D-A-S F-A-D-E, F-A-S-S- D-A-S A-E-C-H-D(T)-E.

99 Glazunov, for example formed a theme from his own pet name S-A-C-H-A. Cui used his wife's maiden name (Bamberg) to
create the theme which used the notes B-A-B-E-G and literally married in his own initials C-C to create a full theme. The New
Grove Dictionary of Music and Musicians devotes five pages to the subject of cryptography, listing over forty sources in its

bibliography.
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only tentatively, stating that the 'cipher-generated motifs within.. [the] works [are] far
too inconclusive...to be included in the main text of this book; nevertheless [they are]
substantial enough to merit...supplementary note[s]'. 190 The most significant of these
codes in relation to the present study are:

(a) The Artot Contour.

In the spring of 1868, Tchaikovsky had become acquainted with the soprano,
Désirée Artdt. By the end of December that year he wrote to his brother, Modest,
saying 'l have been devating all my free time to one person [Désirée]...whom I love
very, very much' 10! They even discussed marriage at one stage. Tchaikovsky's
infatuation led him to. dedicate works to this singer.192 It is possible that concealed
subliminal references to Art6t appear within the Romance, Opus 5 (1868), the
symphonic poem Fatum (1868), the First Piano Concerto (1874-5) and the Third
Symphony (1875).

It is surely more than mere caincidence that the pattern of notes that emerges
from French and German spellings of the name Désirée Artdt correspond exactly to
the overall melodic shapes that appear in and dominate these works. That is, the name
of this singer is split into its constituent letters and correlated with a mixture of French
and Gemmrpitch nomenclatures, a six-note pitch series is produced:

Ex. 2-10 The Art6t contour

D Es) St RE E Alrtot]

e

Desfiréel Afrtot]

s s -

=

100 Brown D., op. cit., volume 1, p.197.
101 Complete Ed., volume 5: p.1435.
102 The Romance for piano, Opus 5 and the Six Songs, Opus 65.
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The symphonic poem Fatum begins with a melodic idea which directly uses

the last four notes of the Désirée theme (B-D-E-A), though here they are transposed

down a tone (A-C-D-G). The shape remains precisely the same.

Ex. 2-11 Fatum,_ opening (strings only)
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A pattern derived from the first four notes of the Artét theme (D-Eb-B-D)

gives rise to the ostinato bass-line of the second section of the same work. Again the

pattern is obscured by transposition, the re-ordering and the inversion of notes. This

latter pattern feeds the main A flat theme that follows. One can quite understand

Brown's reservations about this particularly convoluted example. The First Piano

Concerto, however, makes more straightforward use of the Artdt contour. Here the

opening passage prefigures the beginning of the second subject: it is the harmonic

progression which unites the two sections in this case. This subliminal linkage serves

further to highlight the importance of this otherwise rather obscure second subject

group, drawing our attention now to a theme which starts, uncannily, on the unysual

notes of Artot's initials: D flat - A natural (Dés. A.). Note too, how this bar, the first

of the section, is also closely related to the Désirée theme itself:
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Ex. 2-12 First Piano Concerto (Artdt contour)103

A ‘Dtis[irée] Alrtot]

) _[Allgrdgn spirito} Poco meno, mosso

l § ! ] } 1—\‘7‘[

David Brown goes on to note that the 'imperious horn phrase that opens the
First Piano Concerto {is] punctuated by the same chords which later support the
twice-heard Art6t contour of the second subject',104 and that this strang tune is itself
a transposition of an encrypted version of Tchaikovsky's own name:

Ex. 2-13 First Piano Concerto (‘'Tchaikovsky')!03

Al

— \
%r]g {t) ElrTsIC H A [ikowsky)

Brown asks whether Tchaikovsky intertwined the two personal signature codes

precisely to symbolise the couple's mutual infatuation.

(b)  The Tchaikovsky signature.

In addition to using the notes of his own name in encrypted form as
demonstrated above, Tchaikovsky also did so in the First Piano Concerto, the Third
Symphony,106 the Suite No.1, and the Six Songs, Opus 73. The significance of this

personal signature in the Opus 73 songs will be discussed in Chapters Four and Five.

103 Taken from Brown, D., op. cit., volume {1, p.199.
104 Brown, D., op. cit., volume 1, p.200.

1045 fbid.

106 See Brown, D., op. cit. volume Z, p.23.
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(c) Encrypted names and places (other).

It is possible that the concluding notes of Tchaikovsky's funereal Third
Quartet (1876), marked quasi andante, serve to bid sad farewell to his recently dead
friend, the violinist Ferdinand Laub. Laub's name happens to appear, again in
transposed form, in the last four notes of the 'cello part:

Ex. 2-14 Third Quartet (ending)197

Quasi andante
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F - Er - Din - A[nd Laub)

F-Er-Din-A[ndLaub] = F-E-D-A, becomes (transposed): G#-F-Eb-Bb.108

This pattern can be said to provide us with a precedent for the simultaneous
marriage of the two ideas: Name-encryption and Death. We shall return to this
concept in relation to our songs in Chapters Four and Five.

Tchaikovsky wrote his First Suite in 1878-9. It is dedicated to his patroness,
Nadezhda von Meck. Brown tentatively proposes that it contains a network of
encrypted ciphers which involve the spelling out of words such as Nadezhda
Filaretovna, milyi drug (dear friend), Kamenka, Verbovka, Brailov, Sacha, Lev,
Anatole, Modest, and Tchaikovsky.109 All of these names of people and places are of

special importance to the composer. All are relevant to his life at the time of writing

107 Taken from Brown, D., op. cit., volume 2, p.66.

108 Brown, D., op. cit. volume 2, p.66.

109 Brown, D., op. cit. volume 3, pp.62 and 63. Here the Tchaikovsky signature appears as Eb-C-B-A, where the Eb appears out of
the tS-C-H-A[aikovsky] spelling of the composer's sumame only. This contrasts with the 'E natural - C-H-A' formula derived from a
combination of his first and last names, as used, for example, in the First Piano Concerto (see Ex. 2-13).
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this music. Brown points to the alleged existence of such words and patterns. |
contend that it is unlikely that so many words of such importance to the composer
would be identifiable if they had not been planned for deliberately, though others are
rightly sceptical. 110

Tchaikovsky wrote his Second Suite in 1883. Similarly, this suite seems to
spell out the names of those close to the composer. It is dedicated to his sister-in-law
Praskoviia Tchaikovsky. Pyotr Il'ich was staying with her and his brother Anatolii
during the composition of this work. The names that seem to appear in this work are
those of Praskov'ia, Anatolii and their newly born daughter, Tania.!l! However, these
names emerge only when analysed using a new method of encryption, ane commonly
employed by Ravel and Debussy, for example. This method involves assigning each

note of the musical scale with a set letters of the full alphabet, as follows:

Ex. 2-15 Second Suite encryption model
) [
" N -
i — 1 —
; T
A B C D E F G
H I J K L M N
O P Q R S T U
V W X Y Z

Again, Brown offers persuasive evidence of such encryption, whilst modestly
playing down its significance almost to the point of suggesting that all of these
examples occur purely out of coincidence. According to the musicalogist John
Warrack, Professor Brown is now even less convinced by his earlier encryption
theories. He told the present author that he successfully used Brown's code systems to
spell out the letters 'D-A-V-I-D B-R-O-W-N' to a melody by Tchaikovsky. In doing
this, he suggested that the system could be applied to practically any situation, context

or name, and therefore was not valid. I cautiously tend towards the theory that the

110 Also see pp.29, 68 and 183.
111 The German transliterations 'Praskowja’, 'Anatol’, and Tanja' seem to produce the interlocking contours of this Suite (see
Brown, D., op. cit., volume 3, p.242).
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weight of evidence of codification in the work of Tchaikovsky takes us beyond mere
coincidence. There is scope for future study specifically in this area. The suggestion
that cryptology impinged on several of his works will help to reinforce the evidence in
this area that will later be provided by the Six Songs, Opus 73.

Now that the Opus 73 songs and the notion of encryption have been

introduced formally, we shall study the detail of the poetic texts themselves.
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CHAPTER 3

A critical analysis of the Rathaus texts

On close examination of the texts of the Rathaus poems, as selected and grouped
by Tchaikovsky himself, many subtle details emerge, particularly regarding the
construction of the thematic materials. Sub-themes become identifiable and the inherent
layers of meaning that link one poem to another: they become vitally important to the
structural interpretation of the texts within the set as a whole.

In order to facilitate analysis of these texts, it will be useful to present them both

in the original Russian and in English translation:-!

Opus 73, No.1

Msi cunieny ¢ ToOOH y 3acHYBIIEH pEKH.

C Tuxoii mecHeil NPOIJIbUIM IOMOI pbIOaKH.
ConHiia Jiyy 30JI0TO# 32 peKoOH Joropai,

U 1ebe g Torma HUYEro He CKazal.

3arpeMesio BOainH, HaJIBUTaach rpo3a.

[To pecHuIlaM TBOUM IMOKAaTWJIACh Clie3a.

U c 6e3ymMHbIM phiiaHbeM K Tebe s mpumal,
U tebe HHyero, HUYEro He cKasa.

U teneps B 3TH OHH, 9 KaK IpeXIe OIUH,

VX He Xy HUYEro OT IPsAAyLUUX TONUHb.

B cepaile XU3HEHHBIN 3BYK yX JaBHO OT3BYy4al...
Ax 3ayeM s Tebe HUYEro He ckaszan!

1 Poem titles are used here only where they occur in the Rathaus poems, as published in his Complete edition, op. cit. (for page
references, see chapter two, footnote 54). Tchaikovsky's Polnoe sobranie sochinenii (Complete edition of works'), Gosudarstvennoe
Muzykal'noe Izdatel'stvo, 62 vols (Moscow/Leningrad, 1940-71) incorrectly describes Nos.2 and 3 as untitled in the original Rathaus
versions.
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We sat together beside the sleeping river.

With soft singing, the fishermen had drifted homeward.
The sun's rays of gold were burning down beyond the river,
And at that time I said nothing to you.

There was a distant rumble of thunder...A storm was building up ...
A tear appeared on your eyelashes.
I sank towards you sobbing madly,
And nothing, nothing did I say to you.

And now today, I am alone again, as before.
I expect nothing from future years.

In my heart the sounds of life have long since been echoing away...
Oh why did I say nothing to you?!

Opus 73, No.2

Houp

MepkHer cnabblii cBeT CBeuH,
Bpomut Mpak yHBUIBIH,

H Tocka cxumaer rpyap

C HEnoHATHOU CUJIOIA.

Ha neyannsie rnasa

THX0 COH HHCXOIMT,

H ¢ npomenmmm B 9TOT MHUT
Peup nyiia 3aBomuT.

Hcromunacga oHa
l'opecTbio myOOKO}A...
[TosBuCh Xe, XOTh BO CHE,
O, moii apyr nanékuit!
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Night

The dim light of the candle fades away,
Depressing darkness seeps all around...
And anguish grips my heart
With inconceivable power...

On my sad eyes

Gently sleep descends...

And at that moment, my heart

Strikes up a conversation with the past.

My spirit is worn down

With deeper anguish.

Appear then, my distant friend,
If only in a dream!

Opus 73, No.3

B smy aynuywo Hous

B 3Ty JyHHYI0 HOYb, B 9Ty AWBHYIO HOUb,

B stor Mur GnaromaTHselil CBUAaHb,

O, moii apyr! 9 He B cWiax JiloOBU MPEBO3MOYb,
Ynepxarb S He B CHJIaX MPU3HAHbBA.

B cepebe uyTh KOJBILIETCS O3€pa IJiajb,
HaxkJsioHsch, 3allleNTAINCS HBHI...

Ho GeccuibHbl cioBa! - Kak TebGe nepeaarsb
HcToMiI€HHOro cepaiia nOphIBbI?

Houb He Xnér, HOUb JIETUT. 3aKaTHiIach JIyHa,
3aaneno B TAMHCTBEHHOHN NAJIH...

Hoporas! mpocTy, - CHOBa XH3HHU BOJIHA
Ham Hecér meHb TOCKH U MEYaTU.
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On this moonlit night

On this moonlit night, on this wonderful night,

In this rich moment of our meeting,

Oh, my friend, I cannot overcome the powers of love,
I cannot suppress the urge to confess!

In the silvery glow there is hardly a tremor on the lake's smooth surface...
The willows bow down and whisper amongst themselves...

But words are powerless! How can I tell you

The transports of my exhausted heart?

The night does not wait, the night flies by...The moon has gone down...
In the mysterious distance the sky has begun to redden...

My dear, forgive me! Again the [incoming] wave of life

Brings us [another] day of longing and of sadness!

Opus 73, No.4

3aKaTunoch COMHIIE, 3aurpajd Kpacku
Jlerkoii mo3onoToii B cuHeBe Hebec...

B 06adHbM HOYM CITAIOCTPACTHOM JIACKU
Tuxo 4TO-TO HIEMYET 3aApeMaBUINi JIEC...

H B ayiie TpeBOXHOH YMOJIKalOT MYKH

W ppiuats Beeil Ipyabio B 3Ty HOYD JIETKO...
Houn nuBHOI TE€HU, HOYH AUBHOH 3BYKU
Hac ¢ To6oit yHOCAT, ApYr MO, HaleKo.

Bcs oObsTa HEroi 3TOl HOYM CTPAcTHOM,

Thl KO MHE CKJIOHWIACh Ha IUI€YO [JIABOH...

51 6e3yMHO CYaCT/IMB, O MO JPYT IIPEKPACHBIH,
BecKOHEeYHO CYaCTIIUB B 9Ty HOYb ¢ TOOOI!

The sun has set, the colours have started to play,
Gently gilding the blue of the sky...

In the charm of the night's voluptuous caresses
Quietly the dozing forest whispers something...
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The pangs of torment are dying down in my troubled soul.

On such a night it is easy to breathe the night air deeply...

The shades of the wondrous night, the sounds of the wondrous night
Bear you and me away, my friend, far away.

Full of the voluptuous delight of this passionate night,
You lean towards me with your head on my shoulder...
I am mindlessly happy, oh, my dear friend,

Eternally happy this night with you!

Opus 73, No.5

Cpeny MpauHbIX AHe#, mod rHéroM 6Gen,
W3 Mrsibl TYMaHHOH MpPOLJIBIX JIET,
Kak orbreck pamocTHBIX jiyueit,

MHe cBeTUT B30p TBOMX OYEH.

Iox obasiHbeM CBET/IBIX CHOB
MHe MHHUTCH, - 1 C TOOOW BHOBb,
Ilpu cBere AH4, B HOYHOH THIIH,
Jlentocy BocTOpraMy AyLLH.

S1 BHOBBb ¢ TOOOI! Mos meyanp
YMmuanace B MacMypHyIo Aallb,

Y cTpacTHO BHOBb XOUYy S XMTb, -
Toboii gpiarh, TeOs MOOUTH!

In sombre days, beneath the weight of misfortune,
Out of the misty haze of years gone by,

Like a reflection of joyous rays,

The look in your eyes shines on me.

Charmed by these sweet dreams

I imagine that [ am with you again,

In the light of day, in the quiet of night,
I share with you the rapture of our souls.

[ am with you once more! My sadness

Has whirled away into the gloomy distance...
And once more I passionately want to live,
To breathe you in, to love you!
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Opus 73, No.6

CHoBa, KaK npexpe, OfUH,
CHoBa 00BAT 5 TOCKOHA.
CMmorpurcs TOnonb B OKHO,
Bechb o3ap€nHbIil TyHOM.

CMoTpuTcs TOMOJMb B OKHO,
IHen4yr 0 4€M-TO JTUCTHI.
B 3Be3pgax ropar Hebeca...
I'me Tenepp, Munad, Tei?

Bcé, uTo TBOpUTCS CO MHOM,
51 nepenatb He Gepych...
Hpyr! nomonuce 3a MeHs,

51 3a Tebs yX MOJTIOCH.

Again, as before, alone,

Again I am seized with anguish...

The poplar tree looks in through the window,
All lit up by the moon...

The poplar tree looks in through the window,
The leaves whisper something.

The heavens burn in the stars ...

Where are you, dear one, now?

I cannot begin to impart to you
All that is happening to me...
Friend, pray for me,

I am already praying for you!..

Broadly speaking, each poem has its own particular character or story-line, which may be

paraphrased as follows:

No.l This poem, though divided into three verses, describes two different scenes,

which take place at different times. The first scene presents two people sitting beside a
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river. The poet finds it impossible to express feelings of love to the other person. An
ensuing storm sympathizes with their turbulent emotional states by way of pathetic
fallacy. Still the poet fails to speak. The second scene takes place at a much later date and
features the poet alone, remorsefully regretting the failure of the relationship and the
frustration at not having been able to communicate properly at the time. Now it is too
late.

Thus the main themes are (i) regret at love lost; (ii) failure in love; and (iii) lack of
communication.

No.2 This poem too tells of a failed relationship and depressed solitude. The grief-
stricken protagonist (a woman) can attain a semblance of happiness only by imagining her
distant beloved during grasped moments of sleep.

No.3 Again a long night passes and the poet has found it impossible to find the words
to express deep feelings of love. Again the relationship described is one which is doomed
to failure; nothing beyond longing and sadness is foreseen. The impossibility of
communication is again emphasised.

No.4 This poem tells, unusually, of a successful passionate nocturnal encounter.

No.5 This text once again describes a former lover actively and vividly recalled by the
poet in order to dispel present gloom and sadness. The beloved is once more separated by
time.

No.6 This poem (like Nos.1, 2, 3 and 5) represents to us a lonely, desperate and
anguish-ridden protagonist, who has failed in love. This time the desperation is so great

that only God can help. The text reaches its climax at the words, '...pray for me!..’

There are obvious connections between these poems simply in terms of the

consistency with which their main themes recur. Each gives its own particular viewpoint,
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or variant, of the overriding theme of desperation in solitude, as a result of a failed
relationship, though No.4 stands out as an exception to this.

On this elementary level of poetic analysis, the reader may be deluded into
accepting these poems as '...simply schemed verses, [with] descriptions based on stock
imagery but [which are] prettily picturesque, and [contain] feelings [which are]
uncomplicated and familiar...".2 This is how David Brown, the eminent biographer of
Tchaikovsky, describes these Rathaus texts. Nothing could be further from the truth.
Analysis of the original poems will reveal a startlingly original, innovative and highly
varied use of metrical patterns. The imagery will be shown to exist on several levels of
meaning, and the feelings described within the texts to be highly-charged, intensely
human and deeply powerful. It stands greatly to Tchaikovsky's credit that he was able to
identify and appreciate these remarkable qualities in the work of a young, unknown
poet.

In order to examine these verses constructively and appropriately, it will be useful
to start from a broad base and then focus in on the texts in an ever more detailed way.
We will pay great attention to the particularities of the original poems in order to assess
their qualities.

It is also important to notice any formal or textual links between the different
poems. Areas of commonality directly highlight specific issues or themes which are made
particularly important precisely because of their repeated appearances. Conversely, those
elements which give each poem its own individuality and uniqueness must be clearly
determined. Thus the following analysis aims to define the nature of the set of poems,

both in terms of overall form, structure, style and content and also in terms of the minute

2 Brown, D, op. cit., volume 4, p.463.

82



details, linkages and special features which go to the very heart of the poems. These
linkages connect text with text, contributing to the overall effect of a poetic set or cycle.

In broad terms, this set contains six poems, all of which contain three four-line
stanzas. Although they all share an external tripartite structure, they show great diversity
of metrical patterns both within individual poems and between the different poems of the
set. The metrical devices which Rathaus employed display skill and understanding of the
workings of quite complex metrical designs and were typically a product of the very late
nineteenth century in style. Certainly Pushkin would not have ventured into the realms of
some of the following metres.

No.1 is written in anapaestic tetrameters. That is, it flows in a ternary form which
has stresses on the third beat or syllable of each set (/) and which operates four

such patterns per line:-

<o) -] --/ -] AN4

My si- de- i sto- boi wu za- snuv- shei re- ki
Weak - weak-  strong  Weak-  weak-  stong  Weak- weak-  stong  Weak-  weak-  strong
Dit dit da Dit dit da Dit- dit- da Dit- dit- da

1 2 3 4

These lines appear consistently throughout the poem in a series of six rhyming couplets.
Total metrical homogeneity is achieved by the use of masculine (one-stressed-syllable
terminations) throughout.

No.2, however, works on a system of alternating rhythmic structures, alternating

trochaic tetrameters with trochaic trimeters throughout. Trochees operate in binary
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meter, consisting of only two syllables, with the first one stressed (Da-dit; / - ). These

duplet patterns therefore occur in alternating groups of four per line and three per line:

/-1-/-/1 T4
/- 1/-1- T3

Merk- niet  sla- byi  svet sve- chi T4
Strong-weak Strong-weak Strong-weak Strong (-)
1 2 3 4

Bro- dit mrak u- ny-  lyi T3
Strong-weak Strong-weak Strong-weak
1 2 3

Note that all of the tetrameters are truncated through masculine termination, whereas the
trimeters are not (the tetrameters are also unrhymed). This creates a pause after each
odd-numbered line; the effect is very much like a long (seven-foot) trochaic line with a
strong caesura. Tchaikovsky will alternately observe and disguise, or override, this pause
in his song.

No.3 alternates anapaestic tetrameters with anapaestic trimeters throughout, thus:

-/ </ --] --/ AN4

cef aaf - - AN3
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Vet- ulunn- u- iu noch’, vet- u di- vhu- iu noch’ AN4

Weak-weak-Strong ~ weak- weak- Strong,  weak- weak- Strong weak- weak- Strong
1 2 3 4
Vet- ot mig bla- go- dat- nyi svi- da- n'ia AN3
Weak- weak- Strong weak- weak- Strong weak- weak Strong weak
1 2 3

As in No.2, the odd-numbered tetrameter lines have sharp masculine endings, while the
trimeter lines do not. Here the sense of pausing is not as strong as in No.2, because there
are no instances of two stresses coming successively, which does occur when a truncated
trochee is followed by another trochee. Beyond that, the odd-numbered lines in this poem
do rhyme in each stanza, creating a strong sense of quatrain structure.

No.4 offers yet further variety by introducing trochaic hexameters throughout the
poem. This most unusual metre is sometimes found in folk-poetry, and is also that of the
text which accompanies the well-known dance melody, called Komarinskii muzhik.3 It
may be fair, then, to say that this form has particularly musical associations, its
consistency, flow and regularity contributing to the musicality of its phrase structures. It
is no surprise that this was the first text by Rathaus that Tchaikovsky was drawn to. The

metre of No.4 flows as follows:

3 Unbegaun, B.O., Russian versification, Clarendon Press (Oxford, 1966), p.35.
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[~ /et [-/-]-
[T6]
[~ f=]- J-1-]

The line is a very long one and, like its binary alternative, the iambic hexameter
(Alexandrines when used in couplets), it tends to observe a fairly strong casura after the

sixth syllable (third foot). The effect of this is that the lines tend to run as follows:

Da dit, da  dit, da  dit [PAUSE] da dit, da dit, da dit

Strong-weak, Strong-weak Strong-weak [PAUSE] Strong-weak Strong-weak Strong-weak

No.5 is again metrically different. Here Rathaus has turned to the most famous line
in all Russian poetry, the iambic tetrameter. lambs are binary by nature, consisting of two
syllables, with the stress on the second. The iambic tetrameter was immortalised by
Pushkin, who used it for half his entire output and the whole of Eugene Onegin. Rathaus,
however, ensures that his tetrameters are quite unPushkinian, by writing a succession of
six couplets and by using exclusively masculine rhymes. These give the line endings

unusual energy and impact. The rhythmic pulse goes as follows:
-/ -1 -1 -]

14
<)== -]
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Sred’  mra- chnykhdnei pod gnio- tom  bed 14

weak- Strong weak- Strong weak- Strong weak- Strong

No.6, as one might expect by now, explores yet new metrical patterns within the set
by introducing the dactylic trimeter (or three-foot line) sharply truncated by a masculine
ending to each line. This is unusual and sounds rather abrupt because each line ends in a

stressed syllable. The trimeter is maintained throughout, thus:

[-- == ]
D3
[-- -]
Sno- va, kak  pre-  zhde, odin, D3
Strong- weak- weak Strong-  weak- weak Strong

Nos. 1 and 6 (together with No.5) are connected by the common use of masculine
endings throughout. This is another way in which these texts are firmly bound together.

In all other poems, masculine/ feminine or feminine/ masculine rhymes alternate.
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The metrical schemes of the six poems may be summarised as follows:

No.1 Anapaestic Trimeter (AN3)

No.2 Trochaic Tetrameter/ Trimeter (T4/T3)

No.3 Anapaestic Tetrameter/ Trimeter (AN4/AN3)
No.4 Trochaic Hexameter (T6)

No.5 Tambic Tetrameter (14)

No.6 Dactylic Trimeter (D3)

It is important to note that the poems used in the Opus 73 songs are largely based
around the use of triple metres: No.1 is anapaestic ( - - / ); Nos.2 and 3 have alternating
tetrameters and trimeters; the hexameters (6-beat patterns) of No.4 are easily sub-
divisible into groups of three syllables or beats; and No.6 is based on a simple dactylic
trimeter. This rather unusual, lilting rhythmic background is paralleled in the resulting

musical settings, emerging through the time signatures as:-

No.1 12/8

No.2 3/2

No.3 9/8

No.4 3/4

No.5 4/4

No.6 9/8 in the vocal part, throughout the song, but 3/4 in the piano

accompaniment, throughout.

Tchaikovsky even takes the opportunity to set No.l (We sat together) in
compound time (12/8), which has a strong triplet quaver feel, despite its four-beat pulse.

It seems that only No.5 (Mid sombre days) resists the lure of a strong triple metre.
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In terms of pure poetry, then, this set of verses can be viewed as rhythmically and
metrically varied, musical, and technically quite innovative, particularly in terms of the
rhythmic alternations within certain of the poems. Again with the exception of No.5, the
strong 3-pulse feel gives a sense of unity to the otherwise fairly disparate metrical
elements.

Not only are the metrical structures of the poems diverse and innovative, but so
too are the rhyming structures. Again, Rathaus's rather subliminal techniques have great
bearing upon the resulting texts.

No.1 uses the rhyme scheme aabb, throughout. It will be noted therefore that all
the rhymes are in fact masculine, employing masculine (that is, stressed) endings to each
and every line of the poem. The text involves much use of assonance,? and also achieves
formal balance through the use of the refrain "...I did not say anything...", which shows a
greater sense of intensity on each repetition.

No.2 counterbalances its use of alternating trochaic tetrameters and trimeters. The
odd and even lines are sharply differentiated, the former consisting of eight syllables, the
latter of five. This difference is accentuated by the rhyme scheme aBcB which ensures
that no odd-numbered line feels anything like an even-numbered one.’

No.3 employs yet a different form of rhyme scheme, favouring the pattern aBaB.
Again this natural symmetry adds to the musicality of the piece. The regularity of the
simple alternating masculine and feminine rhymes, which do not go beyond the two basic

rhyming sounds in each verse, can be said to temper or regulate the otherwise rather

radical alternation between anapaestic tetrameters and trimeters.

4 For example, in verse 1, note the strength gained by the positioning of recurring vowel sounds, ¢.g. 'i' sounds in sideli, reki, tikhoi,
rybaki, the 'oo' sounds in u, zasnuvshei, luch, and the 'oi’ sounds in toboi, tikhoi, domoi, zolotoi, rekoi, etc.
5 Capital letters here denote feminine terminations, consisting of a stressed syllable followed by an unstressed one.
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No.4 reverses this rhyme scheme, preferring the sequence AbAb, again, a regular
feminine-masculine alternation. By dint of this subtle reversal, the rhyme scheme of this
poem is again different from those of any of the preceding texts.

No.5, however, reverts to the scheme of No.1, operating with a fully masculine
aabb format, though of course in a different metre. But there is an important difference.
No.l is affected by the repetition in each stanza of the word ckasan (skazal), which
makes the full rhyme scheme 'aabb, ccbb, ddbb', whereas No.5 runs through with different
rhymes 'aabb, ccdd, eeff.

No.6 again employs a new rhyme scheme, following the pattern abcb. This
scheme, again stock full of masculine-only endings, interestingly has much in common
with the aBcB scheme of No.2. Other areas of linkage between Nos.2 and 6 will be

discussed later.

The basic stanzaic rhyme schemes of the six poems are therefore as follows:

No.1 aabb
No.2 aBcB
No.3 aBaB
No.4 AbAb
No.5 aabb
No.6 abcb

In summary, then, although there seems to be an especially close link connecting
the rhyme schemes of Nos.1 and 5, Nos.2 and 6, and Nos.3 and 4, all the rhyme schemes
are in fact different from one another. This neatly parallels the use of distinctly different

rhythmic metres in each poem, consequently adding to the variety of the set.
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Still on the level of general observations and technical devices, it is interesting to
note that the poems contain surprisingly few incidences of gender-specific terminology.
Although the Russian language is heavily geared towards identifying the genders of
speakers and subjects through consistent use of telling pronouns, verb endings, adjectival
endings and so on, it is quite unusual that Rathaus has managed to write quite so many
poems in this set without defining the sex of both of the central characters. No.1 clearly
defines the poet/speaker as male but avoids gender-specific reference to the beloved, who
theoretically could be either male or female. No.2 defines the speaker as specifically
female, whilst No.3 defines only the object of the love: the speaker is either male or
female but the beloved is, this time, female. No.4 and No.6 are specifically male-to-female
poems, but No.5 is completely non-gender-specific.

This finding is potentially important and may well have held direct personal appeal
for Tchaikovsky. It way well have been ideal for the composer to work with a set of
poems which, by and large, did not preclude the possibility of writing settings for both
male and female singers. Only three of Tchaikovsky's songs have instructions regarding
the use of a particular voice: Opus 60, No.3 (If only you knew) is labelled 'for tenor’,
though Tchaikovsky took care to indicate that downward transposition by a semitone or
a tone would make it suitable for a baritone; Opus 60, No.11 (Heroism) is 'a monologue
for baritone'; and Opus 63, No.6 (Serenade) is specifically for tenor voice. The remaining
hundred songs are unlabelled and can be sung by anyone (for example, 'contralto (or
baritone) with piano accompaniment'.6 The universality of meaning projected by the
resulting songs can be said to transcend the sexes. Today, it is just as effective to listen to

interpretations of the songs performed now by male and now by female singers.

6 Certain arrangements of Tchaikovsky's songs lay out this flexibility (e.g. the Forberg/P. Jurgenson version).
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This matter, on the other hand, may well have been an even more important issue
for Tchaikovsky than at first appears, because of his undoubted homosexuality. A truly
personal, heartfelt expression of love, for him, would surely have had to entail a male-to-
male declaration. He would surely not have wished to preclude such a possibility. A third
of the songs in the set could conceivably be sung by one man to another man (Nos.1 and
5). One song could conceivably be sung by one woman to another (No.3), but Nos. 4 and
6 are unequivocally heterosexual. Without overstating the case, these songs may have
been deeply personal and meaningful to Pyotr Il'ich precisely because he could really
express himself through these poems - his own fears, doubts, passions and feelings of
success and failure in love - through a universal, seemingly heterosexual set of poems.

Closer examination of the texts, both individually and as a set, is now necessary.
We shall reveal further, less immediately obvious, themes by linking text with text.

All the poems concern failed relationships (except No.4, as noted earlier). All the
poems mention or unfold their dramas by night (however No.5 does not specifically
adhere to the night theme, as its action unfolds by day and by night, continuously).

All the poems specifically refer to 'shades of colour', a 'special kind of light', as

exemplified in the following quotations:

No.1 Verse 1, line 3: 'The sun's rays of gold were burning down beyond the river'
No.2 Verse 1, line 1: 'The dim light of the candle fades away...depressing darkness

seeps all around...'
No.3 Verse 1, line 1: 'On this moonlit night, on this wonderful night...'

Verse 2, line 1: 'In the silvery glow there is hardly a tremor on the lake's

smooth surface...'

Verse 3, line 3: 'In the mysterious distance the sky has begun to redden...'
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No.4 Verse 1, lines 1 and 2: 'The sun has set, the colours have started to play,
Gently gilding the blue of the sky...'

No.5 Verse 1, lines 2-4: 'Out of the misty haze of years gone by, Like a reflection
of joyous rays, The look in your eyes shines to me.'

No.6 Line 2:  _.all lit up by the moon'

Line 4: 'The heavens burn in the stars...'

This fascination with changing and mysterious colours, particularly those associated with
dusk or natural phenomena, show a certain affinity with the work of French, Russian and
other Symbolist poets.” Subtle hues also feature in many of Tchaikovsky's earlier songs.8

The use of such visual symbolism 'corresponds’ effectively with the use of aural
symbolism throughout the set. That is, where the poet Baudelaire explored the linking of
ideas and feelings across the different senses in poems such as Correspondances,® so
subtle linkages between the senses exist within the Rathaus set. References to compelling
and unusual, almost visible, forms, as described above, mingle with equally mysterious
and compelling references to sounds:- No.1 lulls us with the romantic imagery and
evocative ambience created by the 'soft singing' of the fishermen, as they drift on by. We
are invited actually to 'hear' the sounds of the thunderstorm in verse two, as well the
violent 'sobbing' of the protagonist. By verse three, however, the all-important 'sounds of
life have long since ... echo[ed] away' and all that is left is despair.

No.3 also has the power to excite the aural imagination of the reader (including

Tchaikovsky). It talks of willow trees as they 'whisper amongst themselves'. This almost

7 Baudelaire, Rimbaud and Verlaine, for example, often wrote about dusk and dawn: times of half-light (crépuscule...).

8 See appendix 8.

9 Charles Baudelaire, Correspondances: In this poem, which ‘stands at the beginning of the poetic movement known as
Symbolisme...Baudelaire establishes two main correspondances or relationships. First, everything on the earth is a symbol of some
spiritual reality; nothing is completely material, everything contains some spirit. Secondly, inasmuch as everything is representative, in its
way, of the spiritual essence of the universe, all things are related to each other: scents, colours, sounds - all possess equivalents. This
theory is known as synaesthesia...' (Parmée, D., Twelve French Poets 1820-1900, Longman (Cambridge, 1957), p.317).
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anthropomorphic image is carried forward into No.4, where 'Quietly the dozing forest
whispers something'. It appears yet again, in its third incarnation in No.6 where 'leaves
whisper about something'. This threefold repetition produces a significant linking effect
uniting each of the three texts at these points.

One of the important, and frequently overlooked, dramatic elements of music is
that of silence. The aural theme in the poems is continued by repeated reference to
silence (which in turn is a part of one of the dominating themes of the set, that of lack of
communication): No.l is punctuated by a refrain, which appears prominently at the end
of each of the verses in turn and points at the problems encountered by silence and lack of
communication: 'And nothing, nothing did I say to you'. This theme also links in very
strongly with the theme of regrer. No.3 again tells of lack of communication and
ultimately silence: 'But words are powerless'. No.5 talks of 'quiet...nights', thus forming
an interpretative link with the night described in No.2. No.6 yet again reiterates the
message of the theme of lack of communication, through the line '1 simply cannot
communicate to you exactly what is happening to me' (the penultimate line).

The very clear presence of a range of different sub-themes adds to the interest of
the collection of poems and also can be said to enhance the depth and quality of the set.
Many of these sub-themes are actually extremely well integrated into the set as a whole,
often overlapping or linking overtly with other themes.

The theme of failed relationships obviously connects overtly with the theme of
lack of communication. The theme of night links intrinsically and beautifully with many
aspects of the theme of colour/shades of darkness and light described above, but also

with the other sub-themes, including those of time; nature (and nature in sympathy with
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man, through use of pathetic fallacy); and distance. References to night-time in the Opus
73 songs are frequent and overt, as in many of Tchaikovsky's songs.!?

Time is a very important element in the poems as it impinges significantly upon
each of the texts in turn. The long evening and night described in the first part of No.1 are
a world away from the commentary of the poet of several years later in the final part of
the poem. Time has passed (in abundance) and much has changed for the poet. Even the
future looks bleak. As we shall see, the issue of the representation of the passing of time
was one to which Tchaikovsky was to pay great attention in the setting of this particular
text. No.2 portrays a long night and time passing slowly. By contrast, the night-time
seems to pass very quickly in No.3, but this is followed by eternal regret. As for No.4, it
can be said that the bliss described, though 'eternal’, may actually stand almost outside
time, as the poet, for once, really lives for the present. Nos.5 and 6 return to the theme of
eternal regret. This idea of eternity is one to which we will return.

The theme of time connects naturally with another sub-theme, that of distance.
The physical proximity of the poet and the beloved often seems to contrast with the
spiritual distance between them. For example, in No.1 the couple sit together beside the
river. Even though they are physically together, emotionally they are very distant from
one another. Years later, they are physically and spiritually apart. In No.2, the poet can
manage to relive the former closeness of a relationship only in sleep. Physical proximity
can only be imagined. No.3 tells of emotional distance between potential lovers despite
opportunities for physical closeness. Untypically, No.4 successfully marries physical and
spiritual union, whilst No.5 explores a new angle on the theme of togetherness, which
again is made possible only through imagined experiences and past memories of love.

No.6 introduces a more cosmic, religious sense of distance. The poet seems distanced

10 See chapter 2, page 45, and footnote 28. Also see appendix 8.
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from everyone and everything except 'anguish', and seems even to be distanced from
himself. 'The heavens burn in the stars', way up high in the distance looking down. The
rather unusual word order contained within this imagery makes it perhaps more profound
than it may otherwise have been. In any case this passage helps to concentrate the
reader's attention on the ever-widening focus and range of this verse, which starts by
describing a person 'seized with anguish', goes on gradually upwards to involve a poplar
tree, only to broaden out or widen the angle of the lens even further to encompass the
stars, finally calling on God to bridge the distance between the poet, life and love.

The way in which Tchaikovsky interpreted this important distance theme will be
examined in detail later. Suffice it to say that there is evidence that a distance motif exists
within the songs and is repeatedly, aptly and subtly employed at critical moments, backed
up at those times by textual and symbolic gestures and devices.

In each poem, we are conscious of nature in the background. It sometimes even
colludes with the protagonists by way of the pathetic fallacy. No.1 presents a picture of a
river and later a storm, each contributing its own character to the atmosphere of the
poem: the river has a somewhat calming effect on the protagonists, whilst the storm later
mirrors their changed temperaments. The candle-light of No.2 is deeply symbolic on a
number of levels. Once more it represents a natural phenomenon - the element of fire.
This special light is closely associated with night-time. A candle's flame is at once
powerful, providing hope and light, and frail: easily extinguishable (as the 'flickering'
described in the poetry reminds us). In this sense, the candle mirrors human vulnerability
and human nature itself. In No.3 moonlight conspires to create a romantic scene, but not
even the moon, nor the lake nor the willows of the second stanza can actually participate
in changing fate. Again, then, nature seems to take on the role of sympathetic observer.

In No.4, however, the sights and sounds of 'wondrous' nature 'bear [the lovers] away
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together, ... far away!' This time the onset of evening and the 'whispering forests' have
woven their magic. (The whispering of the willows in No.3; of the forest in No.4; and
then of the leaves in No.6 has been discussed already).

All the themes and preoccupations described are important. Passion (which is all-
pervading); failed relationships; colours or special shades of light and darkness; sights and
sounds; silence and lack of communication; night; time; nature; and distance - all of these
guide the reader into a more considered appreciation of the poetry.

Strong channels of connection are thus built up between the different poems of
the set through thematic interrelationships. However, on closer examination of the
minutiae of the texts, an even more subtle interrelationship between the poems can be
identified. Significant points of connection or overt areas of commonality between the
poems of the set emerge on the following levels: (a) the thematic level, as has been
discussed; (b) the level of direct phrase quotation from text to text; (c) the level of
individual words or ideas being transferred from one poem to another. Here the texts
show some level of cross-fertilisation in terms of words or imagery (that is, if a certain
word appears in more than one poem, then this word can be said actively to connect one
text to another); and, (d) the level of synonyms, where common underlying meanings
connect one poem or section of a poem with another.

Appendix 11 graphically shows all the areas of commonality within and between
the poems. It is perhaps surprising that quite so many phrases, words and meanings recur
within the six poems. There is therefore a great sense of cohesion between the poems.
This cohesion is born of the stylistic unity achievable by just one author, the abundance of

strong linking themes, but also by the fact that no fewer than seven important full
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phrases!! are uttered more than once during the course of the set, and no fewer than
nineteen words reappear in identical forms (regardless of case, gender or parts of speech)
within the set. In addition to this, it must be noted that there are no fewer than nine
categories of synonym (or alternative words carrying roughly the same meanings) hidden
within the works. Perhaps the most startling and important textual cross-reference occurs
between Nos.1 and 6, where the phrase Ja kak prezhde odin ('1 am, as before, alone’;
No.1, stanza 3, line 1) becomes Snova, kak prezhde, odin ('Again, as before, alone": No.6,
line 1).

This is a very strong connection, which definitively draws together the first and the
last poems of the set. By doing so, it bundles up the others into a whole. However,
further statistical examination of the textual links shown in appendix 11 throws new light
on the way in which these poems operate as a set. The frequency and nature of multiple
occurrences of particularly strong or overt cross-references between each individual
poem are set out in Figure 1, below. This chart shows graphically how the text of poem
No.1 contains one very strong element of quotation linking it with another poem in the
set. No.2 contains two such elements, whilst No.3 has as many as five extremely strong
cohesive incidences. No.4 contains four such examples, whereas perhaps surprisingly,
No.5 contains no really strongly connecting language to link it with any particular other
poem of the set. It is also isolated metrically. No.6 is clearly and deliberately connected
both with No.1 as stated earlier, but also with the linguistic devices of No.3.

The pattern that emerges clearly through this information (and visually, by way of

the chart) is that the set of poems maintains extremely strong internal balance. A graded

11 These are:- ia, kak prezhde odin (No.1, stanza 3, line 1) - snova, kak prezhde odin (No.6, s.1, line 1); v etot mig (No.2.5.2. 1.3 -
No.3, 1.2); 0 moi drug daliokii (No.2, 5.3, 1.4) - drug moi, dalieko (No.4,s.2,14), zasheptalisia ivy (No.3, 5.2.12) - shepchet

s 5.1, L

repetition of the phrase ia ne v silakh (s.1. lines 3 and 4).
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curve or an arc-shape emerges. This shows that most frequent occurrences of very strong
semantic connection appear not between Nos.1 and 6 (as may have been expected), but
actually between Nos.3 and 4. That is, the middle poems of the set form the linchpin
thereof,!2 with the other surrounding poems symmetrically forming patterns representing
fewer strongly-connective textual cross-links.

FIGURE 1 Chart showing the number of very strong, textual cross-quotations (indicating phrase repetitions) within
the poems of the set:

B No.of strong links

It is significant that the text which stands out as unusual in its omission (and even
reversal) of the failure-in-love theme, No.4, is actually one of the two most connected
poems of the set. Even though No.4 is the only poem to portray success in love, it is in
fact highly dependent upon language and imagery that bring it absolutely in line with the
other poems of the set. The paradox is that the poem that is thematically most clearly
differentiated from the other poems in the set is, in fact, the most in tune with the other
poems, both linguistically and technically.

It is, perhaps, surprising that No.5 is uniquely isolated as it contains no significant
points of connection, on this level of analysis, with the other poems of the set. This adds

to the subtlety and variety of the group and serves to throw into relief the

12 The rhyme schemes of Nos.3 and 4 are similarly linked, see p.90, adding to this linchpin effect.
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interconnectedness of the other texts. Despite the lack of common tecnical language in
No.5, it retains its integrity within the set as a result of the thematic and poetic features
described earlier in this chapter.

The deliberate and frequent use of cross-reference points conclusively towards the
conception of this set of poems as a definite cycle. David Brown suggests that in his
setting of these texts, this was 'the closest Tchaikovsky came to composing a cycle'.!3
Al'shvang goes further by stating (without providing any concrete evidence) that 'the six
songs of Opus 73 constitute a true cycle'.!4 As the poetic texts themselves constitute a
true cycle, displaying many levels of connection, quoted and implied cross-references
between the poems, and since these poems were chosen by Tchaikovsky specifically to be
set to music, there was ample opportunity for the composer to take advantage of the
formal infrastructures of the texts and, indeed, to produce a true cycle of songs.
Furthermore, only by recognising and understanding the content of the texts themselves
in great depth, could Tchaikovsky have hoped to create such a sympathetic cycle.

Chapter Three has examined the nature of the poetic texts and concluded that
they are far more profound, paradoxical and wide-ranging than may first appear. They are
rich in imagery and are open to multiple layers of interpretation. They are rhythmically
innovative. They contain many strong (but often subliminally disguised) cross-
connections, which serve to link the poems together into a definite cycle. It is greatly to
Tchaikovsky's credit that he selected these particular six texts from the many poems sent
to him by Rathaus. The composer himself created the sense of cycle in the poetry. It was
he who decided on the order in which the texts would appear. It was he who drove the
development of each successive text. It was he who linked Nos.1 and 6 so clearly through

overt cross-quotation, so bringing the cycle of poems full-circle.

13 Brown, D., op. cit., volume 4, p.463.
14 Al'shvang, A., quoted in Abraham, G., Tchaikovsky: a symposium, op. cit., p.225.
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Chapter Four presents evidence for the assertion that Tchaikovsky did indeed
understand the many levels of meaning concealed within the poems and did produce a
true cycle of songs. The chapter will also show how Tchaikovsky recognised and
paralleled the poetic processes described in Chapter Three by adding complementary
layers of musical symbolism. In doing this, he demonstrated enormous sympathy with the
original texts. Where there are linkages or correspondences between various images or
ideas in the poems, Tchaikovsky paralleled these with similarly-constructed musical

themes, devices and suggestions.
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CHAPTER 4

A critical analysis of the Six Songs, Opus 73

In approaching the Six Songs, Opus 73, we shall first address each song in
turn, looking in detail at their defining qualities and structures. Where appropriate, we
shall isolate those features of the songs which clearly have their origins in earlier
works by Tchaikovsky, evaluating how subtle meaningfulness is transferred from the
earlier to the later examples by association. We shall discuss the symbolism of each of
the settings in relation to the Rathaus texts so that we may discover the extent to
which Pyotr Ilich's word-painting empathises with the imagery and processes of the
original texts. In doing so, we will come to understand how the composer truly
understood the texts and went right to their hidden heart, responding to them with
sympathetic genius.

Having addressed each song in turn, it will then be appropriate to explore
those common musical structures, motifs and technical devices which characterise and
unite the set as a whole. We shall assess the degree to which the cyclic processes of
the original poetry impinge upon the resulting settings, that is, the degree to which
Tchaikovsky created a poetical-musical cycle based on verses that had been sent to

him separately.
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Ex. 4-1

No.1, score
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No.1  We sat together
No.1, My sideli s toboi, comprises of 32 bars of 12/8 and is marked andante.

The score is given as Ex. 4-1. The overall structure of the song is as follows:

Ex. 4-2

Bar1-2 Introduction
Bars2-10 Versel
Bars 10-17 Verse 2
Bars 17-27 Verse 3
Bars 27 -32 Coda

No.1 has a seemingly conventional tripartite structure. Despite this, the last
bar of each section also functions as the first bar of the next: the sections overlap.
Although each of the three verses is of similar length, none of them contains the same
number of bars. Verse 1 is in E major throughout. Verse 2 begins in G# minor and
ends in E major. Verse 3 is in C# minor and confounds expectation by remaining in
this key throughout. The song is subject to continuous organic development as verse
2 'varies' ideas heard in verse 1, whilst verse 3 'varies' verse 2. The third verse starts in
bar 17. Here there is a radical change in mood, underlined by a change (increase) in
tempo, supported by the introduction of agitated syncopations in the piano part and
the use of new rhythmic and harmonic devices and procedures. This contrast has the
effect of bisecting the song and creating an almost binary structure, cleverly going to
the very heart of the original poetic text, which literally takes place on two different
temporal planes, past and present. However, like the original poem, the basic
structure of the song seems to exist on as many as three different levels. It clearly has
three verses. At the same time, as has been described, it seems to operate in two
halves. Despite this it develops organically like all of the songs in the set, and so

seems to unfold in a continuously developing flow. The overall effect of this
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continuous change is to produce the effect of a single-verse expression. In this way
even the structure of the song is ambiguous.

The harmonic and melodic landscape of the work is established straight away
from bar 1. Bars 1 to 4 contain the chord of E major, decorated by passing harmonies,
bolstered in all but the last beat of bar 4 by a tonic pedal. The right hand of the piano
part presents a semitonal motif which is to prove influential in both this song and the
others in the set: E-D#[-E] (see x in Ex. 4-3). The passing harmonies introduce a
melodic pattern of three conjunct falling semitones in the right hand of the piano part
of bar 1. This is emphasised by doubling at the interval of a minor third below in the
left hand part. In effect, the phrase is: '[E-] D natural -C#- C natural -B’' (‘tone + three
semitones'), overlapping on to the first beat of bar 2. This thematic germ is to become
an important feature of this song and also later strongly influences the other songs in
the set-(see y in Ex. 4-3). The piano part of bar 1 is repeated in identical form in bars
2 and 3.

Ex. 4-3 No.1, bars 1-3
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In bar 4, the left hand of the piano part begins a stepwise descending figure on
the third beat, producing the pattern: E - D natural - C natural - B - A# - A natural -
G# (bars 4-7). This figure, characterised by its conjunct motion, grows out of the
germ of the first bar. The adaptation results from the addition of a tone to the
beginning of the pattern (now the phrase starts with two descending tones instead of
one), and the addition of a semitone to the end of the pattern (now the phrase ends

with four falling semitones rather than three). This elongation effect is to become
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significant thematically in this song and in the set in general. Quite lengthy scalic
patterns, as a well as short conjunct fragments, later appear in both descending and
ascending forms. !

Also in bar 4, just as the opening melodic phrase deviates from its original
version, the harmony changes in preparation for a fleeting reference to C major. This
brief allusion to C major comes via a V7c preparation on the last beat of bar 4, into a
tonic chord in C on the first beat of bar 5. Alternatively, this chord (C-E-G) can also
be said to function as a flattened submediant major chord in the original key of E
major (bVI); this is a richly symbolic chord in Tchaikovsky's harmonic vocabulary,
and will be more fully discussed later in relation to the interpretation of the text at this
point in the first verse.3 The third beat of bar 5 contains a Neapolitan approach to a
full cadence in E major (bars 5-6).

Bar 5 is noteworthy in many respects. Here the right hand of the piano part
makes reference to the E-D# figure of bar 1 (the highest pitches heard in the first bar),
now transposed up a minor 6th to form the notes C natural - B. It is significant that
this particular melodic germ (x) derived from the opening bar, is returned to here, and
is treated in different ways within the song, confirming the organic nature of thematic
development. It is significant, too, that the opening chromatic progressions of the
inner parts now also appear in a different guise: the descending line here falls in thirds
rather than in semitones. This figure is emphasised by octave doubling.

Ex. 4-4 Bar 5 [C- A-F (th)]; [C- A -F - D# (Ih)].

1 For exampte; an ascending version follows o immediately from the former; in bars 7-9; in the left hand of the piano part. A
further adaptatien of this motif appears, again in the bass line in bars 15-16. Fusther comment on this figure will be made during the
course of the analysis.

2 E - D natural- C natural, etc. (instead of C#).

3 See pages 108-111.
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The F natural to D# progression in the left hand of the piano part here seems to
prefigure the use of the same notes in No.6, bar 26, where the F and D# form part of
the symbolic German 6th chord.* In summary, the opening of the song is
characterised by falling figures. Bar 1 introduces semitones. Bar 4 introduces falling
tones, and bar 5 falls in thirds.

A series of conjunct rising notes starts in the left hand of the piano part in bar
7, counterbalancing the descending figure of bars 4-7. Here the it forms the series [E-
F#]-G#-A-A#-B-B#-C# (bars 7-9). Again this series breaks into exclusively chromatic
movement, as did the earlier conjunct pattern (bars 4-7), though now an extra
semitone is added to the preceding series. Here two tones are followed by five
semitones. In this way, the pattern develops sequentially.> Again the chromaticism of
bar 1 shows its influence. There is a possibility at the end of bar 8 that the music will
veer toward G# minor, but the progression ends firmly in E major and the verse
finishes in that key in bar 10. Though the verse is strongly chromatic, the central key
of E major is largely unchallenged and the underlying harmonies are straightforward.

Having highlighted the main harmonic and thematic elements of the piano
accompaniment of the introduction and first verse, we shall now turn our attention to
the vocal part. The first vocal entry in bar 2 also provides melodic germs which go on
to dominate the song. This first phrase appears in bars 2 and 3, and is immediately
repeated in bars 3-4. It re-appears in bars 6-7, and serves to complete verse 1, in bars
9 and 10. In this way, the theme forms the core of the first verse. It is later alluded to
in bars 16-17 at the end of verse 2, and clearly influences bars 26-27, at the end of the
final verse, though there it is reduced, symbolically, to a monotone figure. That is, this
figure goes on to dominate the end of each verse in turn, giving the song an overall

sense of unity.

4 See p.170.
5 Pattern 1 (bars 1-2) = 3 semitones; pattern 2 (bars 4-7) = 4 semitones; pattern 3, here = § semitones.
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In its first incarnation, the opening vocal theme revolves around the interval of
a major third. It is strengthened by an appoggiatura on the fourth beat of bar 2, which
creates for an instant the feeling of a dominant thirteenth. This accented dissonance
contributes to the lilting harmonic tension of the figure. In bars 4-6, the vocal line
opens out, expanding this syllabic figure into a series of monotones: a long then a
short ‘B’ lead on into six repeated C naturals, then return to three Bs, before ceding to
the final note of the phrase (E). This repeated note pattern (the set of Cs) becomes an
important feature of the song and is later developed within both the song and the set,
as we shall see. This phrase is again dominated by the interval of the semitone (B-C-
B), and so relates directly to the piano part in bar 1. The arrival of the phrase on the
note E in bar 6 prepares for a recapitulation of the opening vocal idea (bars 6-7). This
is followed in bars 7-8, by a phrase which is clearly derived from that in bars 2-3. The
overall shape of the original melody is retained in these bars, though the intervals used
are altered. The original major third is stretched to a perfect fourth and the tone fall
and rise of the last three quaver beats is reduced to a semitone. The thrust of the
appoggiatura is lost as the last beat is entirely concordant, decoration comes here only
through use of an unaccented auxiliary note (B#). In bar 8, the melody returns to a
repeated-note figure reminiscent of that in bar S, before dropping a full octave into
bar 9. In this bar, the opening vocal theme recurs to complete the verse.

It is significant that many of the main thematic threads of the song cycle
appear so early and so compactly at the beginning of the first song in the set: the
(falling) semitonal figure, the (sometimes extended) use of sets of conjunct
rising/falling notes, the melodic thirds, the appoggiatura, and the repeated monotones.
The use of pedal points (for example in bars 1-4) also proves influential in this song
and across the set. This device, too, is placed prominently at the beginning of the
song.

It is important now to assess the impact of the above figures and devices on

the meaning and nuances of the poetic text sung in verse 1. The first line is tinged
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with sadness. The mood is reflective and the tempo slow. This line ('We sat together")
is coloured by the poignant suspension. The repetition of the same musical phrase on
the words 'beside the sleeping river' serves to link these two poetic ideas and so
transfers something of the sleepy calm of the river to the sitting couple. This sense of
calm is reinforced in the next line, 'with soff singing, the fishermen had drifted
homeward'. The crescendo indicated as the fishermen approach adds further realism
to the piece: one can almost hear the singers coming closer. The momentary allusion
to the key of the flattened submediant major (AVI) at this very point (bar 5), is so
brief that it may at first appear inconsequential. However, the full significance of this
manceuvre becomes clear only when it is directly related to similarly short but
intensely important moments in other works by Tchaikovsky.

The use of a transition to the flattened submediant is a subtle hallmark of
Pyotr Il'ich's compositional vocabulary. In his book, Tchaikovsky's Musical Style,
Henry Zajaczkowski discusses the significance of this type of modulatory chord
within the context of the composer's development of a range of richly coloristic
Romantic harmonies.® It gains added value because of its close relationship with other
characteristic Tchaikovskian trademark chords. Zajaczkowski points out that the
flattened submediant has strong connections with such chords as the diminished
seventh, the German 6th and the augmented triad, all of which play a key r6le within
Tchaikovsky's harmonic vocabulary. Ex. 4-5 clarifies the relationships between these

chords.

6 Zajaczkowski, H., Tchaikovsky's musical style, UM.I. Research Press (Ann Arbor, 1987), pp.49-52.

108



Ex. 4-5 Salient relationships between trademark Tchaikovskian chords

(e.g. Key = E major)
Tonic chord = E, G#, B

b submediant major =
b submediant note =
Diminished 7th (= vii7)
German 6th=
IV6#

5

3

Augmented triad

=E, G#,

=D#, F#, A,

CEG

C

C

C.E, G, A#

C (often as an
appoggiatura)

The flattened submediant (in this instance, a C natural) is a note which links all of
these chords. Tchaikovsky's use of the major chord on the flattened sixth degree on

the first beat of bar 5 is reminiscent of a similar manceuvre in the final scene of Eugene

Onegin.”

7 Also (c.f) Tatiana's letter’ scene in the same opera.
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Ex. 4-6

Eugene Onegin, Act 3, Scene 2
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In the above example Tchaikovsky uses the progression to rell the truth in the
music where Tatiana can speak only words which she does not really mean. This is the
scene in which Tatiana informs Onegin that she will stay with her husband, Prince
Gremin, and tells Onegin to leave. She desperately wants to do the opposite: to leave
her husband for Onegin. She will not do this out of loyalty. Her heart does not agree
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with her head. Her lack of resolution and sheer torment, portrayed in this scene, are
strikingly matched within the accompanying harmonic progression. At this cadence
point one might expect to hear a perfect cadence (V7 - I) in the prevailing key of F. At
the moment of truth, the key makes a sudden shift to the flattened submediant major,
as a modulation takes place to the key of Db. In this way, the spiritual wrench felt by
Tatiana is symbolically demonstrated without her having to say a word. She speaks
from the head whilst the music comes straight from the heart. The music tells the truth
for her.

This effect is significant because precisely the same sort of symbolism is
carried into essentially the same progression at bars 4-5 of No.l. The poetic text
speaks of an idyllic and peaceful scene in which two 'lovers' sit together beside a river,
watching the boats come by and listening to the romantic songs of homewardly
drifting fishermen. The musical setting demonstrates what is really happening between
the two people: it glimpses the sensuousness of the scene but conveys an altogether
more fateful sub-text - one which suggests that perhaps the relationship will ultimately
prove unsuccessful. The unease created by the subtle use of a flattened submediant
transforms the passage into a fruth-through-the-music contradiction of the idyllic
textual or poetic theme. This sense of foreboding, as presented through the music
alone and not through the words at this point, proves to be justified, as the poem later
concurs: the relationship will ultimately prove unsuccessful. Already as early as bars 4
and 5 of the first song, rich harmonic symbolism (as well as melodic/thematic
symbolism) underpins the drama of the song, imparting added meaning to the work
through layers of musical suggestion.

The descending conjunct pattern which underpins the whole of the passage
(bars 4-7) also adds to the overall sense of foreboding, especially where the pattern
becomes exclusively chromatic (bars 5-7). When, in bar 6, the words speak of 'the
sun's rays of gold', the semitonal pattern continues as the melody returns to the

opening vocal line. Bar 7 highlights the burning' of the sun's rays, before the paralysed
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syllabic monotones of bar 8 aptly symbolise the frustration of the protagonist as
words become difficult to say ('And at that time, I said pothing to you'). Again this
passage is coloured by the chromatic intensity of the bass line.

Verse 2 changes speed and mood: the link from verse 1 (bar 10} contains a
poco animando and a modulation to G# minor. There is a ritenuto in bars 12-13, but
the tempo is regained from bar 14. The beginning of the verse immediately recalls the
opening bar of the song: the right hand of the piano part again uses a long note (E)
which falls by step (c.f. 'x', bar 1), producing the developing figure, E - D (-C#). The
inner right hand part develops the chromatic idea of bar 1. Here in bar 10 an inner
part essentially presents an upward (rather than downward) chromatic pattern (B-B#-
C#). Both figures are supported by a bass pedal feature (as in bar 1), though here the
same note (E) is now part of a rumbling figure, displaced at the octave in the depths
of the bass line but E falls to D# (the dominant of G#). It is rhythmic and low and
produces a further sense of foreboding. Each of these three figures® relate bar 10 to
bar 1. Bar 1 contain two musical ideas, both of which consist of falling semitones:
these lead to the piano figures in bars 12-16.

The first of these figures described goes on to influence the melodic
development of the piano part, for example, in bar 11 (where the E-D#-C# pattern is
transposed up a fifth to become B-A#-G#). Bars 13-14 present this pattern in

augmentation (G#-F#-E), again echoing the opening germ of the song:

Ex. 4-7 No.1, bars 12-14, piano (rh) only (G#-G natural-F#-E)

The chromatic movement of the second figure described above - the offshoot

conjunct theme derived from the semitonal pattern in bar 1 - is again felt in the right

8 The main motifs of bar 1: the melodic semitonal figure in the top of the r.h. part(x); the semitonal progression in the inner parts
(), and the pedal feature.
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hand of the piano part in bars 12-13: A-G#-G natural-F#, and at the end of the pattern
of six conjunct rising notes in the left hand of the piano part in bars 15-16: A-A#-B-C
natural. The figure of bars 12-13 follows the pattern: 'tone + tone + 3 semitones',
whereas, the figure in bars 15-16 again increases the number of semitones in the series
by one ('tone + tone + 4 semitones').? This latter figure is strongly related to the bass
line of bars 7-9, at the end of verse 1, though now it appears an octave lower and is
also doubled an octave below that. It too helps to underpin the conclusion of the
verse. Here, though, the pattern starts a note higher than and a beat later than the
earlier version (the F# is now the first note of the set). It starts on the second beat of
bar 15. The set finishes without resolving on to a C# as did the earlier version.

The third figure described above - the pedal feature - is an important part of
bar 10, and recurs from the end of bar 13 through to near the end of bar 16. It has
been influenced by the pedal points of bars 1-4, and will go on to influence much of
the next verse. All of the three patterns described above link verse 2 firmly with the
materials of the introduction and verse 1.

This 'storm scene' at the beginning of verse 2, described in the past tense in the
original poem, leads to the section of the song which describes the protagonist's
thoughts several years later. Just as Ex. 4-6 (the final scene of Onegin) showed
turmoil through the use of a flattened submediant relationship at a critical cadence
point between sections of a piece, so the following figure takes us painfully into a new
section of this song. Here, bar 16 twice presents the German 6th in E major - beat one
in last inversion, underpinned by a resolute A# in the bass line, beat 3 in root position.
This chord leads to chord Ic in E major on beat 2, and to chord V7 on beat 4. The
flattened sub-mediant/tonic relationship hails an impending crisis - a point of no return
for a protagonist who is now literally flung into a new temporal sphere. This, together

with the chromatic underpinning of the six-note conjunct rising figure in the bass line

9 c.f chapter 4, footnote 5.
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(the last five of which are semitones) adds to the overall sense of ominousness at this
juncture. The bass line figure reminds us subtly of the conjunct motif heard in bars 4-
7, bars 7-9, and the seminal wholly chromatic falling version of this same theme which
opens the song:
Ex. 4-8 Bars 15 and 16
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The vocal line in verse 2 follows the overall rhythmic thrust of verse 1, but no
longer uses the melodic appoggiaturas of the earlier verse. The repeated monotones
of bar 12 recall those of bar 5. The chromaticism of bar 13, B-A#-A natural (to G# in
bar 14), again links verse 2 with the first verse.!® The relative expansiveness of the
vocat line in bar 14 prepares for the full octave rise (between phrases) in bar 15 and
the dramatic octave fall in bars 15-16. This is the climax of the verse. It recedes into a
faltering repetition of the opening vocal phrase, interrupted by a theatrical pause mid-
phrase.

The word-painting of verse 2 is both effective and evocative. The piano
accompaniment has introduced the 'storm scene' with the rumbling figure described
overleaf. Immediately after this, the text speaks of ‘a distant rumble of thunder' and ‘a
storm building up'. The vocal line also builds in anticipation at this point, becoming
more agitated, faster and louder. In bar 12, however, the music slows down as the

text reports: 'a tear appeared on your eyelashes'. Here the monotone figure derived

10 If one counts the two notes which precede this semitonal pattern, i.e. the last note of the phrase 'nadvigalas’ groza’ (‘a storm was
building up’) and the first note of this phrase (bars 12-13), a restatement of the six note series (tone-tone~+ 4 semitones) emerges:
here [D#-C#-] B-A#-A-[G#]. (c.£ for example, piano part - r.h. - bars 12-13; and bars 15-16, 1.h.).
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from bar 5 recalls the tainted happiness of the scene with the singing fishermen, with
its undercurrents of foreboding. This figure concludes, sadly and chromatically
downwards, reflecting the emotions of the beloved but also the physical falling of the
tears described. This lachrymose passage ominously prefigures the chromatic falling
of the similar phrase 'On my sad eyes', in No.2 (bars 10-11).

The next phrase is more erratic and expansive as the text speaks of 'sobbing
madly'. The line which follows sinks appropriately to the tonic on the words 'T sank
towards you'. The frustration of the protagonist in his inability effectively to articulate
his feelings of love is reflected in the static monotones of bar 15, which fall a full
octave in bar 16, before ceding pensively to a version of the original opening vocal
line on the words 'And nothing, nothing did I say to you'. The torment of this
sentiment of regret and loss recalls the end of verse 1. The lovers are distanced by
time and separation. The word-painting is apt and illuminating. The treatment of the
text is also convincing as the words follow the rhythms of ordinary speech. Again this
setting is largely syllabic.

Verse 3 provides an immediate sense of contrast with verses 1 and 2. The
tempo is faster from bar 17. The key shifts immediately to C# minor, away from the
hitherto predominating E major. The texture of the piano accompaniment is less
dense, with a syncopated octave dominating much of the section. The left hand of the
piano part introduces a four-note descending scale in dotted crotchets (bars 17-18),
which is restated bell-like in identical form a further three times (F#-E-D#-C#). It is
underpinned by tonic/dominant tonalities, further adding to the overall sense of stasis
created by the ostinato effect. The right hand of the piano part echoes this conjunct
falling figure between the first two vocal phrases of this verse: the same figure in bars
19 and 21. At the beginning of bar 22, the funereal tolling of the repeated pattern in
the left hand part becomes a series of descending dotted crotchet chords, of which the
lowest notes fall by step on eleven consecutive beats: C# in bar 22, to G# in bar 24.

This extended figure is a near two-octave scale of C# minor (melodic minor in
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descending form), finishing on the mediant note in bar 25. The scale, which is played
out slowly over three full bars, anticipates the fast, rising form of the melodic C#
minor scale which reaches its climactic tonic note also on the first beat of bar 25.

Bars 24-27 are harmonically significant. The passage consists of G# pedals
which resolve finally on to the tonic chord only in bar 27. This large-scale resolution
is underpinned by melodic inflection in the bass line, which highlights the significance
of the main G# chord. The harmonic movement operates on different levels. On the
one hand, the iv’b chord in bar 25, with its A in the bass line, provides a semitonal
intensification away from the prevailing G# pedal. On the other, a harmonic enclave is
created from the end of bar 24 to the iv’b chord in the following bar, as the Vid-ib -
iv’b progression involves a falling fifth in the bass line (F#-E-A natural).

The verse is dominated by new, more rhythmic presentations of the familiar
pedal feature, established in the first four bars of the song. Here a syncopated G#
pedal, strengthened consistently by octave doubling, underpins bars 17-21.11 In bars
22-23, the pedal is transferred to a (doubled) C#, again consistently in the right hand
of the piano part. The C# rises by a tone to a D#, which then sounds for four beats
from the third beat of bar 23. This pattern then continues to rise by step, now in
quavers, at the climax of the verse in bars 24-25. The resulting C# minor scale
therefore starts effectively in bar 22. Its second note is sounded in bar 23-24, before
frantically completing the scale within six quaver beats, up to and including the first
quaver beat of bar 25. This rising version contrasts with the more pedantic falling
version in the left hand of the piano part in the same bars, as has been described. The
rising quaver pattern is mirrored in the second half of the following bar, going from
the leading note (B#) to the dominant (G#) by step. Here, however, this rising portion

of the C# minor scale is supported by a iv’b chord. The now six-note rising figure

11 Significantly, Henry Zajaczkowski likens this syncopated pattern to a similar French horn pedal feature in 'the Pathétique
Symphony's finale at m.37 ef seq.’' (Zajaczkowski, op. cit., p.226). Such links between the Opus 73 songs and this Symphony serve
to underline their symbolic connections. [Al'shvang also noticed this relationship: Al'shvang, A., P.1. Chaikovskii, op. cit., p.690-1.]
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presented in the right hand of the piano part (bars 25-26) provides the thematic
impetus for the similarly symbolic, fate-tinged progressions of the coda section. 12

Let us now turn our attention to the vocal line of verse 3. Bar 17 exists in a
new temporal sphere. The action in the next section takes place several years later.
Now the poet/singer is alone. The atmosphere created in the music becomes wholly
different. As the key suddenly changes from E major to C# minor at bars 17-18, there
is a sense that thematically the singer tries to find the melodic patterns of the former
time and therefore the former section. This is no more possible than turning the clock
back. Frustratedly, desperately, the singer has to relent: it will not be possible to re-
attain the former theme nor the former tonic key. C# minor conquers to the end.

The first two phrases of the verse are separated, as are those of verse 2. Here,
however, the phrases are longer. The vocal line is identical in both phrases: the
melody in bars 17-19 is the same as that in bars 19-21. In this way, the melodic
structure (the line repetition) is the same as that in verse 1. In verse 3, the setting of
the words 'And now today, I am alone again, as before. I expect nothing from future
years' is appropriately 'matter-of-fact', though the words 'odin' (‘alone') and 'godin'
(‘'years') are both emphasised by exposure at the end of their respective phrases: they
are each followed by rests. Here both words are given time to sound and in so doing
they gain depth of meaning. They are poignant reflections on the past. The linking of
the concepts of 'aloneness' and the 'passing of time' results from the commonality of
the musical treatment of these phrases as well as from the poetic rhyme scheme that
prompted it.

The continuing underlying syncopation, heart-beat like, which began as far
back as bar 17, is now decoded by reference to the text of the next phrase: 'the sounds
of life have long since been echoing away' (bars 22-23). The syncopations indeed have

been 'long since echoing away'. In bar 22, the vocal line begins a pattern of

12 See pp.118-119.
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(essentially) four conjunct notes, which are repeated in a twofold sequence in bars 22-
23 and then bars 23-24, before breaking into a higher-pitched, more desperate,
version of this sequence in bars 24-25. This figure, four rising notes (with two notes
of anticipation), is almost the antithesis of the plodding, descending four-note dotted
crotchet sets of the bass line of bars 17-21, and is curiously connected to that earlier
set of notes because of this. The steady climactic melodic rise of bars 22-25 contrasts
also with the measured melodic fall in the bass line of the accompaniment during this
exact same passage. This is the emotional climax of the song. Where the vocal
sequence breaks into a set of higher pitches, the text remorsefully repeats the words,
'Oh why, oh why did I say nothing'. Here Tchaikovsky has made one of the few
adaptations of Rathaus's original poem: he repeats these words (‘'oh why, oh why?'),
both for emphasis and to enhance the pathos of the remorse. After this climax, verse 3
reflects the desolation of the protagonist, as, once more, he can utter only speech-like
monotones (bar 25). As the last verse refers to the protagonist many years later,
reflecting on former (irrecoverable) times, this musical setting is wholly apt, rooted in
past memories, and is full of reflective references to the original theme. Now,
however, it throws new light upon these past experiences. At the point of the
desperate admission, '[And nothing], nothing did I say to you', in bars 26-27, the
essence of the opening theme is uttered once more. Here reference to the opening
vocal passage is unmistakable (though still not exact) - the reality of former times can
never be fully recovered. The empathy with the implications of the original poetic
texts in this musical setting is remarkable in this way. The past can be recollected
vividly but can never be re-lived. Even a repeat of the opening vocal phrase (as made
at the end of each of the verses so far) is impossible: the key itself has changed. This
final passage is reduced to a monotone figure, paralysed by remorse.

The coda section is now entirely underpinned by tonic (C#) pedals, though the
syncopated patterns of verse 3 are lost. The rising figures, derived from the four-note

patterns in the second half of the last verse, have now been extended into six-note
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figures. Maybe these reflect the six-note figure which begins the song. The figures
culminate in German 6th harmony, making for an alternation between tonic and
German 6th chords in bars 27-30. These augmented sixth chords are imbued with a

sense of Fate, as David Brown remarks:

'the piano postlude is new [and dwells] on the mediant-to-dominant
move of that most basic form of that most basic of Fate themes, though
this time placing more emphasis on the rising scale [bars 25-32]. It is of
course derived from the unremarkable rising phrase before the singer's
last words; what relates it to the Fate theme is the harmonic move in
[bar 27] - above all, what ensues in [bar 28]."13

In fact, the melodic scalic pattern in bar 27 is a dominant-to-mediant reversal of the
progression cited above, though the nature of this rising figure can be decoded with
reference to the falling pattern in the next bar. In bar 28, a faltering echo of a mediant-
to-dominant pattern emerges, reaching completion, perhaps, on the G# at the
beginning of bar 29. Even though this is the beginning of the next phrase, it is
interesting that this Fate-related passage does in fact arrive eventually on the
dominant. The two figures, the rising and falling versions, are inextricably connected.
Both are strongly associated with the concept of Fate, as Brown concurs. The
German 6th harmony is now itself strongly associated with the concept of Fate. The
final two bars cede to rocking static tonic chords as the song reaches a typically
inconclusive, reflective ending.

The use of the augmented sixth chords in the coda highlights the Fate of the
protagonist. These chords retrospectively transfer something of their fateful qualities
to the same chords used earlier, in bar 16, perhaps. Both passages contain German 6th
chords whilst reiterating the main, fateful message of the poem 'And I said nothing to

you!..", emphasising the textual themes of regret and lack of communication.

13 Brown., D., op. cit., volume 4, p.463-4.
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Throughout, Tchaikovsky shows enormous sympathy with the meanings and
suggestions of the original poem. Through equally subtle means, he clearly sets his
own agenda of sub-themes and suggestions. On the surface, the song is powerfully
emotive: the declamation reflects a range of techniques which have much in common
with natural speech. The music sits well with the intentions of the original poem. On
deeper analysis, it can be seen that Tchaikovsky employs a range of melodic and
harmonic themes which are full of overtones and suggestions of Fate. These serve to
connect this song with the others in the set and to link them with other significant
works in his output. The song is organic in nature: melodic development grows out of
the seeds of the opening patterns - the chromatic figure of the piano part (which
evolves into longer scalic fragments and full scales) and the lilting appoggiatura-laden
passage of the opening vocal phrase. Pyotr Il'ich imbues his work with his own

hallmarks of genius, great subleties and a clearly fateful subtext.
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Ex. 4-9

No.2, score
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No.2 Night

No.2, Noch', comprises of 27 bars of 3/2 and is marked Adagio. The
atmosphere created in part by this slow tempo gives it the flavour of a second
movement of a symphony, but in miniature. The song is profoundly haunting. It is
highly-charged, though the drama of the song contrasts strongly with the rigidity of its
'monolithic''* harmonic accompaniment in the key of F minor. The score is given as
Ex. 4-9.

The structure of the song shows great economy of means. The introduction
and all three verses are precisely the same length, reinforcing the presentation (or
reiteration) of an all-pervading ostinato figure: the note F is sounded in the bass part
on the last beat of every bar, followed by an anacrusis; the anacrusis consists of two
quavers throughout most of the song but slows to a crotchet in the last six bars.
Furthermore, the second beat of most bars is stressed by means of an appoggiatura.
The piano introduction falls into two halves: the first phrase extends to bar 2, beat 2,
and the second to bar 4, beat 2. Exact restatements of the first phrase form linking
passages between the verses (appearing before verses 2 and 3). The coda, however,
recalls materials first heard in the second phrase of the introduction, drawing them out
over seven-and-a-half bars to produce a comparatively extended dénouement. In each
verse, lines 1 and 2 of the vocal melody are set separately, whereas lines 3 and 4 are
set as one phrase, forming a climax in each case. The general layout, ignoring

anacruses, 1s as follows:

14 Al'shvang, A./Abraham, G, op. cit., p.226.
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Ex. 4-10

Bars 1-4 Introduction
Bars 5-8 Verse 1
Bars 9-10 Interlude
Bars 11-14  Verse 2
Bars 15-16  Interlude
Bars 17-20  Verse 3
Bars 21-27 Coda

The harmonic landscape of the song is also limited, restricted largely to tonic
and subdominant chords throughout. In this way, the harmonies are almost static and
do not allow for any form of extended modulation. Transitional chords, often based
on 7ths or 9ths, intensify progressions between i and iv, especially at the beginning of
verses. The overriding sense of tonic/subdominant alternation, however, gives the
song a strongly plagal character, rich in association with religious harmonies. IS When
Tchaikovsky used tonic/subdominant alternation in other pieces, it acquired fatalistic
overtones, especially when played out in the minor mode, as in the present example.
The musicologist Henry Zajaczkowski refers to similar progressions in the symphonic
ballad Voevoda, in the ballet Swan Lake and at the opening of the first movement of
the Fifth Symphony (quoted as Ex.4-11a-c)!9, but fails to identify Tchaikovsky's most
dramatic and extended example of the kind in the present song. These plagal
harmonies are associated specifically with death in such works as New Greek song
(16/6) and The corals (28/2), both of whose texts are dominated by the concept of
death at the moments of alternation of sub-dominant and tonic chords. These
harmonies take on their role as Fate motifs because of their direct relationships with
particular words sung at fateful moments. In this way, New Greek song (which is

based on the Dies irae' formula and is a maidens' lament) contains plagal harmonies

15 The plagal cadence is associated, in English church music, with A-men.
16 Zajaczkowski, H., op. cit., p.31.
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Just as the text of the song refers the women who are 'sad and grieving'. The corals is
a narrative of a girl's death. Its monotonous sub-dominant/tonic alternation is set out
in a minor key over a tonic pedal and directly foreshadows Opus 73, No.2. Al'shvang
proposes that the 28/2 song is 'the prototype of the Sixth Symphony".!7 T would go
further still, to suggest that the present song goes beyond the Sixth Symphony and is,
perhaps, Tchaikovsky's ultimate expression of such a harmonically-driven Fate motif:
Ex. 4-11 (a) Voevoda (opening)

Allegro vivacissimo 4:e.. 0y

2 Fagotti

Timpani

Tambaro

17 Al'shvang, A./Abraham, G., Tchaikovsky: a symposium, Lindsay Drummond Ltd. (London, 1946), p.218.
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Ex. 4-11(d) No.2, bars]-8.

” T P — 3y > s
‘t" 1];"(‘% 1 1 ‘hd Jﬁ ‘} } —_—T I 1 1 PZa | L
y- X 1 ol L4 d' ;15 % 1 3 1 1 ]'} 1 i 4
< - S~ Y < » be. 3 —_'} —
7 ‘/4 > g S—— -
" TN ——] P- 3 r
: . 7 i =
D17 £Ax 1 I'L 1l lrl }7 b 4 +
3 § ar
— ~— S—
ﬂf
b+ T T—— 3
y - o - T = . 8 N ) 4 T ¥ )
f {40 W' : i 1‘\ ™ ¥ S LA
oJ K .
Mepk.HeT cnabuift CBeT CBENM... Bpagut

The third beat of every single bar of No.2 tolls out a bell-like warning
(doubled at the octave in the depths of the bass line of the piano part) on the tonic
note. This figure harks back to such deeply psychological songs as The corals (28/2)
and On golden cornfields (57/2). In The corals, a funereal tolling accompanies the
piagat passage described above in an atmost 'requiem-like episode’.!® That passage
(particutarly from bar 8, Moderato) is the protagomist's prayer. It is imbued with a
forewarning of the fatefut outcome of the song, despite its innocuous text. There, the
music tells the fruth of the situation: the F# pedal bells ring out their own story,

I8 Al'shvang, A./Abraham, G., op. cit., p.218. Also see Ex. 4-12 (a).
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creating a feeling of unease, despite the simple innocence of the unfolding story about
the string of corals. On golden cornfields similarly employs a fateful bell-like
tolling, 19 serving te cast doubt upon the ingenuousness of the words which tell of the
onset of evening over the cornfields and the cooling of the air. In reality the music
again betrays the gloomy truth and- foreshadows the outcome of the song - lack of
success in love. The tolling in Opus 73, Na.2, acquires a sense of Fate because of its
relationship with these earlier songs2? but it also resounds with Fate in its own right.
For Tchaikovsky, the subjectivity of the insistent funereal tonic bell figure further
seems to link the personal and the human with death.

Ex. 4-12 (a) The corals, bars § (et seq.)
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19 See Ex. 4-12 (b).
20 It is also subtly related to the church-bell ostinato in No.1, perhaps (verse 3, bass line, bars 17-21).
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No.2 reflects an exploration of new tonal territory for Tchaikovsky. The
language used is progressive. The musicologist Arnold Al'shvang describes this song
as 'an impressionistic miniature',2! intimating that it prefigures the work of Debussy
and others. Paradoxically, even though the music revolves largely around just two
static, fateful chords, quite distant harmonic regions are also explored or alluded to.

The song is based in F minor, but the opening phrase of the piano introduction
leads ominously onto a dominant ninth chord in Bb minor in the first bar, which
resolves with a suspension onto the tonic on the third beat. The remainder of the
introduction gives way to subdominant/tonic alternation. The melody of the first half
of the first phrase is essentially chromatic and, significantly, recalls the opening phrase
of No.1. This strong, germinal idea also impacts on the remainder of No.2, as we shall
see. In the second half-phrase (bars 2-3), the melody descends below the upper line of
the left hand and continues to fall, becoming the bass line by bar 2, beat 2. This dank,
murky atmosphere is further heightened by the use of the heavily chromatic contour,
and the dark accented appoggiatura on beat 2 itself. The accented semitonal
dissonance of the melodic low G against the slightly higher pitched Ab of the bass line
is pungent. This phrase is immediately completed by the further descending note of
resolution. Barring the morbid tones of the deep bass 'F' (bell) pedal (which continue
throughout the piece), the third phrase continues to sink below the remaining
harmonies to form the lowest notes heard. This overlapping of parts continues until
the end of bar 4, so leading into the first vocal entry. In this way, the whole thrust of
the opening section tends downwards and is dismal: in terms of pitch and register; by
way of chromatic progression; and in terms of downward conjunct resolutions to
poignant suspended dissonances and appoggiaturas (see Ex. 4-11d).

The vocal part begins by echoing the first phrase of the piano introduction.

This deepens the sense of gloom that has been established from the outset. At this

21 Al'shvang, A/Abraham, G, op. cit. p.225.
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point, the singer enters with a diminished triad (C - Eb - Gb), and then slides
chromatically downwards (F - E natural - Eb) before resolving unexpectedly on to a
consonant Db, as the 'dim light of the candle fades away'. This unusual, depressive
phrase almost literally fades, reflecting the text in an evocative but subtle way, even,
perhaps, anticipating the mood of the next phrase, where 'Depressing darkness seeps
all around'. This second line resolves on to the tonic chord, with the usual
appoggiatura on the second beat. The phrase is almost identical to the second part of
the next, in bars 7-8. The third phrase is a two-bar answer, in which 'anguish grips my
heart, with inconceivable power'. The 'anguish’' of the, now rising, figure, based on a
minor arpeggio, followed by the four-note scale, C - Db - Eb - F, is climactic and full
of intense feeling. The downward octave leap in bar 7 is followed (after the anacrusis)
by a repetition of the first two beats of bar 6, in an almost sotto voce reflection of the
text. Here the term 'meponiatnoi' seems to convey a sense rather of 'mystery' and

22 than of 'inconceivability'.

'incomprehensibility

The first two phrases of verses 2 and 3 are almost identical to one another.
They are clearly derived from the materials of the first verse, though now the first two
notes have been changed (to F and E natural; bars 10 and 16) and the remainder of
the phrase begins a third below the original. These phrases are now predominantly
diatonic, though they retain a chromatic piquancy, especially where they form and
coincide with appoggiaturas as they cadence (in bars 11, 12, 17 and 18). The
harmonies too, in verses 2 and 3, are different from those of verse 1. Instead of being

dominant-based,23 they are now supertonic/tonic-based. Here, just as 'sleep quietly

descends', so too does the falling melodic line:

22 Alternative meanings of 's neponiatnoi’.
23 Bar 5: V7 in Bb minor on tonic F(m) pedal (to tonic). (The vocal part gives a brief impression of the dominant 9th at the
beginning of the bar). Bars 11, 12, 17, and 18: ii’ (d) over F (m) pedal (to tonic).
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Ex. 4-13 No.2, bars 10-12

m
O 13 { T 1"\ T '
b —— =
A\ "4
oJ N COH HHC_XO0-AHT.. Hcnj
Hanme_yanbHbi_ € rAa. 32 — THu. xo C-x0-1 pos
y . ; ' ]
A .
fos ) Lt Jl = .;é 1 1 g; } 1 E
S wiay P Rt | ot
*1_\/: puy 3
) g r 4
:gﬁ{ljh 1 1 ) W1 dL F L_‘g‘ -; ? s: }4[ ,l, E
jv‘ bv 1 1 JA‘;\: - Jl . | L } 1'* I
) 33 33 i3
N’ N L

The climax of verse 2 mirrors that of verse 1, though, here, repeated Dbs
intervene 'at that moment [when] speech and thought strike up with the past'. The
melody of this third phrase is derived fromr the corresponding section of verse 1,
literally recalling bars 7 and 8, just as the poem tells us that 'The voice of past
thoughts starts up'.

The climax of verse 3 is-an unleashing an identical restatement of the piano
introduction up an octave; at bars 18-19; on the words 'Appear then, if only in a
dream'. It is significant that it is the opening phrase that is recalled here. This
JSortissimo plea evokes the earlier phrase; as if to force the reattainment of a former
reality. The lost love can be imagined now only in dreams. The phrase is, uniquely,
split into two, as a short pause for breath precedes the words 'oh, my distant friend'.
The 'friend' is literally is distanced, physically, in this-way.

The setting sits comfortably with the natural rhythms of each line of text as it
may be spoken, though the- words 'candle’, 'heart!, 'eyes’, 'moment', and 'dream' are
emphasised through elongation. The word 'sadness' (in verse 3) is also adapted, again
perhaps for emphasis. Otherwise the declamation is syliabic, so adding to the realism
of the piece. The word-painting of the song is appropriately expressive, as described
above.

Despite the fact that the piano part gives rise to all of the main musical

materials of the whole song, there is a sense that it plays a largely supperting role. It
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The climax of verse 2 mirrors that of verse 1, though, here, repeated Dbs
intervene 'at that moment [when] speech and thought strike up with the past'. The
melody of this third phrase is derived from the corresponding section of verse 1,
literally recalling bars 7 and 8, just as the poem tells us that 'The voice of past
thoughts starts up'.

The climax of verse 3 is an unleashing an identical restatement of the piano
introduction up an octave, at bars 18-19, on the words 'Appear then, if only in a
dream'. It is significant that it is the opening phrase that is recalled here. This
fortissimo plea evokes the earlier phrase, as if to force the reattainment of a former
reality. The lost love can be imagined now only in dreams. The phrase is, uniquely,
split into two, as a short pause for breath precedes the words 'oh, my distant friend'.
The 'friend' is literally is distanced, physically, in this way.

The setting sits comfortably with the natural rhythms of each line of text as it
may be spoken, though the words 'candle’, 'heart’, 'eyes’, 'moment'. and 'dream’' are
emphasised through elongation. The word 'sadness' (in verse 3) is also adapted, again
perhaps for emphasis. Otherwise the declamation is syllabic, so adding to the realism
of the piece. The word-painting of the song is appropriately expressive, as described
above.

Despite the fact that the piano part gives rise to all of the main musical

materials of the whole song, there is a sense that it plays a largely supporting role. It
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supports the singer through the emotional flux, whilst remaining a little aloof. It seems
to show sympathy rather than empathy with the singer in that it stays anchored to the
hard reality of, for example, the F minor tonic pedals (the bells). The deliberately
placed piano dynamics reflect their sympathy largely in the fact that they are usually
quieter than those of the protagonist and, where the singer's phrases end, the piano is
allowed a sympathetic echo of the melody of that preceding phrase. Where the piano
plays alone, its dynamic never rises above a mezzo forte. The piano coda reflects upon
the message of the song by echoing the main theme and then the dynamics die down.
It is almost as if the piano part is powerless actively to intervene in the plight of the
sufferer. This accentuates the deep sense of solitude felt by the protagonist and
necessarily adds to the tragedy in a very subtle way.

Throughout, the slow, plodding piano figures provide very little underlying
rhythmic variety. Even the right hand of the piano part is largely minim-based,
displaying an additional melodic function before, between and after vocal expressions.
The left hand, however, relies entirely on minims or a crotchet tied to a quaver.24
Tchaikovsky's original sketches for No.2 clearly demand a high level of precision in
distinguishing between these two sets of note values.2> Tchaikovsky began by using a
minim for each repeated F in the bass line, on the third beat of each bar. Later he
changed these notes from minims to 'crotchet plus crotchet-rest' patterns. Finally he
decided to use the formula 'crotchet tied to a quaver, plus quaver-rest'. This may have
been simply to assist the pianist in manceuvering from chord to chord.

Subtle changes in the piano part highlight differences between the verses.
Verse 1 contains chromatic linking passages at the end of each vocal phrase. This

pattern also supports the long note on the word ‘'heart' in the middle of the third

phrase (bar 7). It is a short, rising chromatic figure, using quavers and syncopation,

24 With the structural support of two additional crotchets in each of bars 6, 8, 13, 14 and 19 only. The very last bar of the piece
comes to rest on a sustained semibreve.
25 See chapter 2, p.60.
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and can be interpreted as the antithesis of the falling semitones in the opening
statement of the song. This germ is further adapted, giving rise to related materials
later in the song. In verse 1, each repetition of this figure is transposed up,
successively by a perfect 5th, then a perfect 4th.26 The first two phrases of verse 2
retain the chromatic feel of these passages, but now eschew quavers and syncopation,
forming a slower '[Bb] - B natural - C' pattern in the right hand piano part (bars 11
and 12). In both of these bars, the B natural intonations function as appoggiaturas,
acting in contrary motion against simultaneous Db-C suspensions. The third phrase
sees an extension of this crotchet-based chromatic pattern (bars 13 and 14), as a series
of crotchets rises over four full beats to effect a climax. The first two phrases of verse
3 are exactly the same in the piano part as those of the corresponding section of verse
2. Minim movement continues to predominate. The chromatic intensity of the line is
derived here from the vocal part, though the piano part is decorated by
straightforward appoggiaturas on the second beats of bars 19 and 20. The effect of
the germinal motif is still felt. In this way, it links different parts of the song in a
tangible way. It also develops new variants of itself as the song progresses. In this
way, further subtle unity is gained across the song.

It is also interesting to compare the harmonies at the beginning of the final
phrase in each verse. In verse 1, this phrase is initially supported by an intense F
major’ chord (bar 7, beat 1). The corresponding section of verse 2 uses a
straightforward F minor chord, whereas the last verse uses the most dramatic chord of
the three, a dominant minor ninth on F. Tchaikovsky uses now major now minor
chords, for the purpose of intensification. The highest notes of the vocal melody (the
climax notes) occur in the third phrase of each verse. They are: F (verse 1), Db (verse
2) and Gb (verse 3). The intensities of these climactic pitches seem to parallel the

patterns suggested by their underlying harmonies: intense (F, high/F7), less intense

26 Db -Eb - E - F (bar 5); Ab - Bb - B - C (bar 6), Db’ - Eb' - E' - F (bar 7); Ab' - Bb' - B' - C (bar 8).
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(Db, lower/Fm), most intense (Gb, highest/F?). The powerful high G& in verse 3 is
nevertheless a short note, but retains its overall intensity because of its context.

The effect of the coda is one of complete hopelessness. An aloof and
powerless piano part just reflects upon the terrible situation of the main protagonist
and literally breaks down in sympathy: dynamically, rhythmically, melodically and
harmonically. Even the sustaining, alt-pervading ostinato finally gives way from bar 25
to the end: the rhythm of two minims followed by a crotchet-plus-tied-quaver breaks
into a simple minim sequence in the left hand. The melody becomes. increasingly
fragmented and repetitive. Significantly the breakdown becomes complete with the
collapse of the tonic/sub-dominant scheme itself as chord 'VI' in F minor appears on
the first beats of bars 25 -27. Even the flow of the otherwise consistently alternating
tonic and sub-dominant harmonies is abandoned, producing a complete breakdown
effect, leading to a pppp dynamic.

Ex. 4-14 No.2, bars 23-27
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Even though Ne.2 has many quite individual and highly original features in
terms of technical means and emotionat effect, its overall language has much in
common with the other songs of the set. The use of persistent pedal points or asserted
tonalities, is widespread throughout the songs. The expressive use of chromaticism is,
to a certain extent, explored in the other songs.

Just as in No.l, where new tonal areas are alluded to by simple, often
chromatic, means, so in No.2 Tchaikovsky uses similar methods to glimpse beyond

human tragedy into another realm. In No.2, the poetic text makes clear that the
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tragedy of a failed relationship and the suffering that this has caused can be assuaged
only by moving literally into a different realm - that of sleep and the fantastical,
imaginary world of dream ('sleep quietly descends upon my sad eyes and at this
moment my soul begins to converse with the past'). In this way, parallels emerge
between the original text and the mastery and appropriateness of the musical
interpretation of it. Tchaikovsky's response to the text is a profound and far-reaching
symbolical metaphor in itself. The music absorbs and keeps faith with the original text
but then also goes beyond it, exploring deep psychological regions, and creates a far
more profound life of its own.

No.2, however, stands out as an advanced expression of Tchaikovsky's late
style. Together with No.6, it shows great economy of technical means: harmonic,
melodic, textural, thythmic and structural. Paradoxically, the song is abundantly rich
in human feeling and experience. It is dramatic and volatile. Al'shvang describes the
declamation of the song as 'perfect'.2” The song is simple, direct and unusually

powerful. This is a highly personal outpouring of great intensity.

27 Al'shvang, A/Abraham, G, op. cit., p.226.
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Ex. 4-15

No.3, score
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No.3  On this moonlit night

No.3, V etu lunnuiu noch’ presents an intriguing set of musical devices and
structures which add decisively to the suggestion that Tchaikovsky intended this set
of songs to be seen as a cycle. Again there are three verses, with piano introduction
and coda/postlude. The lilting flow implied by the 9/8 metre and the andante con
moto tempo indication is only temporarily interrupted or retarded by the piir lento
climax, bars 25-29. This point, over two-thirds of the way through the song, is
structurally and emotionally significant, and has high levels of correspondence with
the other songs of the set. Here is another strong climax which presents an appeal to
the beloved.?8 This passage is chromatically rich and intense, and uses wide-ranging
vocal pitches, just as at the climax of No.2. Anticipating Nos.4, 5 and 6, No.3
employs the following bar structures: first verse (8 bars), second verse (8 bars), third
verse (9 bars). As with Nos.1, 4, 5 and 6, No.3 does not contain piano interludes

between the verses. The structure of the song is therefore:

Ex. 4-16
Bars 1-4 Introduction
Bars 5-12 Verse 1
Bars 13-20 Verse 2
Bars 21-29 Verse 3
Bars 30-35 Postlude

As with the preceding songs, the thematic development of No.3 is largely
organic. Once more the overall structure is largely governed by one central main key,
from which closely-related keys deviate briefly and sometimes in quick succession. Ab
major predominates, though the harmonies of each verse become increasingly

complex as the verse progresses. The score of No.3 is given as Ex. 4-15.

28 See Nos.2,3,5and 6.
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The four-bar introduction is divided into two one-bar phrases,
counterbalanced by a two-bar answer. It introduces a melody and thematic germs
which are to predominate in this song and harmony that is to prove highly significant.
These themes also subtly affirm their kinship with those of the two preceding songs.
For example, the conjunct chromatic figure which characterises the opening bars of
both Nos.1 and 2 re-appears here, now in the left hand of the piano part in the first
bar, again in a rhythmically altered form. Once more this figure is obscured by its
transferral to a different voice part. Only one note of this falling scalic pattern is
altered chromatically (the D natural) to form the resulting six-note figure. The motif is

emphasised by octave doubling, as follows:
Ex. 4-17 No.3, bars 1-2

Andante con moto (J:16)
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The theme of disguise continues with the partial obscuring of the (later vocal)
melody line through the use of ornamental arpeggio accompanying figure in the right
hand of the piano part. The basic rising melody (Eb-F-G-Ab-Bb-C) is again a six-note
figure. It is underpinned by the descending six-note pattern in the left hand of the
piano part, described above, forming contrary motion between the parts. The two
figures are inextricably linked. Bar 1 contains dominant-to-tonic harmonies: a
dominant chord delays the sounding of the tonic until beat 3 of bar 1. The initial
sounding of an Eb cherd, therefore suggests some harmonic uncertainty. There is
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some doubt at first, as to whether the harmony is rooted in the key of Eb or Ab
major.

It is uncanny that the features of this bar (the Eb-C conjunct melodic rise, the
contrary motion, and the ambivalent harmonies which suggest Eb but later confirm
Ab major) all bear striking resemblance to the opening of Chopin's Ballad, No.3,
Opus 47, in Ab. The Ballad, however, goes on to form a longer first phrase (see Ex.
4-18). It was not unprecedented for Tchaikovsky's melodies to resemble those of
Chopin.2? The similarity of these two pieces seems to be more than a mere
coincidence.

Ex. 4-18 Chopin, F.  Ballad, No.3, Opus 47, bars 1-11.

Allegrelto. MM, J: 66.
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The introduction of No.3 gains further strength and balance through the sequential
development of the melody line.

The note Eb, the dominant of the prevailing tonality, is prominent, highlighted
in the introduction by its downwardly-pointing tails in bars 1, 2, for example. (This
note becomes important within the song: of the thirty-five bars in No.3, only bars 4,
24, 25, and 26 fail to contain a single Eb). It is significant, therefore, that bar 3

29 For example, in The Maid of Oriéans, Tchaikovsky explicitly quotes from Chopin's A major Polonaise in Joan's farewell aria
letter (see Brown, D., op. cit., volume 3, p.45) and later, re-visits this same piece, which influenced Robert and Vaudemont's first
appearance in the opers, /olanta (see Brown, D., op. cit., volume 4, p.364). Brown also reminds us that in the early piano work,
Valse caprice, Opus 4 (1868), Tchaikovsky 'leans towards Chepin, sometimes very explicitly' (Brown, D. op. cit., volume 4,

p.409).
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deviates from dominant/tonic-orientated harmonies, by using an Fb major chord on
the third beat. This chord, the flattened submediant major (bVI), carries with it a
sense of fate by association with earlier works in Tchaikovsky's output.30 It also re-
echoes the earlier use of that chord in this set (No.1, bar 5). It is followed by a further
intensification, as the augmented sixth (D natural) is added in bar 4 to produce a
German 6th chord. This chord is sounded throughout the bar, recalling the German
6th that is used so prominently, and again fatefully, at the end of No.1. This move also
prefigures the more dramatic uses of the German 6th later in this song, in verse 3. In
this way the short introduction plants the seeds for much of what is to come.

Ex. 4-19 No.3, bars 3-4

Verse 1 begins with a restatement of the op.erliﬁg piano melody in the vocal
line. It is supported by a slightly modified right hand piano figure. A decorative
anacrusis at the end of bar 5 in the piano part now leads in to the next phrase, which
again supports rather than doubles the vocal melody. The underlying harmonies in
these two bars remain the same as those in the first two bars of the song and the bass
line also remains almost identical. The next phrase (bars 7-8), however, contains
fleeting references to the key of Bb minor, immediately followed by C minor, as the
melody develops into a three-fold extension of the opening vocal sequence, before
finishing the phrase in bar 8. This part of the sequence now begins on the note Bb,
and so logically parallels the melodic relationships between its first two statements in

the vocal line (bar 5 starts on Eb; bar 6 starts on G; bar 7 starts on Bb). In doing so, it

30 See pp.108-111. Also, see Zajaczkowsi, H., op. cit., pp.49-52.
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avoids starting its rising pattern on Ab, as was the case in bar 3. These bars (bars 7-8)
also contain an extended series of eleven (often chromatic) conjunct descending notes
in the bass line. This pattern is derived from the seminal six-note figures (most
obviously the falling motif) at the beginning of the song. We return to Ab major in
bars 9 and 10, a two-bar phrase which is answered by a further two-bar phrase,
modulating to C minor to complete the verse. In the final phrase (bar 11), the vocal
melody extends the original six-note ascending motif over a series of eight conjunct
notes, perhaps reflecting, or counterbalancing, the descending series in the piano part
of bars 7-8, before resolving into a cadence in C minor in bar 12.

The poem in verse 1, the opening scene of the song, tells of the beauty of a
moonlit night and a wonderful meeting between two people and is set to music in
rather an unusual way. The more conventional and expressive way of pronouncing the
opening lines would naturally emphasise the words 'moonlit' and 'wonderful' (/unnuiu
and divnuiu), dwelling on the consonance of these words as well as their meanings.
These words dominate the imagery of the first verse. Instead, Tchaikovsky chooses to
lay musical emphasis upon the comparatively meaningless word 'this' (éfu):

Ex. 4-20 No.3, bars 5-6

a piena toce

In doing this, Tchaikovsky deliberately contradicts the expected patterns of
ordinary speech, thus seemingly devaluing or debasing the beauty of the poetry and
the poetic images. He shifts attention away from a concentration on the beauty and

wonderment of the situation, preferring to introduce and develop a feeling of agitation
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in the melody line. It is as if the composer does not want to give the potential lovers
the time really to enjoy the meeting, the moonlight or the wonder. The effect is more
like that of reported speech - distanced by time itself. The composer almost pre-empts
the failure of the love by trivialising its beauty. Romance is done with as quickly as
possible.

The atmosphere of verse 2 (bars 13 to 20) changes and intensifies as it
progresses, but also provides a contrast with the mood of verses 1 and 3. The verse
begins quietly and serenely in an almost prayer-like fashion. This 'treble’ section
connects strongly with other parts of the same song, but the frequent repetition of
single vocal notes (for example, the Ebs in bar 13 and the Abs in bar 15) also
connects overtly with all the other songs of the set. The use of duplets in the bass line
of bar 15 can be said to have its roots in the earlier songs, Opus 6, No.2, Ni slova, o
drug moi; and, for example, Opus 27 No.1, Na son griadushchii.

The mood of the first two phrases of verse 2 (bars 13-16) contrasts with that
of the remainder of the verse. The first half is based almost entirely around decorated
forms of the tonic chord, Ab, as the text speaks of the stillness and calm of the 'lake's
smooth surface' and the 'bowing willows'. This stillness and calm is also reflected in
the stasis of the repeated monotones in the vocal line in bars 13 and 15. Just as in
No.1, repeated single-tone quavers appear in a poignant moment where the poet and
the potential lover sit contemplatively beside water. It is interesting also to note the
physical 'whispering' quality afforded to this phrase, 'the willows bow down and
whisper amongst themselves', as a result of this monotone feature. The falling perfect
fourth on the word 'willows' itself droops onomatopoeically, reflecting the text. These
are examples of the overt use of word painting in this song. In bar 13, the right hand
of the piano part provides the first note (C) of a descending set of, essentially, six
conjunct notes which appear thereafter in the left hand (bars 13-14). This idea
connects overtly with the germinal six-note motifs planted in the opening bar of the

song. Despite the intensification of mood from bar 16 to the end of the verse, this
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linking device continues subtly to develop, again in the left hand part, forming a
seven-note descent (C-D natural) in bars 16-18 and a five-note ascending pattern in
bars 19-20. Here, as the words reflect greater agitation (But words are powerless!
How can I tell you the transports of my exhausted heart'), the phrase structure of the
verse breaks down and the dynamics build. In bar 18, a fleeting cadence in C minor>!
leads back in to Ab major, though the verse ends on an unresolved elusive dominant
seventh in that key. This lack of resolution has the effect of subtly connecting verse 2
with verse 3.

The first two bars of verse 3 contain a re-statement of the figures heard in the
corresponding section of verse 1 (with modifications to accommodate the new text
from this point).32 However, in bar 23, the harmony reverts to that of bar 3 of the
introduction rather than continuing to follow the tonal direction of verse 1. That is,
bar 23 reintroduces the chord of the flattened submediant before giving way in bar 24
to a whole bar of German 6th on Fb in last inversion. The resolution of this chord is
somewhat unorthodox: the last chord of bar 24 is revisited (in the same position) at
the end of bar 26, and the resolution on to Ic in bar 27 is entirely normal. But bar 25
and most of bar 26 consists of an elaboration of the German 6th chord, the bass
descending chromatically while the top note remains constant. This German 6th,
which bears heavily on this verse, has particularly strong associations with Fate in this
and the other songs. Its significance in this respect has been established. Verse 3 now
becomes so diverse that the tempo of the song breaks down into a piui lento, at its
halfway point. Here chromatic lines rise and fall in contrary motion in the piano part
(Ch- C natural - Db - D natural in the right hand; against the falling pattern D - Db -
C - Cb - Bb in the left: bars 25-26). The falling bass line in dotted crotchets is almost
funereal in its descent. It leads on to the German 6th harmony in bar 26. Bar 27 goes

part way to resolving the tension built up over the preceding bars by falling from the

31 (c.f) the end of verse 1. . o
32 There is also a slight modification in the piano part in bar 22, to lead in to the new materials in the next bar.
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German 6th in bar 26 onto a relieved Ic in the home key of Ab major. Bar 28 sees a
shift to an incomplete German 6th (Fb major chord) over a dominant pedal. It is
chromatically rich and intense. This lead up to the final expectation - that of eternal
regret (pechali, bar 29) - is incredibly poignant. It is made even more powerful
because of its harmonic context and the renewed use in bar 29 of a distinctive chord
(dominant minor 9th with a 4-3 suspension).

The rhythms of the piano part slow down from bar 23, becoming sustained
chords by bar 27. The static rhythmic patterns used merge with the increasing
insistence on an Eb pedal, also from bar 27. The effect is both funereal and cyclical,
concepts which are drawn together time and again across the songs of this set.

We will now turn our attention to the vocal line in verse 3. As has been seen,
the first phrase returns to the melody of verse 1. Even the words are reminiscent of
those heard in the earlier verse (V etu lunnuiu noch’', becomes Noch' ne zhdiot, noch’
letif). The second phrase, Zakatilas' luna, is preceded by a propelling quaver rest
which heightens the overall feeling of anxiety created and cleverly prefigures the
opening vocal passage (bar 5) of No.4. It also reflects the fact that 'za-' is a weak
syllable. The rhythms of normal colloquial speech are adhered to. Now the intensity of
the piece deepens. Just at this critical moment, where the text speaks of a 'mysterious
distance' developing between the poet/singer and nature ('In the mysterious distance
the sky has begun to redden’), where the formerly sympathetic, comforting and
colluding role of Nature (the willows of verse 2) becomes morose, intimidating and
distant, Tchaikovsky introduces a physically onomatopceic representation of Distance

by bidding the singer to drop a full octave in pitch on the very word 'distance' (dali):
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Ex. 4-21 No.3, bars 24 - 25

piu lento

bt —T w1}
q—o Ty =3

The most striking aspect of this section, however, comes in the very next bar
(bar 25), where the Distance symbolism is literally extended to embrace the concept
of the distance between the two protagonists. The initial consonants (d) and the
stressed vowel sounds (a), which occur in the words dali (‘distant') and dorogaia
(beloved'), are also closely linked and so further support the connection between
these words. In both the stress (the long note) is on the 'a-. The vocal line is
wrenched from the low Fb at the end of bar 24 up to a startling high F natural at the
beginning of bar 25, again deepening and underlining this sense of distance. Vocally
and melodically, the most important feature of this 'resolution’ of the preceding
German 6th harmony is this raising of the Fb to F natural in the vocal line leading into
the word 'dorogaia’ ('dear one').

From bar 22 up to the moment of entreaty, My dear, forgive me!" (bar 25),
the vocal part becomes comparatively disjunct rhythmically, breathlessly delaying the
vocal statements by the use of on-beat rests. As with other songs of the set, use is
made of the tie (including ties over bar lines) to create a more dramatic, rhythmically
ambiguous feel. The powerful desperation of the fortissimo entreaty at bar 25 (by far
the loudest moment of the song) breaks into pathetic hopelessness, reflected in the
sudden dynamic slump to piano, by bar 27. 1t is significant that Tchaikovsky re-uses
the melody of the opening vocal phrase on the word 'snova' (‘again') in bar 27. It is apt

that the return implied by the word 'again’ is mirrored in this physical return to the
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original musical phrase. In this way, the present example prefigures a similar move at
the end of No.6. Bars 28-29 are clearly derived from bars 23-24.
Ex. 4-22 No.3, bars 24 - 29

piu lento
) s T TN /]‘ O

o
N 4

4

e r- -
3a.a.ne.no BnTa. HMH CTBEH.HOA A n4.. Jlo.po.ra A,
e BT N
S i T e e
v A —.-Q’A-—'='A” - -
y T L— 1 | A R T e he VA
.do .0' @ mf ——————
| i 5 # i !
A——1 B iﬁ‘_‘—}‘l—“j: et {1_7 3
= h " 1 4 x —% <
7 v ]’D 7 3 T

Bar 25 demands the loudest and highest-pitched, most controlled and intense singing
in the whole song. At the same time, the tempo slows down dramatically, the vocal
line is further delayed by a quaver rest at the very beginning of bar 25, to produce a
technical and stark representation of emotional exhaustion and breakdown. This
slump directly resembles the corresponding moment in No.2, where the intense plea
also effected a breakdown.33

As the vocal line approaches its emotional conclusion in bar 29, a suspended
discord is left unresolved. The last sung note cedes into a dominant seventh chord
(over a tonic pedal) on the first two beats of bar 30, resolving on to the tonic only on

the third beat of that bar.34 It is as if no satisfactory conclusion is ever reached for the

33 Just as in No.2, Tchaikovsky has used syncopation to intensify the emation. In No.2, bars 16 -18 (1 am wom down with
anguish', Istomilas’ ia toskor), where the ‘sadness' itseif breaks through the boundary of the bar line, compares with the present song,
bars 23 - 29, where ties and rests also obscure the bar lines to great effect.

34 This delayed resolution is reminiscent, perhaps, of that in No.1 (bars 24-27).
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singer. The lack of a reference to the tonic chord at this point suggests a lack of
resolution. The literary failure in love theme is neatly and aptly reflected in this failure
to resolve the vocal part conclusively. The 'longing and sadness' described in the text
at this moment are so all-pervasive that the vocal line slumps resignedly to a finish.

The piano part is left to reflect on the drama of the song. In bar 30, the first
bar of the coda, the preceding dominant seventh is finally resolved. The opening
theme of the introductory section and of verse 1 is now heard again in an altogether
new light: here the tonality for the first time in the whole song is rooted in the tonic
key (note the repeated Ab pedals used throughout the coda). The intense, octave-
doubled heavy chromaticisms of the tenor and bass lines of the opening are replaced
throughout the coda section by higher-pitched, gentler, rocking figures in the left hand
of the piano part. The Fbs of the dying moments of the vocal part are re-echoed in the
German 6th chords of bars 32 and 33, which are based on Fb and also have this note
on top.

The postlude resolves the harmonic issues of the song. In the coda, the
dominant harmony of bar 1 is superimposed over a tonic pedal. Chords V and I
predominate. The progression in bars 32-33 (German 6th to tonic) again recalls the
same progression used at the end of No.1,33 as well as the German 6th examples used
earlier in this song, first heard in bars 3-4. These harmonies are resolved on to two full
bars of tonic chord in bars 34-35. Though the coda section is thematically and
technically rooted in the materials of the song itself, it is as if the piano is unconcerned
by the 'angst' of the preceding section. The beginning of the coda sounds almost
carefree and the normality of this tonic-based section becomes almost trite. This
suggests that the atmosphere of the piano part tends largely to be more sympathetic
rather than empathetic to that of the singer. The previous suffering of the protagonist

is transformed into something quite simplistic. The tonic key, striven for by the singer

35 No.1, bars 25-26, 27-28, and 28-29.
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throughout the song, is not to be regained. The mood of the coda is different, which
makes the ending even more poignant: the tonal landscape is now altogether different.
This has the effect of intensifying the singer's sense of aloneness and contributes
effectively to the overall feeling of tragedy.

There may be a strong link between the lack of tonal resolution within the
vocal part of the song and the lack of emotional resolution - the failure in love - that
is being presented. The paradox is that love has provided the inspiration for this
dramatic song, but it is a love that has proved ultimately unsuccessful. Despite this, it

is a passionate and deeply meaningful song.
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Ex. 4-23

No.4, score
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No.4 The sun has set

No.4, Zakatilos' solntse, immediately reasserts the established hallmarks of the
songs of the set, as displayed so far. It is tripartite in structure and has a piano
introduction and coda. Again the main key, now E major, dominates the whole song,
allowing for only temporary and occasional harmonic inflections away from this
central key. The song, an andante in 3/4, is immediately entrenched in familiar
thematic and by now characteristic melodic language. The score appears as Ex. 4-23.

The overall structure is:

Ex. 4-24

Bars 1-4 Introduction
Bars 5-12 Verse 1
Bars 13-20 Verse 2
Bars 21-29 Verse 3
Bars 29-33 Coda

The proportions are therefore the same as No.3 (and Nos.5 and 6).

Despite the singularity of its textual theme, this is the only song in the set
which speaks of success in love, No.4 is related to the other songs by various means.
Just as the preceding songs exposed and developed common thematic materials
starting from their respective opening bars, so too does No.4. The initial rising scalic
figure bears a particularly close resemblance to that of the first bar of No.3.
Furthermore, the first four notes are an exact transposition of the corresponding
section of that song.

Ex. 4-25
No.3,bar1= Eb-F-G-Ab-(Bb-C)
No.4, bar 1 = E - F# -G#- A - (A# - B)
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The first four notes of the opening melody (in the right hand of the piano part)
in No.4 are exactly a semitone apart from the corresponding notes in No.3, and the
remaining notes of the first phrase in the present song continue to follow the overall
(upward) direction of the melody of the former. These patterns are inextricably linked.
The thematic material of No.3 feeds that of No.4. Despite the similarity of these two
phrases, however, there is an element of difference between them as the rhythmic
thrust of the phrase in No.4 is modified. This occurs both in the melody line and also
in the accompaniment.

Ex. 4-26 (a)  The rhythms of the melody lines

No.3, bar 1 (essentially) J ,b J ] ] ,l.

No.4, bar 1
7 /E /~r j j /I

>

Ex. 4-26 (b)  The rhythms of the corresponding accompaniments

No.3, bar 1 JONTTT Ny
No.4, bar 1 b J ) I

/ 7/ /7 7/

The three semitones pattern that occurs in the first bars of each of the three
preceding songs recurs here in this way, though again it is disguised. The semitones
begin between the third and fourth notes in the right hand of the piano part: [E-F#]
G#-A-A#-B. The fifth note of this opening six-note melodic pattern (A#) is the only
note of the phrase which has been altered chromatically. The figure as a whole
masquerades quite successfully as a straightforward diatonic phrase: here the A# is
merely a chromatic accented passing note. However, the use of the A#, which is
accented and functions as a heavy appoggiatura, draws attention to the fact that the

phrase indeed contains the all-important set of three consecutive semitones. By re-
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using this pattern, Tchaikovsky has added to the overall cyclic effect of the work,
without being too heavy-handed or repetitive.

Ex. 4-27 No.4, melody line, bars 1 and 2

J. E .
Andan.te. (‘u) P E

I —
nf

[Semitone - Semitone - Semitone (G# - A - A# - B))

This progression continues to resound with fateful undertones, as it is a new
incarnation of the six-note Fate theme, first described on page sixty.

| The phrase structures of the four-bar introduction are rather ambivalent. At
first, bars 1-2 seem to be separate phrases (an antecedent and a consequent). Bars 3-4
reflect this structure but nevertheless also suggest a two-bar answering phrase
(resulting in a '1+1+2' pattern). However, as bars 1 and 3 are identical, and bar 4
begins an octave lower than bar 2, it is possible to interpret these phrase structures, in
retrospect, as two phrases of two bars (2+2). The harmonic structure, however,
operates in groups of three bars plus one bar (3+1). That is, the first three bars
contain I-V7 chords and the fourth bar uses chord I throughout. The whole of the
introduction is set over a tonic pedal (c.f. No.1, and the bass Fs of No.2).

Verse 1 initially retains the tonic pedal (E), though, superimposed above this,
dominant 7th harmony now delays the sounding of the tonic chord until the last beat
of the second bar of the verse (bar 6). This tonality recalls the V7 chords at the end of
each of bars 1-3, but also, perhaps, is subtly reminiscent of the extended 'dominant-to-
(delayed)-tonic' feature at the opening of No.3 (see p.135). In verse 1 of No.4, the
harmony is straightforward and is propelled by a jaunty figure which dominates much

of what is to follow. Bar 8 makes brief reference to F# minor, whilst bar 12 finishes
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the first verse, inconclusively, in G# minor. As a result, verse 1 seems to slide
seamlessly into verse 2. Again there is no piano interlude between verses.30

The rhythmic figures of the accompaniment in the first verse are syncopated
only in an ornamental sense, as the chord-changes occur on the beats. These figures
emphasise the two-bar nature of the song structure: verses 1 (and 3) contain three sets
of the following two-bar rhythm:
Ex. 4-28 No.4, bars 5-6 (Rhythm, accompanimen{ only)

e 4 ¥
@ o—F

In the last two bars of verse 1, the rhythms of these two bars are reversed, to produce

»

)
Z

the pattern:37

Ex. 4-29 No.4, bars 11-12 (Rhythm, accompaniment only)

A p— pr—

o N— N ——

et

| O

e v [

The melody line of the vocal part is repetitive rhythmically and is therefore
developmentally limited. Bars 5-6 are identical to bars 9-10. The melodic line of bars
5-6 (and consequently bars 9-10) is sequential. It is answered by a two-bar phrase,
giving the overall impression of a four-bar phrase-structure (bars 5-8). The repeated
antecedent (bars 9-10) also leads to a two-bar phrase, but this feels rather less like an
answering phrase, however, though it remains part of a four-bar structure. Of the

eight bars in verse 1, only bars 7 and 8 deviate from the rhythm pattern: y ,W,Bb,h, in

36 No.2 is the only song in the set that contains interludes between the verses. The second verses of Nos.3, 4. and 5 all end on

dominant harmony, resolving harmonically only in their final verses.
37 Verse 3 deviates from this pattem only in bar 28, as the structure collapses prior to the coda.
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the vocal part. This draws particular attention to the phrase (in bars 7-8), ‘fleg/koi
pozolotoi [v sineve nebes...]" (‘'gently gilding [the blue of the sky]’). The repeated
syncopated monotones of bar 7 are further emphasised dynamically: they form the
loudest section of the verse. In this way the 'shade of light' theme, described on pages
eighty-nine and ninety, is again highlighted. Here the speech-like monotone has the
effect of producing further intimacy, and prefigures the 'whispering of the forest' in
bar 11 (and the monotone figure in bar 23, at the corresponding part of verse 3). The
vocal melody is uncomplicatedly diatonic throughout the first six bars of the verse,

before adapting to the harmonies of the inflection towards G# minor in bar 12.

Ex. 4-30 No.4: melody bars 7 and (10 and) 11
poco pli f p
Jler . Kol 0. 30.110_ TOR J Cna.nn.cr;':an . HoR na.c;m TH.X0 4TO - TO WenseT

Verse 2 provides a contrast with the other two verses. It is modulatory. The
harmony in bars 13-16 is based on a cycle of fifths, each chord consisting of dominant
or secondary 7ths. A conjunct falling bass line pattern in bars 17-18 (A-G#-F#-E) is
revealed in the left hand of the piano part. In bars 19-20, this line becomes a semitonal
scale (C# - C natural - B- A - A# - B), subtly reflecting the seminal pattern first heard
in No.1, bar 1. The verse finishes on the dominant and so flows seamlessly into verse
3. Again there is no piano interlude between verses.

The most frequently-used rhythmic figure in the accompaniment of verse 2 is
derived from that first heard in bar 6 (the second bar of that germinal two-bar phrase).
Here, though, the left hand of the piano part has been adapted slightly. The rhythm
pattern in the piano part of bar 13 recurs in bars 14, 15, 17, and 18. In bars 16, 19 and
20, however, movement takes place on each crotchet beat, emphasising the
underlying semitonal movement in the bass line (bar 16: C#B#-C#, bar 19: C#-C-B).

The rhythm patterns used in the right hand of the piano part at the end of this verse
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reverses the order of the two-bar pattern at the end of verse 1, re-using its original
order from the beginning of the verse.

The vocal line of verse 2 explores the thematic germ presented initially in bar
5, as the verse modulates to C# minor and back, ending on the dominant seventh in E.
The threefold melodic sequence (bars 13-15) breaks off at bar 16, where this change
in pattern highlights the 'night' imagery described at this point in the text. In each of
the first three bars of the verse, the vocal line rises (in a pattern of five conjunct notes)
and falls (a perfect fifth), propelled initially by dramatic semitonal clashes against the
prevailing piano accompaniment. These moments reveal stress, almost to the point of
crushing negativity. It may be reasonable to suggest that these brief but torturous
clashes are something more than exceptionally ardent expressions of love. Together
with the octave leaps which follow, this whole section may well reflect the agonies as
well as the ecstasies of love. The night theme continues in the next two bars (bars 17-
18) with renewed textual references to night (rochi). Here the intervals between the
final two notes of each phrase are extended to full octaves, so recalling the theme of
Distance by way of association with the downward octave leaps in No.3 (bars 24-25).
The sentiment of 'night' as presented in No.3, bar 5, is also re-echoed here - the two
melodies are closely allied.

Verse 2 is the most expansive and frenzied section of the song. In it the first
vocal bar of the work is recalled and subjected to far-ranging development. This
harmonic exploration helps to create a sense of wonderment, excitement and even
ecstasy. Here it is as if the performers are literally 'carried away' into 'such a night'.
Indeed, the mood created is absolutely in keeping with the success-in-love theme of
the poetic text. Despite this, closer examination of the score suggests that all may not
in fact be well. The prevalence of falling Sths and 4ths in the vocal part of verse 1 has
been superseded by the use of perfect Sths and octaves in verse 2. The octaves bring
with them a sense of real expansiveness, but also a sense of real 'distance'. These

octave drops seem to echo those first heard in No.I, bars 8-9, and then 16-17 (where
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the texts spoke of lack of communication). These are the same intervallic leaps which
accompany the 'grip of incomprehensible powers' in No.2 (bar 7) and, decisively, the
'mysterious distance ... of the beloved' described in No.3 (bars 24-25). It is important
to draw these parallels because the associative links between the songs are so
powerful that it is as if the lack of communication, the incomprehensibility of
relationships and the profound feeling of true distance between the protagonists now
impinge on the meaning of the text in No.4, falsifying the words. Togetherness in
ecstasy is denied. The music tells the truth. Pain and desperation shine through.
Whatever the words say, the music may not be about success in love at all.

Verse 3 returns to the harmonic and melodic world of verse 1: bars 21-26 are
musically identical to those of bars 5-10. Bars 27-29 break the bounds of the original
phrase structure to form the climax of the song. The phrase is spread over an 'extra’
bar (bar 29). This is the registral climax of the song: the vocal line soars up to a top A
in bar 28. The rhythmic structure too breaks its bounds at this point: the vocal part
pauses (on the word 'night'), but the piano accompaniment continues, arriving at its
own pause on the last quaver of the bar, before the singer finishes the phrase. In the
autograph score, Tchaikovsky indicated a fortissimo dynamic marking for this climax
(bars 28-29), but this has been reduced to a forte, in the Complete Edition.38
Although the dynamic build (from bar 25) adds to the undeniable intensity of this
climax, it is curious that Tchaikovsky used a falling octave leap in the vocal part in bar
28, again recalling the Distance motif of No.3. Resolution is completed by bar 29,
melodically and harmonically. The focus is firmly on the beloved ('On this night with
you!..). However, exhaustion takes over and the piano is left to reflect on the drama
alone.

Bar 29 has two functions - it is the last bar of the vocal part and also the first

bar of the coda. The coda exactly recalls the first four bars of the introduction. It

38 Polnoe sobranie sochinenii [Complete edition of works} (Moscow/Leningrad, 1940-71.) See bibliography.
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plays almost unconcernedly, seemingly unaffected by the passion or traumas of the
preceding section, until it extends into a final poignant, typically inconclusive ending.

Ex. 4-31 No.4, bars 28 -33
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The orniginal paradox stands: although No.4 seems to have the least in
common with the other texts and settings in Opus 73, on the surface (overall
thematic) level, it is in fact the most connected song of the set in terms of cross-
reference with the others. These cross-references occur on many levels of analysis:
structural; thematic; harmonic; rhythmic; textural; and in terms of sub-text.

It is important to note that the success-in-love poem is treated lightly. The
harmony used in No.4 is simple, and the melodic and rhythmic structures are
repetitive. The rhythms of the piano accompaniment are even playful. Surprisingly,
there is no 'heavy eroticism'. This, I contend, tells us a lot about Tchaikovsky. The
song seems not to be about a successful loving relationship at all. It is as if
Tchaikovsky cannot conceive of a successful serious (heterosexual)3? relationship; it

is as if 'the sun' has literally 'set’' on this supposedly successful alliance. The truth of

the matter shines through the music itself.

39 This is an unequivocally heterosexual text: see pp.91-2.
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Ex. 4-32

No.5, score
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No.S Mid sombre days

No.5 (Sred’ mrachnykh dnei) follows the three-verse pattern common to all
the songs in the set, but stands out as the only song to make use of an extended piano
prelude and postlude, rather than the shorter introduction/codetta forms used
elsewhere. No.5 is far more rhythmically diverse than the others in the set. It looks
different. It is the only song to avoid a triple-metre time signature (it is in common
time). It is the only song to employ a fast tempo throughout: 4llegro moderato. This
makes it a comparatively short song, despite the fact that it contains by far the

greatest number of bars overall. The score is given as Ex. 4-32.

Ex. 4-33
Bars 1-10 Introduction
Bars 10-18 Verse 1
Bars 18-26 Verse 2
Bars 26-35 Verse 3
Bars 35-44 Postlude

Close examination of the score reveals an extended web of motivic, harmonic
and technical interconnections which so surely link this song with the other songs of
the set, however. Just as the original Rathaus text refers copiously to individual words
or themes common to other poems in the cycle (avoiding extended cross-quotations
of longer phrases), so the subsequent musical setting shares a range of direct
references to snippets of musical material heard elsewhere in the cycle (without
resorting to wholesale, overt extended thematic cross-quotation). No.5 sheds new
light on particular familiar themes in their varied forms, now alluding fleetingly to
previously-heard materials, now prefiguring materials about to be heard (in No.6),
whilst seemingly developing its own themes organically. This song contributes
significantly to our understanding of the cycle as a whole. It highlights underlying

symbolic themes and messages and adds to the notion of truth, as told through the
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music itself. The associative links between No.5 and particular moments in other
songs also add further interpretative dimensions to this seemingly very different song.
Subtle messages result from commonality of musical language. Straight away
No.5 establishes a familiar scalic pattern closely allied to those in the corresponding
bar (bar 1) of Nos.3 and 4. It is set over a broken chord accompaniment based over a
tonic pedal. This semiquaver figure dominates the piano prelude and has clear
retrospective links with the coda section of No.3, especially as both passages employ
the same sort of harmonic language, operating largely over simple dominant-tonic
harmonies in the same key. Both sections are underpinned by Ab pedal points and by
prominent Ebs as part of the texture.
Ex. 4-34 (a) No.3, bars 30-35
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Ex. 4-34 (b) No.5, bars 1-5
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As Nos.3 and 5 are closely linked in these ways, it is possible that the opening section
of No.5 deliberately recalls the poignancy, the tragedy and the overwhelming sense of
aloneness or isolation felt at the end of No.3.

In No.5, verses 1 and 2 are particularly closely related. Verses 1 and 2 are
identical, except in their final phrases: verse 1 ends on the tonic chord (I in Ab),
whereas verse 2 is adapted and ends on the dominant of the relative minor (V7 in F
minor). Bars 11-16 are musically identical to bars 19-24 (except that the final part of
bars 16 and 24 provide different anacruses into the last phrase of their respective
verses). The final two bars of verse 2 are more complex harmonically than those in the
corresponding section of verse 1, and form a link into the climactic third verse. The
registral expansiveness of verse 3 recalls that of the last verse of No.3. It also returns
to and develops the German 6th chords of the former song, adding to the dramatic
intensity of the work. Again the use of the augmented sixth highlights the emotional
importance of this section and links this song firmly with the preceding ones. Again
this chord carries with it an over-riding sentiment of fate. Again the German sixth
coincides with a final vocal plea (just as is the case in No.1, bar 25; No.3, bars 24 and
26; and No.6, bars 26 and 28).

The prelude persistently reaffirms the key of Ab major. The chordal landscape
is surprisingly simple and is solidly underpinned by both Ab and Eb pedal features. Six
out of the first ten bars No.5 of contain some form of the tonic chord. The melodic
thrust of the prelude comes from the threefold rising sequence (bars 1-2, 2-3, and 3-
4), which is itself based on a familiar conjunct figure, reminiscent of those at the
openings of Nos.3 and 4. This melody continues in the left hand of the piano part in
bars 5-8: it is a straightforward repeat of the threefold sequence (the four-note
pattern, first heard in bar 1), with the final sequence breaking off after the fourth note

of the pattem40. The initial four-note pattern established at the beginning of the song

40 Instead of extending the third statement of the sequence (as in bars 3-4), here the phrase is curtailed.
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1s soon extended into a six-note rising version, in bars 3-4 (Ab-Bb-C-Db-Eb-Fb). The
reappearance of a such a figure recalls earlier six-note conjunct figures: for example,
Nos.1 (bars 25-26, 27, 29 and 30), No.3 (e.g. bar 1), and No.4 (e.g. bar 1). In this
way No.5 asserts its relationship to the set as a whole. The deviation from the scale of
Ab at the end of the present phrase is underpinned by altered subdominant harmony.
This chromatic pull from tonic to altered subdominant (D minor) in bar 4 introduces
the note Fb, which resolves by way of a suspension in the following bar. (The Db-Fb-
Ab' chord will later prove influential in feeding the augmented 6th and Neapolitan
harmonies at the climax of verse 3.) The six-note pattern is extended and developed
further from bar 5, as the pungent suspension propels a (now descending) set of
conjunct notes over a full three bars. The right hand of the piano part here basically
follows the pattern Fb-Eb-Db-C-Bb-Ab-G-F-Eb, descending more than an octave, by
step.4] The dotted rhythms first used in bar 6 are developed. as the rate of rhythmic
J T i

bar 8 and the first half of bar 9). The notes of the earlier phrase (bars 5-7) are

movement doubles (from /I /BJ in bars 6 and 7, to ,I ,Ij ,| ,[j

repeated in bars 8-9, forming a pattern which again descends by step from Fb. Here,
however, the series of notes is limited to seven notes only (Fb to G). The figure is
curtailed in this way and resolves neatly on to I in Ab on the third beat of bar 9, in
preparation for the first vocal entry in the following bar. The dominant minor ninth,
created by the appoggiatura at the beginning of the phrase in bar 8, is fleetingly
reminiscent of that used in No.3, bar 29.

Verse 1 develops the appoggiatura idea, together with the stepwise figures
described above. From bar 10, the accompanimental semiquaver figures are
transferred from the left to the right hand of the piano part, as in bar 11 a strong and
extended pattern of yearning appoggiaturas starts to dominate the left hand part. They

move in crotchets and decorate either the dominant of tonic note. Dominant-tonic

41 Compare the eleven-note conjunct descent in the left hand of the piano part in No.3, bar 7-8.
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harmonies are retained throughout the verse, coloured by tonic pedals in bars 11-13.
Bar 14 sees the start of a series of nine conjunct notes (again Fb-Eb-Db-C-Bb-Ab-G-
F-Eb) in the left hand of the piano part, the same descending pattern that was sounded
in the right hand of the piano part in bars 5-7. Here, however, the occasional notes of
anticipation which decorated the former passage, have been transformed into solid
and measured appoggiaturas:

Ex. 4-35 No.5, bars 14-18 (bass line only)

The final six notes of this descending sequence, decorated by appoggiaturas,

can be interpreted as another incarnation of the Fate motif discussed earlier.*? This
section of the phrase (bars 15-17) is reminiscent of No.2, where 'scalic phrases (sink)
disconsolately above a tonic pedal link{ing] Night (No.2) unmistakably with the end
of the Sixth Symphony' 43 The present passage uses exactly the same sequence of
notes as the Love-Death-Fate Motif of Eugene Onegin®* except that here the
penultimate note is G natural instead of the Gb in the Onegin example. It also uses
precisely the same contour as the 'Fate Embraced' theme found extensively in the
same opera.#> This Fate Motif, which underpins many of the songs, imbues this
passage with a tangible sense of foreboding. 46

The vocal line of verse 1 opens with a repeat of the melody of bars 1-3,
though it breaks off from the original sequences after just two statements ('In sombre

days, beneath the weight of misfortune'). The melody deviates at the end of bar 12

42 See pp.61-65.
43 Brown, D., op. cit., volume 4, p.465.
44 Brown, D., op. cit., volume 2, Ex.139, pp.203-7.
45 Brown, D., op. cit., volume 2, p.208.
46 The use of this particular form of Fate Motif can also be said to form a strong link particularly with No.6, whose final six-note
Fate Theme will be more fully described on pp.182-3.
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aptly reflecting the 'misty haze of years gone by'. It reaches its peak in bars 14-16,
with an expressive high Ab in bar 15, where it truly seems to reflect the 'joyousness'
described in the poetic text. As has been noted, however, this passage is underpinned
by a stepwise, fate-tinged descending figure, laced with yearning appoggiaturas. Brief
allusion is made to the key of F minor in bars 16-17, but we return, more
optimistically, to Ab in bars 17-18. This happiness is real, but it is remembered
happiness, and the beloved is again distanced by time. The accompaniment further
protracts or emphasises the passing of time through its use of rather aloof semiquaver
figures, which continue inexorably throughout the song.

The strong 'yearning' quality of the appoggiaturas, which underpin the first
two verses, mark them out as being of particular symbolic significance. They begin at
a point in verse 1 where the words speak of the 'reflection of joyous rays, [as] the
look in your eyes shines on me'. This is the first reference to the beloved in the song.
Here they convey something of a feeling of 'foska' (longing, regret, sadness), and so
anticipate the pain of the final outcome of the song - another failed relationship. Bar
17 contains another reference to the distance motif, as the vocal line drops a full
octave on the words 'shines...the look [in your eyes]', adding to this overall sense of
loss.

In the first verse, the text speaks of Hope. This theme is paralleled throughout
the verse by the use of upwardly-aspiring melodic pulls (particularly to the climactic
phrase in bar 15).

Verse 2 is musically identical to verse 1 until bar 24, where the rhythm of the
words dictates a change in the musical rhythm of the vocal line, as 1t leads in to the
final phrase. In bar 25, the octave fall which featured in verse 1 (bar 17) is now
reduced to a major 6th. The last beat of bar 25 contamns a French 6th in F minor. Its
resolution is slightly unusual because, even though the Db root resolves downwards
by step, the augmented sixth (the B natural) also falls, to a Bb, in bar 26, making a

dominant seventh chord on C. The whole of bar 26, the last bar of the verse, contains
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this dominant (7th) harmony. This is another example, therefore, of a song in which
the second verse ends on a dominant, making for a seamless link in to the next
verse.*7 The second verse does not reach its own internal resolution in itself, but
resolves by way of the following section. Again there are no piano interludes between
the verses in this song.48

The repetition of the musical ideas of the first verse in the vocal line of the
second is wholly appropriate as it reflects the words, 'Charmed by these sweet
dreams, I imagine that I am with you again'. The harking back to former times is
mirrored in the music. It is also significant that when the words 'In the light of day, in
the quiet of night, I share with you the rapture of our souls' occur, the vocal line
seems to contradict the sincerity of the text at this moment. Maybe the truth is again
spoken here through the music, in contradiction to the message of the text. That is, in
bar 23, the 'quiet of night' is sung, curiously, at a fortissimo dynamic. The 'rapturous',
presumably climactic, section is sung over an extended diminuendo (bars 25-26), over
Fate-tinged augmented harmony: the French 6th in bar 25. The point at which verse 2
deviates from the materials of verse 1 is the point at which this new harmony occurs.
It is passionate, but also painful. The vocal line seems somewhat apologetic at this
point. This is not a rapturous sharing of souls and does not burst with ecstasy. Maybe
this is because the lover and the beloved are separated by time and distance in verse 2.
This section describes a dream of former happiness.

Verse 3, however, is ecstatic. The piano accompaniment occupies a wider
range of notes. The bottom notes of each chord are especially significant. Although
they are not the lowest notes used in the Opus 73 set, they are unusual in that they
support clusters of tightly-packed harmonic notes above them, thereafter supporting
the arpeggios. These are dense textures. These figures go on to span over four full

octaves, from a low G (two-and-a-half octaves below middle C) in bar 30, to a high

47 (c.f) Nos.3 and 4.
48 (c.f)Nos.1,3,4,5and 6.
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Bbb (just less than two octaves above middle C) in bar 32. This verse also builds up
dynamically towards the unequivocal climax of the song in bars 31-35. The harmonies
of the verse become increasingly complex. The verse begins by delaying the resolution
of the dominant harmonies from the end of verse 2 - reaching the tonic chord only on
the third full beat of bar 27 - before moving swiftly on. This sweeping modulatory
section contains a further reference to the seminal theme in conjunct motion, by
presenting another six-note rising figure obscurely in the bass line in bars 27-28.
These notes, [E natural - F - ] G - Ab - A natural - Bb, finally produce the long-
awaited pattern of 'three semitones' which has become the hallmark of each of the
preceding songs. This again confirms the close relationship between this song and the
others in the set. This pattern has again been hidden in the bass line, at the beginning
of a symbolically important section.

The harmonic landscape of this verse also becomes more diverse. Bars 25-28
are based around the key area of F minor, leading to a cadence in Bb minor in bar 29.
This verse is significant harmonically because, in bar 32, at the climax, Tchaikovsky
again turns to the German 6th chord at the point when there is a vocal plea to the
beloved ('I want to live! to breathe you in'). Further intensification follows as this
harmony then shifts immediately (in the same bar) to the Neapolitan chord (bII), still
in Ab, on the second syllable of the word 'you'. Tchaikovsky recalls the harmony of
the introduction at this point. The Db minor chord of bar 4 is recalled in bar 32, by the
augmented sixth and the Neapolitan sixth, both of which have two notes in common
with it. It is as though bar 4 is a 'hint' of both later chords, though it is not the same as
either. (This reversion to the harmonies of the introduction, rather than those of the
intervening verses, is reminiscent of the final section of No.3).49 The Neapolitan
chord is then hysterically played out in different positions across the piano part for a

full eight beats (bars 32-34), before resolving on to two punctuated dominant seventh

49 As is the case here in No.5, No.3 also recalls the harmonies of its fourth bar in its third, climactic verse.
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chords (with a vocal pause on top) and finally to the tonic (bar 35). This expansive
treatment of the Neapolitan chord is similar in effect to that of the diminished seventh
chord over a full four bars, in No.6.50 The dramatic dominant 7ths of bar 34 help to
stretch the proportions of the verse, resolving finally in an 'extra' bar, in bar 35. This is
the ninth bar of the verse. The structure has become: verse 1 - 8 bars, verse 2 - 8 bars,
verse 3 - 9 bars. This is the structure that also features in Nos.3, 4 and 6.

This final verse is truly passionate and full of intense longing and love. Like
the last verse of Nos.1, 2, 3 and 6, it too contains a vocal plea to a beloved. The
rhythms of the vocal line break down under the weight of all this passion, fragmenting
over bar lines, and literally 'whirl[ing] away in to the gloomy distance', as the word
dal’ ('distance') is elongated in bar 29 to bar 30. The climax from bar 31 onwards
produces the highest-pitched notes in the vocal part of the Opus 73 set. This dramatic
section is resolute (' want to live!), but spills over into desperation in the passage, 'To
breathe you in' (bars 32-33). The word 'foboi' ('you') is contained within its own
harmonic enclave, surrounded by German 6th and Neapolitan harmonies, almost
isolating it in other-worldiness. This is either an ecstatic paradise, a remarkable
expression of sexual experience, an orgasm in music, or a hint of unreality.51 This
passage also conveys a desperate need for (a longing for) love: 'And once more I
passionately want to live, to breathe you in, to love you!" The dominance of the
'vearning' appoggiaturas in verses 1 and 2 provided the foska; verse 3 breaks all
bounds and is an outpouring of great intensity.

An extended postlude is now needed to assist with recovery from these

passionate heights, and this is what now follows. This is the longest coda of any of the

50 See p.177.

51 The‘;osition within the phrase of this word 'tobor’ acquires further symbolic significance in its associations with similar passages,
for example, in Opus 38, No.5, The love of a dead man (bars 21-22, and bars 106-7). This latter song directly links the beloved
with death ('My soul is everywhere with you! Even in the grave, in the land of peace and oblivion'). (Also c.f. (38/5). bars 15-6 and
97-8 (‘s toboiu"), and bars 51-2 ('s soboi")). There are similar 'tebe/'tebia’ endings in 47/6 (Den’ li tsarit...), where 'l have always
with me...this same fateful thought: all about you!’, and, later in that song: 'I know that, right to the grave my thoughts, feelings,
songs and vigour ill all be for you!". In 38/1, Serenade of Don Juan. the words 's toboi' thyme with ‘smertnyi boi’ (‘mortal combat).
In each of these examples, love/death imagery are prominent. (In Opus 27/3 too, for example. many prominent phrases also end on
the words 's toboi”). These precedents can be said to taint the ecstasy of the present passage in the Opus 73 song somewhat.
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songs within the set. The section (bars 35-43), is an exact repeat of bars 1-9 and
concludes with two further tonic (minim) chords, fading to finish. We hear this section
altogether differently this time, in the light of the experience of the intervening
sections.

The irony of the song, however, is that its great passion exists only in the
memory of the protagonist. It is a sad reflection that this ostensibly successful loving
encounter is once more tainted, by the fact that this scenario is played out in the
imagination, in a dream. The protagonist is ultimately unsuccessful in forming and
maintaining a loving relationship. This song is deeply-felt. It is stamped with
'subjective’' appoggiaturas, and harmonic and melodic figures which resound in their
association with the other songs in the set and with other major works by the
composer. Ultimately this song is deeply characteristic of Tchaikovsky, and tells us a
lot about him.

It is significant that especially close musical links exist between Nos.3, 4 and
5, paralleling the strong semantic ties which bind these three poems together as core
or 'linchpin' texts in the original Rathaus version, as put together in Opus 73. No.5

contributes significantly to the overall effect of a musical cycle.
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Ex. 4-36

No.6, score
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No.6 Again, as before, alone

No.6 (Snova, kak prezhde, odin) presents an extraordinary condensation of
musical techniques heard elsewhere within the set. It revolves around a limited
number of themes or motifs. The score appears as Ex. 4-36. The structure of the
song, whilst retaining the three-verse format used in each song, is unusual. For the
only time in the set, the music of this song does not reflect the verse structure.
Tchaikovsky overrides the break between verses 2 and 3, creating a long middle
section based on six lines of verse. (Verse 3, lines 1 and 2, are wrapped up into a
longer, central, musical section, and so seem like a continuation of verse 2.) The
return of the opening vocal melody in verse 3, lines 3-4, gives the false impression
that this is beginning of the third verse. As a result, the structure of the song is
disguised by false beginnings and endings, and the poetic structure is also disguised by
the music. Again, as in Nos.1, 3, 4, and 5, the absence of piano interludes between the
verses further obscures the formal outline. No.6 takes the notion of key stasis further
than any other song within the set, deviating only briefly from its tonal centre, A
minor. Of all the songs in the set, No.6, an andante in triple time, is the most
rhythmically-restricted. The vocal line is dominated by just three different note-values,
which it uses an amazing 98.8% of the time. These note-values (or most frequently
used) rhythms are:- ,b,|. ,hJ ,h . Quaver-movement underpins the entire song,
occurring on every singl:be;l/of every bar, further restricting the rhythmic landscape
of the piece. No.6 is also by far the most economical song in the choice of pitches
used. The vocal line is dominated by three main note-pitches: A, B, and C. Only
twenty-two out of the total of eighty-four articulated notes in the whole of the sung
melody fall outside this basic 'three-pitch' set. These notes are repeated almost
hypnotically, motivically dominating the piece. Where the other songs introduce
technical devices or motifs, No.6 selects from these and takes them to their most
extreme, logical conclusions. It acts as the ultimate, but also the simplest, most

concentrated expression of the essential thematic, harmonic and rhythmic (and hence
164



emotional) techniques used throughout the set of songs. In this way it provides an
unprecedented distillation of the techniques of the earlier songs and contributes to the
overall effect of a cycle. Its strong motivic and tonal links with No.1 effectively bring
the set full circle, directly in line with the structures of the original poetic texts. As we
shall see, No.6 also contains codified messages which link this work with earlier
works by the composer, giving further weight to the contention that these songs
provide a remarkable condensation of Tchaikovsky's art as a whole. This last song
also provides a profoundly valedictory message to the world, containing no less than a
signed prefigurement of Tchaikovsky's own death.

The introduction is four bars long and straight away establishes the tonal
centre of A minor. Verse 1 is also in A minor and is a self-contained eight-bar
structure. Verses 2 and 3, however, are set as a unit. Verse 2, lines 1 and 2, and verse
3, lines 3 and 4, are restatements of the opening vocal phrase, again in A minor. The
central four lines, verse 2, lines 3 and 4, and verse 3, lines 1 and 2, are set as another
unit. They consist of sequential rising phrases, initially modulating, followed by a
disintegration of melody and rhythm over a static diminished seventh chord, set over
an A pedal (bars 21-25). At bar 25, the vocal part ceases altogether, and an 'extra' bar
forms an unusual link with the second part of the verse. Bar 26 sounds like the
beginning of a new verse because it returns to the opening vocal melody, but it is not.
These are the final two lines of the third verse. Verse 3 has been extended (by the
additional bar, b.25), to form a nine-bar structure. The overall structure of the song is

therefore:
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Ex. 4-37

Bars1 -4 Introduction
Bars 5 - 12 Verse 1

Bars 13 - 16 Verse 2, lines 1-2
Bars 17 - 20 Verse 2, lines 3-4
Bars 21 - 24 Verse 3, lines 1-2
Bar 25 Link

Bars 26 - 29 Verse 3, lines 3-4
Bars 29 - 33 Coda

Although No.6 appears different, the pattern, where the verses contain eight bars,
eight bars and then nine bars, also occurs in Nos.3, 4 and 5. The impact of this will be
discussed in the next section of this chapter, where the links between the different
songs will be analysed.5? Similarly, the idea of linking verses together is not new
within this set of songs: Nos.3, 4 and 5 also lead seamlessly from one verse to another
in those verses which end on dominant harmony and fall naturally on to the tonic only
at the beginning of the following verses.>3 In this respect, No.6 is again linked firmly
with preceding songs, echoing their techniques and taking them to a logical
conclusion.

No.6 is characterised by a limited number of motifs. First we shall look at two
musical ideas which dominate the piano accompaniment: the repeated quaver, and the
yearning appoggiatura figures. The opening theme propels the accompaniment,
flavouring it with intense longing and passion through the use of both of these ideas.
The harmony is essentially A minor, coloured by appoggiaturas. The figure presented

in bar 1 is repeated in identical form in bars 2, 6, 8, 14, 16, 27, 29 and 30, and is

52 See p.188.
53 No.3, verse 2 to verse 3; No.4, verse 2 to verse 3; No.5, verse 2 to 3.
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prominently alluded to in bars 4, 10 and 12, before being developed organically over a
variety of different key areas in bars 18, 20, 21, 22, 23, and 24. The accompanimental
quavers and the accented dotted crotchet chords on the second beat of most bars
involve a semitone clash with either the fifth or the root of the chord each time they
occur. The importance of these figures cannot be overstated. They are practically
omnipresent and are exceptionally and perhaps increasingly powerful as the song
develops. Rhythmically, the 'dotted crotchet, quaver' figure, which first appears in bar
1, continues to dominate verses 1 and 2, forming an alternating pattern by appearing
in the second bar only of each phrase throughout both verses. It is an anguished
dissonance intensifying the held note with which each of the vocal phrases ends. This
motif then breaks into each consecutive bar in the first half of verse 3, at a point when
the music disintegrates rhythmically, melodically and harmonically. Here the pattern
becomes more agitated, doubles its rate of occurrence and becomes more diverse
registrally, yet it is harmonised over a single diminished 7th chord throughout the full
four bars (bars 21-24). From bar 26 to bar 29, the piano part returns to an exact
restatement of that first heard in the first half of verse 1. This four-bar structure
overlaps, however, with a restatement of the whole of the piano introduction (bars
29-32), before ceding to an 'extra' concluding bar. As the quaver figure and the
appoggiatura motif occur so frequently throughout the song, they bring with them a
sense of formal unity. They also help to bring the song 'full circle’ in a satisfying and
complete way.>4

The appoggiaturas can be seen as an insistent, pathetic reminder of Fate. They
symbolise the strenuousness of the foska (or 'yearning') portrayed, and also conform
to the central 'I' theory of musicologist Peter Franklin.>> For Franklin, the tension and

release of this type of accented dissonance suggest the centrality of the personal as

54 This also mirrors the nature of this set of songs as a developing but cohesive cycle, where 'its beginning is its end, and its end is
its beginning'. i o
55 Franklin, P., Mahler and the crisis of awareness, Ph.D. thesis (see bibliography). Also, see p.173 and pp.213-4.
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expressed by a composer. This theory adds further weight to the proposition that this
song was deeply personal to Tchaikovsky. These appoggiaturas stamp the song with
an intensity of feeling that suggest the centrality of Tchaikovsky himself (and of his
own pain). They are tormentedly and mournfully repeated throughout, creating an
atmosphere of requiem-like sadness. However, because of the frequency of their
repetition, they later seem to convey a sense of resignation and even a quiet
acceptance of Fate. These figures are even reminiscent of the effect of the tolling of
bells in No.2,%% in their frequency of repetition, and in their poignancy. The
appoggiaturas in No.6 gain a further sense of morbidity through such association.
Multi-levelled analysis confirms the many ways in which the present song resembles
Tchaikovsky's requiem for himself.

The appoggiaturas also remind us of the earlier song, Sleep, sad friend (47/4),
in which a similar figure first heard in bar 6 (see Ex. 4-38a), is repeated in bars 8, 11,
13, 15, 21, 23, before developing in the succeeding verses. As in Opus 73, No.6,
these figures are consistently accompanied by repeated quaver rhythms. The sadness
and poignancy of the Opus 47 song, which speaks of the release from a tormented life
(from 'the day's battles and painful sights and hurtful wounds') into 'another world', is
felt, similarly, at the end of the Opus 73 set.

The accented dissonance of this pattern is also somewhat reminiscent of that
in Kolybel'naia pesnia (16/1, Ex. 4-38b), and O spoi zhe tu pesniu (16/4, Ex. 4-38c).
Orlova reminds us that the 'dotted crotchet, quaver' pattern of the appoggiatura figure

in No.6 echoes that of bar 5 of Na nivy zheltye (Opus 57, No.2, see Ex. 4-38d).57

56 The same note F (now on the top line, treble clef), predominates in No.6.
57 Orlova, E., op. cit., p.73.
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Ex. 4-38 (a) Usni, pechal'nyi drug (Opus 47, No.4), bar 6.

Ex. 38 (b) Kolybel'naia pesnia (Opus 16, No.1), bars 1-4.
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Ex. 38 (¢) O spoi zhe tu pesniu (Opus 16, No.4), bars 11-20.
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Ex. 4-38 (d) Na nivy zheltye (Opus 57, No.2), bars 4 and 5.
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Another feature of the accompaniment of Opus 73, No.6, which impacts
significantly on the song, is the repeated use of German 6th chords: in bars 5, 7, 12,
13, 15, 26 and 28. In each case the prevailing notes A and C combine with the notes F
and D# to form this chord, which is already rich in association with Fate (as we have
discovered, for example, in relation the coda of No.1). The chord is heard on the third
beat of each bar identified (except in bar 12). It helps to define the deeply symbolic
opening phrase of the vocal melody, and continues to recur each time this phrase is
repeated. The first two phrases of the opening vocal statement are both two bars long
and use the German 6th in their first bar, and the appoggiatura figure, described
above, in their second. Significantly, this alternating phrase is repeated in identical
form in the first half of verse 2 and the second half of verse 3. Bar 12 stands alone as
an exception to this pattern. Here the German 6th is combined with the appoggiatura
figure on the second beat, emphasised by its climactic sforzando marking, adding to
the symbolic intensity of the bar.

We shall now turn our attention to the vocal part. The circling opening vocal
theme bears heavily, and almost hypnotically, on the whole of the sung melody of
No.6. The vocal line is in 9/8 throughout, in contrast with the consistent 3/4 time
signature of the piano accompaniment. This gives the vocal part a lilting, triplet-like
feel. Here, at the beginning of verse 1, as in much of No.6, emphasis is placed on the
note C, as the first and last notes of the first two phrases are elongated. Rather than

opting for quaver-movement alone, Tchaikovsky extends the note-values of these
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particular Cs into dotted crotchets tied to quavers (e.g. bars 5 and 7), or dotted
minims tied to quavers (e.g. bars 6 and 8). This gives the melody an added weight of
sadness. The heavy C-orientated pattern gradually gives way to repeated 'A's in the
second two vocal phrases, to produce a monotone figure of deep poignancy.

Ex. 4-39 No.6, bars 4-12 (vocal part only).

A 2 con dolore
l A
= et e
3 Y
Cuo - aa, Kax npeaule, 0. Auu,

The opening vocal phrase is symbolic on a number of levels. It is a circular-
shaped, phrase which rotates on itself. It could even be likened, metaphorically
perhaps, to the physical shape of a clockface and, could thus be said to refer to the
passing of time.

Ex. 4-40 No.6, bars 4 to 6 (voice only).

” P con dolore N
s — f M—‘H—FF—R——V——‘:‘—{
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J Cuo - aa,mnpaue.o - nuu,

There is also a sense, not only of time passing, but also of history repeating itself as

the note pattern repeats itself.

Ex. 4-41

CBA- CBA-C ...
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This represents a wholly apt musical interpretation of the underlying textual
message 'Again, as before, I alone'. It also presents a further musical manifestation of
the theme of Time, which affects many of the songs.>8

The speech-like quality of the almost whispered phrase, as it turns in on itself,
is propelled inevitably towards the coldness of the final word, 'alone'. This final single,
sustained note is accompanied by a poignant, expressive appoggiatura-laden passage
already rich in symbolism. This long, single note on the word odin (‘alone’),
emphasised by its position at the climax of this first phrase, exactly parallels the
loneliness of the mood evoked by the poetic text at this moment. As in good poetry,
the musical setting for No.6 is rich in symbolic meaning and stands up to
interpretation on a number of different levels.

The second line of verse, Snova ob'iat ia toskoi ('Again I am seized with
anguish’), extends the metaphor further. It is as if the word snova (‘again’) literally
invites a repetition of the former phrase. The opening melodic line indeed sounds
again, but now it is governed by a further metaphor. The word ob'iat primarily
suggests a literal 'embracing' (of anguish). This is almost visually represented by a
'physical' musical enfolding (of arms), as the phrase continues to move circularly. This
embracing, also, displays something of the passionate turbulence of the protagonist's
mood, as described in the text. The phrase lives and breathes emotion. The fine word-
painting continues as the final note of the phrase lingers painfully on the word toskoi
(‘anguish'). Here the most poignant word of the phrase is given the time and space to
make its meaning deeply felt. The words odin and foskoi are explicitly linked by their
identical positions within identical phrases, further emphasising the torment of

loneliness.

58 This phrase also literally harks back to a similar phrase in Ni slova, o drug moi (6/2): see Ex. 2-1.
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The 'yearning' appoggiatura of bar 8 coincides with the word foskoi
('yearning’). That is, the word 'yearning' is directly accompanied by Peter Franklin's
physical metaphor of yearning, at this precise point.>?

The multiple layers of metaphor continue to drive the next phrase. The surreal
pathetic fallacy of 'The poplar tree [looking] in through the window, all lit up by the
moon' creates an atmosphere of profound mystery. The musical realisation of this
phrase is equally open to a wide variety of interpretations. The vocal melody
continues to be restricted to the notes A, B and C but is now even more limited: the
final phrase and a half consists entirely of repeated As:-

Ex. 4-42 No.6, bars 9 - 12 (voice only)

Becn O_3a_.PeHHNA MY - HOAm oo

4 Vy—y—r—7—7r—7
CMOT . DPHT.CR TONOMBBOK. -HO, ——

As a result of this, it is not unrealistic to explore a further level of
interpretative meaning. Verse 1 cleverly presents the most obscure version of the
characteristic semitonal linking theme which unites all of the songs. Rather than
positioning this reference in the opening bar, however, as Tchaikovsky does in each of
the other songs, he now begins it only in bar 7. The three semitones theme appears in
the left hand of the piano part, beginning with the F at the end of bar 7:

Ex. 4-43 No.6, verse 1, bars 7 - 10
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59 Seep.167 and pp.213-4.
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This progression highlights the chromatic descent (F-E-D#-D natural [-C]). It
is particularly closely associated with the opening of No.2, whose opening melody
states the same theme, starting a semitone higher.%0 Again this recalls the sadness and
sense of foreboding of that particular Fate motif in the earlier song. It confirms that
chromatic movement exists in No.6, and the importance of semitones to the set as a
whole.

The end of verse 1 contains a prominent accented dissonance: a minim
appoggiatura, strengthened by doubling at the octave (bar 11). This highlights the
falling pattern of notes 'G-F-E' in the right hand of the piano part, just before the
exceptional German 6th chord of bar 12. This motif is derived from the G-(F)-F-(E)-E
germ, first heard in bars 3-4. Later this fragment forms the first half of an important
death-related phrase in the coda (see p.182). The reference to this pattern here
confers further meaningfulness on this part of the song and adds to the impression that
verse 1 is richly symbolic on a number of levels.

At the end of verse 1, the single, stark tones of the vocal line serve to
emphasise the loneliness and limitedness of the principal protagonist (which is at this
moment the poplar tree) amid the comparative vastness of the piano part. Whereas the
vocal line displays almost microcosmic minimalism, the piano part can be said to
reflect macrocosmic expansiveness. Where the vocal line is at its most introverted, the
piano part surreptitiously veers towards the subdominant key of D minor, at once, if
disguisedly and momentarily, breaking the stranglehold of the hitherto all-pervading
tonic key of A minor. Bar 10 provides the pivotal dominant minor 9th chord which is
painfully propelled via an appoggiatura on to a D minor chord in bar 11. This is the
extent of the allusion to D minor here - a brief inflection - resolving firmly back into A
minor by bar 12. The D minor chord in bar 11 doubles as a subdominant chord in A

minor, effecting a plagal cadence as it resolves on to the A minor tonic in the

60 See No.2, bar 1. See No.2 analysis, p.128.
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following bar. However, this hint of D minor can be said to pave the way for a series
of revealing analogies.

Ex. 4-44 No.6, bars 10 - 12

This sombre allusion to D minor pravides the source of the sequence that
leads to the climax of the song. The use of that key in bars 17 and 18, where the
'Heavens burn in the stars [q.v.], recalls something of the mood of the earlier D minor
passage (which speaks of being swathed in ‘moonlight’). Here, however, the shackles
of the A, B, C bounds are torn off. The vocal line literally breaks the bounds (almost
of life itself) and steps surely and chromatically heavenwards:

Ex. 4-45 No.6, vacal part: bars 16 - 21
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We shall return to the implications of the allusions to the key of D minor,%! in
relation to the theory that this key resounds subtly with a sentiment of death, but first
we shall complete our analysis of the vocal line of the song.

Ex. 4-45 (bars 17-20) is the second half of verse 2, which immediately follows
a repetition of the first two phrases of the opening vocal melody. It is a new variant of
that theme, first heard in bar 5, now starting a third higher than the original. The two-

bar phrase (bars 17-18) is itself then repeated a further tone higher, in bars 19-20. Bar

61 See pp.178-9.
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21 begins as if it is to be another sequential repeat of the same theme, but it is
confounded, the sequence is broken, and the phrase breaks down rhythmically and
melodically over the diminished seventh chord (bars 21-24). In the rising part of this
figure, the climactic intensity is deepened by the fact that each bar begins a semitone
higher than the one before (bars 17-21). The second bar of each phrase ends on a
semitone above the first note. In this way, the pattern 'E - F - F# - G - G#' is formed.
The logical note of resolution to this series, the tonic 'A', is never attained, however.
Although the passage is climactic, a full climax is avoided, and the phrase recedes. As
the voice falls, it outlines the prevailing diminished seventh chord. As the text speaks
of frustration at the impossibility of communication ('I cannot begin to impart to you
[all that is happening to me]'), the melody reflects this, becoming restricted to a
monotone in bar 23, before completing the phrase on a different note of the chord, in
bar 24.

The semitonal rising shape (bars 17-21) is significant because it again affirms
that chromatic movement exists in No.6, and in doing so it also alludes to the
semitonal Fate Theme which underpins so much of the cycle.%2

The intensity of this chromatic rising is enhanced by the use of rising
diminished fourths in the vocal line: C#-F (bars 17-18), and D#-G (bars 19-20). These
powerfully dissonant intervals serve to drive the melody into distant realms as well as
contrasting radically with the restricted, otherwise all-pervading minor thirds, A-(B)-
C. This passage has much in common with the 'Fate in Prospect' theme from Eugene
Onegin, which is strongly associated with the words: "But so be it! Henceforth I trust
my fate to you".%3 The rising diminished 4th in the Onegin example too is followed by

a predominantly chromatic progression.

62 See No.1, bar 1.
63 See Ex. 4-46.
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Ex. 4-46 Eugene Onegin, Tatiana: 'Fate in prospect' theme (bars 26-231): Molto piu mosso.
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On this level, it is tempting to associate the present passage with the notion of
Fate. It is also interesting to consider possible links between this passage and the idea
of fatalism in love, as the famous Artdt contour also springs directly from this interval
of a rising diminished fourth (see Ex. 2-10).

This section of our song is marked by a frantic searching in the vocal part, as if
the chromatically rising melody literally reaches out to the elusive beloved (‘Where are
you, dear one, now?'). This leads to dramatic despair ('I cannot begin to impart to you
all that is happening to me') and thence, logically, a repeated monotone (on B, in bar
23). Unusually within this set of songs, Tchaikovsky makes much use of the
diminished 7th chord in this phrase, recalling, perhaps, the diminished sevenths of bar
9. Here this chord adds significantly to the overall depressive effect of the passage and
further enhances the feeling of impending doom.

Ex. 4-47 Diminished 7ths, bars 21-24.
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The final vocal plea for help, 'Friend, pray for me. I am already praying for
youl..', returns to the religious modality of the opening vocal phrase of the song. This
reinforces the concept of history repeating itself. It is as if the protagonist is trapped
in a vicious circle. Neither experience nor the passing of Time can be of help. All is
despair. The return to the opening vocal melody literally brings this song full circle,
evoking the spirit of the words 'Again, as before, alone' (from bars 5-6). Here, though,
only the first half of the first verse is recalled, and so, curiously, it is almost as if the

final fifty percent of the recapitulation is cut out.

Ex. 4-48 No.6, bars 26 - 33
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It is important at this stage to address the issue of how No.6 is associated with
the notion of death. We shall review certain moments within this song, relating
musical codifications or hints of death with established Fate themes. First, we shall
return to those passages which are played out (however briefly) in the key of D minor

(bars 10-11, and then 17-18). The musicologist Robert Ainsley has noted that this
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particular key has a tradition of associative feeling and has acquired the characteristics
of 'a brooding, religious' key, ...a popular key for requiems, as in Mozart's unfinished
masterpiece'.%* There are many examples of the use of this particular key to portray a
feeling of deep spirituality and, especially, Death. It is important that we establish this
link quite clearly, and so broaden the study at this point to look at a few earlier
examples. It is interesting to note, for instance, that the plainsong sequence, 'Dies irae'
from the Requiem mass is pitched (in effect) in D minor in the Liber usualis. D minor-
based examples abound, not least in Bach's Passion according to Saint Matthew (the
'‘Crowning with Thorns', Part II, which immediately precedes the death of Christ); the
demoniacal Act of Don Giovanni; and in Schubert's A Minor Quartet, which
significantly expresses the idea of Death in the key of D minor in many instances, for
example in the variations on the theme of the earlier song Death and the Maiden.
Wilfrid Mellers points out that all of the movements of this Quartet are '...dominated
by a grim rhythmic motif which...gathers itself into a Dance of Death..."6

Tchaikovsky, himself a keen user of coded symbolic messages (as evinced by
the significant multi-use of Fate motifs, signature contours and other cross-
referencing techniques from a wide variety of sources) uses this key of D minor in 7The
Queen of Spades, just as Surin describes Hermann as '...Gloomy, pale, like a demon
from hell'. Again he turns to this key as part of a Fate motif near the end of the second
movement of his Symphony No.5. He uses D minor to evoke the Mother of God
(ever-blessed, all-blameless) in No.8 of his Nine sacred pieces, 'Let my prayer be set
forth'. More significantly still, Pyotr Il'ich calls upon the key of D minor in the Death
motifs of Eugene Onegin (Lensky, Act 1I:2), and The Queen of Spades (Tomsky, Act
I:1).

64 David Brown notes how very impressed Tchaikovsky had been on hearing the opening of this Requiem (Brown, D., op. cit.,

volume 1, p.278). . '
65 He also notes that the D minor sections tend to be ‘more fevered' than those in A minor, even though the 'consciousness of Death’

pervades the entire Quartet. In Harman, A, and Mellors, W., Man and his music: the story of musical experience in the West,
Barrie and Rockliff (London, 1968), p.673 (both quotes).
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Only four of his songs are based in the key of D minor: Opus 28, Nos.3 and 4,
Why did I dream of you? and He loved me so much;, Opus 57, No.3, Do not ask, and
Opus 65, No.4, Qu'importe que I'hiver. These very titles curiously seem to link in
well with the overall messages of the present cycle. More significant is the way in
which the composer alludes to D minor at moments of importance within a song - in,
for example, Death Opus 57, No.5 (in F major). Here he turns to the chord of D
minor (with added 6th) at the very moment where Death is most sharply felt:

Ex. 4-49 Death, Opus 57, No.5, bars 22-34 (note bars 26, 28 and 30).
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Henry Zajaczkowski notes that Tchaikovsky uses his three most personal and
powerful harmonic devices - chords built on the flattened submediant; the augmented
triad; and the minor triad with added 6th - in 'quick succession in the song Death,
Opus 57, No.5, not unpredictably setting the word 'death’ itself. The threefold
statement of the word...is matched by the three chords...' 66 Zajaczkowski describes
the 'chord of D minor with added B’ as 'carrying with it the brief sense of the key of D
minor'.%7 I would go further - to suggest that this key may carry with it a sense of
Death itself. Maybe the use of the key of D minor on the word 'death’ in the Opus 57

example is a clue to the true meaning of the D minor allusion in Opus 73, No.6.

66 Zajaczkowski, H., op. cit., p.61.
67 Zajaczkowski, H., ibid.
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Maybe Tchaikovsky synthesised and interpreted the long tradition of associating this
key with Death, subtly planting references to Death itself in his last completed work.

When D minor first appears, in bars 10 and 11 of No.6, it is possible that the
poplar tree, which 'looks in through the window, all lit up by the moon', is something
more than it seems at first. The key/chord of D minor may be trying to tell us that
Tchaikovsky regarded the tree as a symbol for the Grim Reaper - immovable, natural
yet unnatural, personal yet impersonal - a universal symbol of Death. The tree is
afforded greater ominousness, because the line 'The poplar tree looks in through the
window' (verse 1, line 3) is repeated word-for-word at the beginning of verse 2. This
repetition further draws attention to this image and so gives it added emphasis. It is
also interesting to remember that the end of verse 1 also includes an exceptional use
(in bar 12) of the fateful German 6th chord, combined with the ominous
appoggiatura.

The imponderable depths of the great universe are again evoked in the strange
passage where 'the heavens burn in the stars' (bars 17 and 18). There is a metaphorical
connection between these two passages, a connection which is made even more overt
through the sensitive and ingenious use of D minor allusions at both points. Thus
death, heaven, eternity and Fate are drawn together on a symbolic level. The musical
setting of the text can be seen to empathise with the intentions of the original poetry
and adds significantly to the complete fullness of the overall effect.

The Opus 57 song, Death, has further similarities with the present Opus 73
song. The natural imagery of both songs is closely allied. The paradoxical symbolism
of the earlier song (in phrases such as 'If the stars darken in the sky' and 'The sun's
rays at dawn are extinguished in the clouds') bears heavily upon the present song.

Even the use of common words links the two songs.%8 The former is plainly titled and

68 See appendix 8.
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is about Death. No.6 can be said to acquire further meaning by association with that
song.

The most persuasive aspect of this coda section, however, which further
supports this theory, occurs in the fact that the singer provides the first three notes of
the famous descending six-note Fate motif which Tchaikovsky used so prominently
elsewhere, whilst the piano completes the final three notes of the phrase. David

Brown quotes this pattern specifically:-6?

Ex. 4-50 Concluding six pitches (voice CBA (C); piano GFE)
Ex. 4-50 (a) No.6, bars 28-33.
A ” [ i .
= hESSS = —
J g . re_éa y'x( MO - mocul.. i

Ex. 4-50 (b) C-B-A-(G-F-E)70
voice's piano's
concluding concluding
pitches pitches
A 1 r 1

This pattern links overtly with the Love/Death/Fate Themes of Onegin, the
'unavowed grief of the Fate theme in the slow movement (Andante funebre) of the
Third String Quartet; the fateful 'Three Cards' motif of The Queen of Spades; and the

similar descending six-note figures of the Pathétique Symphony. It also links to the

69 Brown, D., op. cit., volume 4, pp.432-3.
70 Brown, D., op. cit., volume 4, p.433.
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Fate themes of the Second Piano Concerto,’! the vocal duet The Scottish ballad, 72
and the Art6t songs Qu'importe que I'hiver’® and Les larmes.’

Brown seems unaware, however, that the C-B-A pattern, which so dominates
the whole of No.6, also links directly with Tchaikovsky's own personalised signature-
in-music, as used in, for example, the First Piano Concerto.”> Though he
acknowledges that Tchaikovsky experimented with 'signatures' and encryption in
earlier works, he does not address the fact that Opus 73, No.6, is entirely based
around a personal label - ' MYSELF: THIS IS ME!' - which Tchaikovsky put into this
valedictory song.

Ex. 4-51 Tchaikovsky's name, encrypted’®

[P1E [T] E [r Ts] C H A [ikovsky]
(Prominent 'E' pedal) C B natural A

The appearance of this feature here may, of course, be completely
coincidental. Indeed even Brown now concedes that the cryptographic traits, which
he tentatively described in his biography of the composer, have been somewhat
discredited.”” However, had Tchaikovsky wished to link the ideas of himself with the
overall feeling of Death, he could surely have found no more subtle a way of doing it
than he does here. Nowhere else in his output have the clear concepts of Death and
the Composer himself been brought together in such a remarkable and compelling
way. This passage, the final passage of Tchaikovsky's last completed work, provides a

sort of premonition of the composer's impending death, and, deliberate or not, it is an

71 Brown, D., op. cit., volume 3, ex.164, p.83.

72 Brown, D., op. cit., volume 3, ex.167a, p.110.

73 Brown, D. op. cit., volume 4, ex.241, p.162.

74 Brown, D., op. cit., volume 4, ex.242 (c) and (d), 163.

75 See chapter 2, final section. Also see, Brown, D., op. cit., volume 1, pp.197-200.

76 See Ex. 2-13.

77 Brown, D, op.cit., volume 1, pp.199-200; volume 2, p.23 and p.66; volume 3, pp.62-3 and p.242. Also see pp.29, 68, 73-4 and

183 of the present study.
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uncannily valedictory symbol. It is practically a signature on the composer's own
death warrant.

In the coda, the dynamics are reduced, the structure is curtailed, and the
rhythmic life of the piece wanes. Again, this ending is not conclusive. The song, and
the set, ends with a resolution of the appoggiatura over a tonic triad in second
inversion. There is no solution in life. The protagonist's soul is laid before God. This is
almost an invitation to Judgement - a death scene. The very lack of a conclusive
ending may be said to symbolise universal, religious hope and a willingness to submit
to Fate.

A sense of stasis is achieved as a result of the multiple repetitions of themes
throughout the song. This aptly helps to convey the overriding symbolic message of
the poetic theme of emotional lostness (lack of direction); aloneness; and the
tormented dwelling upon an unchanging life-situation. This theme too is stark and
unchanging over time. It is as if the protagonist is literally trapped, by fate.
Tchaikovsky's use of appoggiaturas conveys something of the centrality of the
protagonist's longing and torment, and ultimately grief. The final bars depict the
situation stretching into the future.

No.6 is crucial to the understanding of the set as a whole. There is a far-
ranging network of musical suggestions and devices which underpin all of the songs
and which reach their final expression in this one. A study of those features which
serve to link the songs is now necessary, and will demonstrate the subtle complexities
hidden within the scores, showing how the Opus 73 set constitutes a true musical (and

poetical) cycle.
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The cycle

A 'song cycle' may be defined as:

"a composite form of vocal music consisting of a group of

individually complete songs for solo or ensemble voices, with or

without instrumental accompaniment. [The term 'song cycle'] may relate

to a series of events, or a series of impressions, or it may simply be a group
of songs unified by mood. The text may be by a single author or from
several sources".”8

This broad, almost all-embracing definition becomes more specific when referring to
the early nineteenth century onwards:”® "[A song cycle] is an art work in which the
emotional content of each song, together with its rhythmic and dynamic momentum,
is allowed to carry over to the next, and to be musically prepared, developed and
concluded".80 It is self-evident that the Opus 73 songs form a 'group of individually
complete songs' with accompaniment, and we know from Chapter Three that the texts
help to imbue the set with something of a 'mood link'. The earlier part of the present
chapter corroborates this mood link. However, we shall now draw together those
features of this set which indeed form definite links between the songs, showing that
'thythmic and dynamic momentum' is indeed carried over from one song to the next.
We shall take care to analyse those links (or areas of commonality) across the set,
which constitute musical preparation, development and conclusion. Tchaikovsky
exactly matched the subtlety of the Rathaus texts by re-working and developing
interlinked materials in various ways within the songs. Musical cross-referencing
serves to establish this set of songs as a cycle which avoids obvious repetitions of
motto themes.

We shall begin this section, however, with an overview of the main structural

techniques which unite the songs, so linking them to similar procedures in the original

78 Sadie, S. (ed.), The New Grove Dictionary of Music and Musicians, MacMillan (London, 1980), vol.17 (pp.521-3), p.521.

79 Ibid., p.522.
80 /bid., p.522. Examples of this latter type cited include: Beethoven's An die ferne Geliebte (1816), and Schubert's Die schine

Miillerin, D.795 (1823), and Winterreise, D.911 (1827).
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poetic texts. Tchaikovsky's compositional procedures were obviously musical rather
than literary. However, it will be useful to compare the technicalities of the Rathaus
texts with those of the resulting musical settings, in order to identify the ways in
which the composer drew upon his expertise in both media to produce a work of
great depth and intensity. We shall highlight those features of the songs, which
parallel the essential traits or procedures of the original poetic texts, and shall explore
in detail those devices which define the set as cyclic.

All of the original texts and the resulting songs have three-verse structures.
Each text and each song is metrically unique within its respective set: while each
poem operated in a different metre, each song is assigned a different time signature.
Connective themes are significant features both in the poems and in the Opus 73 set.
These themes arise out of motif-repetition and motif-development in both media. Both
the literary originals and the musical responses deliberately but subtly create the
impression of a cycle. Furthermore, the principal characteristics of the poetic texts
which are described in Chapter Three are precisely those technical devices which
Pyotr Il'ich chose to reflect and explore musically in his settings. We shall look at the
ways in which the composer took these characteristics a stage further, adding his own
layers of symbolism, always in sympathy with the original texts. Tchaikovsky had
innate literary sensitivities and was able to parallel, extend and adapt essentially
literary techniques in an entirely musical way.

When one first looks at the printed scores of the songs, the following
indicators immediately uncover basic underlying patterns which govern them: their
overall proportions and structures, their tempo markings, their time signatures, their
key signatures and their vocal ranges.

Ex. 4-52 shows how all of our songs contain around the same number of bars.
They have similar proportions, though No.5 has the greatest number of bars (forty-
four) and No.2 has just twenty-seven bars. With a performance time of around three

minutes and forty seconds, No.2 is actually by far the longest of the songs. No.4 is
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much shorter than the others. The exact performance timings of the soprano Julia
Varady3! are also set out in Ex. 4-56: her timings are more or less comparable with
other recordings.82 As is the case with the original poetic texts, song No.5 stands
apart from the others. Here it is highlighted as the only song which is not governed by
a slow tempo marking. It is also clearly differentiated by its four-square time
signature, which contrasts with the triple-metre flow of each of the other songs. Even
on this fairly superficial level, the song structures can be seen precisely to match the
structures of the texts.

Ex. 4-52

S T . No_of M Timi

No.1 } =66 Andante non troppo - 32 12/8 217"
poco animando- poco
pil - tempo I
No.2 c‘ =54 Adagio 27 3/2 3'41"
No.3 ) =76 Andante con moto - 35 9/8 2'02"
pit lento - a tempo
No.4 3 =66 Andante 33 3/4 1'42"
No5 d =112 Allegro moderato 44 a4 210"
No.6 J=d =69 Andante mosso - 33 98 221"
un poco incalzando - and
tempo [ 3/4*

* The vocal line is in 9/8, the piano part in 3/4 throughout.

Just as the original poetic texts of Nos.1 and 6 contain particularly strong links one to

the other, so the tempo structures of these two songs are also well matched. These

81 See discography. ) )
82 For example, Dmitri Hvorostovsky recorded a time of 222" for his No.6 as against Varady's 2'21". By contrast, Paul Deschamps
delivered this song in just 2'08". The latter’s performance of No.2 however is in line with Varady’s, at 3'45" against her 3'41". See

discography. 187



are the only two songs of the set which begin slowly, speed up, then return to their
original tempi. The structural interest provided by the changing speeds within Nos.1,
3 and 6 gives an added sense of unity and overall balance within the set. Again these
reflect the especially close linkages between texts Nos.1 and 6.

Each song is preceded by a short introduction of between one and four bars,
except No.5, which contains a full prelude. In No.5, the voice enters as late as bar 10.
Again this song stands out as being subtly different from the others of the set, as did
the original text. Furthermore, the strong relationship between the texts of Nos.1 and
6 is again paralleled in the musical settings: these are the only two songs in which the
piano introductions merely set the mood for what is to follow. By contrast, Nos.2 to 5
each actively prefigure their respective opening vocal melodies.

All of the songs contain three verses. Two of these are always more closely
linked. For example, the materials used in verses one and two of song No.l are
deliberately similar to one another and provide a contrast with the material of its third
verse. The chart below couples together those verses which are based on similar

musical materials.

Ex. 4-53 Chart of most closely-related verses in each of the songs.
No.1 = verses | +2 No.4 =verses | +3
No.2 = verses 2 + 3 No.5 = verses 1 +2
No.3 = verses I + 3 No.6 = verses | + 2

Here the underlying commonality between Nos.1 and 6 is again highlighted. Both
contain similar materials in their respective first and second verses. The links between

the two linchpin texts, Nos.3 and 4, also emerge in the music even on this level of
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analysis, as these are the only songs in the set to recapitulate materials from their
respective first verses in their final verses.83

Each song in the Opus 73 set (except for No.2) runs on from verse to verse
without employing an intervening piano interlude. Again in this way, structural unity
continues across the set and is reinforced. Nos.3, 4 and 5 are further connected in that
each finishes its penultimate verse on dominant harmony, resolving to the tonic only at
the beginning of the final verse in each case. Like the linchpin texts, the solid
underlying links between these songs further establish a similar role for this sub-
group. It is significant that No.6 takes the procedure of linking the final two verses a
step further: the second half of verse 2 and the first half of verse 3 are set seamlessly.

All of the songs build gradually towards a climax in their vocal lines. These
climaxes occur each time just as the voice part is about to finish. No.6, however, is set
apart in so far as this song sinks into a quiet, morbid and reflective recapitulation of its
opening phrase after this emotional climax, before ceding to a typically inconclusive
ending. Nos.1, 2, 3 and 5 and 6 all climax at the point where there is a vocal plea to a
beloved. The fact that five of the six songs end in a vocal entreaty forms an
exceptionally close structural relationship between the songs. Furthermore, in Nos.1,
3, 5 and 6, these important sections are all supported by augmented sixth chords at
these very moments. The effect of the consistent use of such harmonies at the same
junctures in these songs will be more fully discussed later, when we shall examine the
range of harmonic devices and progressions which characterise and unite the set.84

Nos.3, 4, 5 and 6 each contain 'extra’ bars in the final verses. In each of these
songs, verse 1 contains 8 bars, verse 2 also has 8 bars, but verse 3 is lengthened to 9

bars. This alters the overall structural thrust of these songs and links them together.

83 The final verses of Nos.3 and 5, however, revert pointedly to the harmonies of their respective introductions (rather than those of
the first verses) at moments of particular symbolic importance, as has been discussed No.3, bar 4 presents a German 6th chord.
which later recurs in verse 3. No.5, also bar 4, prepares for the climax in verse 3, by using Neapolitan harmonies in both sections
(see p.157).
84 See pp.198-9.
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The 'extra' bars result from the treatment of the climaxes in the final verse of these
particular songs.

All of the songs end inconclusively with the piano playing alone. The final
syncopations of Nos.2-5 fade away, becoming so quiet that it is difficult to pinpoint
the exact moment of their endings. No.1 concludes similarly, as a rocking rhythm
reaches a pause. No.6 fades to repeated quavers in the left hand piano part rather than
to a syncopated pattern.35 All of the songs set up a pattern of expectation, whereby
the ending seems to be extended beyond its appointed bounds, stretching out into
infinity. It is not unusual for Tchaikovsky to provide such codas. The final movement
of the roughly contemporary Sixth Symphony also ends with an extended syncopated
diminuendo (to pppp).8® This type of ending is commonly found in his songs. In fact,
it is difficult to find a song by Tchaikovsky which does not end on a paused note in a
quiet dynamic (or on a rest with a pause). Most of the songs fade to finish and follow
a syncopated diminuendo. Of the hundred and three surviving songs, only ten defy
this pattern and end loudly: Zemfira's song, Opus 16, No.3, 25/2, 27/6, 54/3, 54/6,
54/8, 54/12, 60/10 and 63/4.

In terms of key signatures, a subtle form of unity is attained through the fact
that all of the Opus 73 songs operate in keys governed either by four flats or four
sharps, except for No.6, which is in A minor. Nos.1 and 4 are effectively linked in that
both are written in the key of E major (though No.1 modulates to C# minor half way
through). Nos.3 and 5 are similarly linked in that both are in Ab major. No.2 is in the
key of F minor, the relative minor of Nos.3 and 5. That is, Nos.1 to 5 are all
obviously linked in terms of key structures. The link between these songs and the key
of No.6 is less obvious. The following table illustrates the interrelationships between

the keys of each song, which are placed in boldface type, in order, down the page:

85 The inconclusiveness of Nos.2 and 6 is further emphasised in that both end on second inversion chords.
86 At the very end of this piece, the feeling of reduction (in dynamics, in texture and in rhythmic variety) is also coloured by a
harmonic reduction as sustained notes which previously offered a full B minor chord are reduced to providing a simple perfect fifth

interval to finish (see Ex. 2-6).
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Ex. 4-54

No.1 V E ot
2 majors: \ 3

\f 2 majors:
3
No.3 to b i
relative
3 to
minor
3

No.5 A b
3 /
No.6 minor i /

If the A minor key of the final song is thought of as the tonic (the true home key) of
the set, then it is possible to interpret the preceding E major songs (Nos.1 and 4) as
having dominant relationships with this tonic. In this way, the songs can be said to
resolve into the last one of the set.37 Furthermore, the third of the chord of A minor is
the same note as the third of the chord of Ab major (‘C"). This establishes a closer link
between Nos.3, 5 and 6 than we may otherwise have expected. The table above
shows the figure '3' to highlight the commonality of this linking note (the third), subtly
joining Nos.3, 5 and 6 together. Similarly, as E major shares its third with F minor
(G# = Ab), a figure '3' is marked between Nos.1 and 2 on the chart. The '3' simply
indicates that these two songs are again linked by a common third. The third of the
chord of E major is G#. As this is enharmonically the same note as Ab, the strong
relationship between Nos. 1, 2, 3, 4 and 5 is further enhanced. Yet stronger harmonic

bonds are built up as the third of A minor (the C) is also the fifth of chord of F

87 This neatly parallels the chordal relationships at the opening of No.3 and that at the beginning of the first verse of No.4: both
begin on dominant chords which have somewhat delayed resolution to tonic, V-V-IL
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minor.88 This makes the linking of Nos.2 and 6 more explicit. This whole network of
interrelationships between each of the keys of the songs is very interesting. The
connections between all of the keys are close ones. The overall key scheme is tightly
organised: it makes sense. The dominant-to-tonic thrust which runs from beginning to
end (No.1 to No.6) confirms No.6 as the inevitable final resting place of the set. The
A minor key here is a logical conclusion to the cycle. Indeed the harmonic
interrelationships themselves are an important part of the overall cyclic nature of the
set. Furthermore, it is significant that on the left hand side of the chart above, the two
major keys indicated in Nos.1 and 4 (both E major) lead on to a minor key (A minor).
Down the right hand side of the chart, however, the pattern is reversed, as a minor
key leads on to two sets of the same major key (F minor in No.2, to Ab major in both
No.3 and No.5). The strong dominant-to-tonic thrust of the left side is paralleled by
the similarly strong cross-relationship between the Ab major keys and their relative
minor (F minor), in the right hand column. The network of bonds which unites the set
on this level of analysis is multi-layered and remarkably well-balanced. The use of an
'equal-and-opposite' effect in the relationship between the two columns shown above
imbues the set with an overall sense of symmetry and purpose.8?

Whereas each of the songs demands a wide vocal range (the vocal melodies of
Nos.2, 3 and 5 are each spread over an octave and a half), that of No.6 is much more

limited: restricted to within the interval of just a major seventh. The vocal ranges of

each of the songs appears below.

88 This is marked on the chart as a figure 'S". .
89 Tchaikovsky's use of the keys of F minor and E major around an Ab major pivot in the opening of Symphony No.4 seems to be
linked to the Opus 73 songs in the same sorts of ways described above: F minor and E major have a common third - G#/Ab).
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Ex. 4-55
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An analysis of the vocal lines of each of the songs produces interesting
findings. In Nos.1, 2 and 6, Tchaikovsky relies mainly on a limited number of different
pitches. He also reduces the rhythmic variety of the vocal parts in these songs, limiting
the rhythmic thrust to a restricted number of different note-values. An audit of the

pitches articulated produces the following results:
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pitches articulated produces the following results:
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Ex. 4-56 Audit of articulated vocal pitches

Song / Number of inst f articulated named pitches in the vocal line

No.1: E (35), E# (1), F# (9), FX (3), G# (39), A (5), A# (6), B (13), B# (9), C# (22), D# (8)
[=150 articulated notes]

No.2: F (15), Gb (2), G (6), Ab (6), Bb (2), B (1), C (13), Db (20), Eb (10), E (6)
[=81 articulated notes]

No.3: Ab (28), A (2), Bb (16), B (2) - Cb (1), C (19), Db (8), D (4), Eb (25), Fb (9), F (11),
G (7)
[= 132 articulated notes]

No.4: E (13), E# (1), F# (19), FX (3), G# (29), A (15), A# (6), B (20), B# (3), C# (19), D#
(10)
[= 138 articulated notes]

No.5: Ab (15), A (1)-Bbb (3), Bb (12), C (15), Db (6), Eb (14), E (4) - Fb (1), F (16), G (9)
[= 96 articulated notes]

No.6: A (20), B (21), C (21), C# (2), D (8), D# (2), E (5), F (2), F# (2), G# (1)
[= 84 articulated notes]

In Nos.1 and 6 we see a pattern of just three different pitches recurring more
often than the others used. In No.l the most frequently-used or core pitches are E,
G# and C#. Together these pitches occur on ninety-six out of the one-hundred-and-
fity articulated notes of the vocal line, that is nearly two thirds of all sung notes.
Although the above chart does not take into account the length or duration of the
named notes, the sheer number of times that these particular pitches are sounded
impacts greatly on the resulting song. In most cases those notes which recur most
frequently are in fact the same pitches that also dominate in terms of their note-
lengths. The patterns which emerge are significant. In No.2 the dominating pitches are
F, C and Db (though the note Eb is also melodically important). The three main notes
are sounded as nearly five-eighths of all pitches used, on a total of forty-eight out of
the eighty-one notes articulated. The vocal lines of Nos.3, 4 and 5, however, are more

varied in terms of variety of pitches used. Again, these songs form their own 'linchpin'
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sub-group within the set, marking themselves out in yet another area of analysis.
Despite this, No.6 returns to the pattern established by Nos.1 and 2: this vocal line is
again limited mainly to a small number of different pitches. No.6 relies almost
exclusively on the notes A, B and C, deviating only in the modulatory middle section.
These particular pitches occur on nearly three quarters of all articulations, on a total
of sixty-two notes out of a possible eighty-four. This has the effect of restricting the
melodic thrust of this song, again distilling it down to its most basic elements. In this
way, No.6 extends the 'three-core-pitch' technique used earlier in the cycle to its
logical extreme. Once more we see it in its summative role, recalling and re-modelling
materials from the preceding songs, exposing them now in their most basic forms.

An audit of the note values used by Tchaikovsky in his Opus 73 songs,

produces similar results:
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Ex. 4-57 it of note values assi he vocal f'each song.

No.1: quaver (121); dotted minim tied to a quaver (8); dotted crotchet tied to quaver (13),
dotted crotchet (5); crotchet (1); semiquaver (2).
[Total no. articulated notes = 150}

No.2: quaver (52), minim (1) dotted crotchet (5) - crotchet tied to quaver (1), crotchet (18),
minim tied to crotchet (2) dotted quaver (1), semiquaver (1).
[Total no. of articulated notes = 81].

No.3: quaver (100), dotted crotchet (12), crotchet (6), dotted crotchet tied to quaver (7),

quaver tied to crotchet (1), semiquaver (1), dotted quaver (1), dotted crotchet tied to crotchet (3),
dotted minim (1).

[Total no. of articulated notes = 132].

No.4: quaver (33), semiquaver (73), dotted quaver (22), quaver tied to semiquaver (2), crotchet (5) -
quaver tied to quaver (1), double dotted crotchet (1), crotchet tied to quaver (1).
[Total no. of articulated notes = 138].

No.5: quaver (50), minim tied to quaver (9), crotchet (13), dotted crotchet (7), dotted quaver (4),
semiquaver (5), crotchet tied to quaver (2), minim (4), minim tied to crotchet (1), minim tied to
double dotted crotchet (1).

[Total no. of articulated notes = 96].

No.6: quaver (60), dotted crotchet tied to quaver (10), dotted minim tied to quaver (13),
crotchet tied to quaver (1).
[Total no. of articulated notes = 84].

This table shows that quaver movement dominates all of the songs (except for
No.4, where the predominant semiquaver movement in a slow tempo has the same
overall effect: we shall count its semiquavers as quavers for the purposes of the
following analysis). In this way, quaver movement never falls below 52.1% of the
total number of articulated notes in the vocal line of any of the songs. This is not
surprising, as movement is largely syllabic. Nos.1, 3 and 6 are again united in this
analysis, given that each employs quaver movement between 71% and 81% of the
time.%0 Ex. 4-57 also highlights the fact that the vocal lines of Nos.1, 2, 4, and 6 are
limited mainly to the use of three different note-values. This parallels the three core
pitch technique described overleaf. No.1 relies upon its three most frequently used
note-values 94.6% of the time. No.2 similarly uses its three core rhythms for 93.8%

of its notes. No.3 is clearly dominated by quaver movement, but also contains three

90 No.1= 80.6% quavers. No.3 = 75.8% quavers. No.6 = 71.4% quaver-movement.
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further note-values which are all of similar importance to one another. No.4 reverts to
a predominating three note-value set. These note-values occur on 92.8% of the notes
of the vocal line. Just as the poetic text for No.5 is the most clearly differentiated text
of the set, so too, in this analysis, song No.5 stands out as being different. It is the
most rhythmically varied of all the songs. Remarkably, however, No.6 returns to the
use of predominating note-values 98.8% of the time, deviating only once from this set
in the entire song. In this way, again, No.6 stands out as a remarkable distillation of
the techniques and processes of the preceding songs, taken to logical extremes. This
adds yet further weight to the suggestion that No.6 is a subtle summing up of the
previous songs, and thus possesses a fateful sense of finality: it may be the ultimate
expression possible the techniques it employs.

This note-value analysis highlights a strong sense of unity of means across the
songs of the set, but it is significant that No.5 is technically different from the other
songs in just the same sorts of ways as was text No.5. Nos.1 and 6 are again strongly
linked together, as were the original poems: they have the smallest number of different
note-values, closely followed by No.2. These three songs all operate within a very
limited rhythmic landscape. Of the fourteen different note-values used across the set,
Nos.1 and 6 are united in their complete avoidance of eight of them. Again, Nos.3, 4
(the linchpin songs) and No.5 are united in their comparative rhythmic variety.

On this level of general observations, various features emerge to join song
with song in just the same sort of subtle way as the original poetry linked text with
text. Those poems which are connected on a technical level seem also to be those

which inspire the most technically connected songs.
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Closer examination of the details of the songs reveals even more striking
parallels between the devices used in the Rathaus texts and those used in their
subsequent settings. Tchaikovsky connects his songs by developing a network of
melodic themes or motifs. Sometimes these themes are already rich in association with
established Fate themes. Where the concepts of Fate or Death are specifically referred
to in a libretto of a previous work, this precise moment is sometimes underlined by
the use of particular melodic shapes or contours. These contours tend to take on the
character of Fate, and when they are repeated in later works they retain their fateful
overtones. Harmonic devices also connect the songs at crucial moments. Again these
devices are sometimes already imbued with fateful subtexts. These melodic and
harmonic themes both recur and develop organically within the Opus 73 songs.
Sometimes recurrences of these motifs are hinted at rather than repeated overtly from
song to song, adding to the subtlety of the work. These themes go on to infect other
songs within the set, creating the impression of a cycle.

While Rathaus connects his texts by repeating ideas, words and whole phrases,
Tchaikovsky links his songs through multiple usage of melodic motifs such as the
'three semitones' figure, the six-note Fate theme previously used in other major works,
scalic figures, melodic patterns based on the interval of a third, sighing major or minor
second appoggiaturas, and recitative-like repeated-note figures. He also explores
some of Rathaus's underlying literary themes. As we shall see, Pyotr Il'ich responds to
the poet's theme of distance by creating a distinctive musical Distance motif of his
own. Sometimes musical connections link common poetic attributes together. For
example, those parts of the original poems which involve a plea (to the beloved) are
ascribed similar musical materials when they occur.?! Poetic connections which link

waterside scenes from different poems are also assigned musical connections in the

91 See Nos.1, 3, 5 and 6: the final verse of each song uses the German 6th chord at or near the moment of the vocal ‘plea’.
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settings. In fact, a whole network of linkages exists, which go to the very heart of the
poems themselves.

The composer also explores harmonic connections between the songs. Such
Fate-laden harmonies include the German 6th chords in Nos.1, 3, 5 and 6, and the
plagal harmonies, most obviously in No.2. The Opus 73 songs are intrinsically linked
together because they all belong to the same tonal world. Each of the songs is
supported, at least in part, by some form of pedal point, which lends a sense of tonal
anchorage. The pedal features of Nos.1, 3, 4, 5 and 6 all seem to resound with
something of the fatefulness of the bell-like chiming of the recurring bass Fs which
underpin the whole of No.2.

In the Opus 73 songs, Tchaikovsky takes the notion of key stasis further than
ever before. In No.1 the whole of the first section is based largely around E major (up
to bar 18). Thereafter the tonal centre shifts to C# minor, where harmonies generally
alternate between tonic and dominant chords. No.2 takes up this idea, though it
revolves largely around two alternating chords throughout: tonic (minor) and
subdominant. No.3 is based around the chord of Ab major all the way through, whilst
No.4 revolves almost exclusively around E major. Apart from around ten bars in the
middle of No.5 (the 'development' section) this song again operates mainly around Ab
major, linking it firmly to No.3 in this respect. Variety is typically provided by the
colourful use of accented dissonance, appoggiaturas or passing notes,
counterbalanced by strong pedal points. No.6 however, is the most static,
harmonically-restricted of all of our songs. The key of A minor predominates. Only
six bars contain clear references to other key areas. This time the tonic chord alone
holds the key to the work. This chord governs a full twenty-three of its thirty-three
bars. Once again, No.6 provides the most extreme example of the stasis found in the
preceding songs. The notion of limiting harmonic development for effect also features
prominently in Tchaikovsky's roughly contemporary Sixth Symphony. In the first

movement of that Symphony, for example, Pyotr Ilich devises an entire 'second
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subject in which harmonic movement remains minimal and harmonic thrust is nil, for it
is supported by little more than a decorated D major triad...®? Even the tonal
language in these songs seems to link them to the composer's final morbid symphony.

Now we shall explore in greater depth those melodic motifs which link the songs.

Melodic Fate motifs

Fate motifs occur in many of Tchaikovsky's important works, including his
songs. Despite this, David Brown highlights the presence of only two instances of an
important Fate melody in the Opus 73 songs: the ‘'mediant-to-dominant move' at the
end of No.1 (which is underpinned by fate-related harmonies) and, in No.6, a final six-
note descending motif. 93 Both are six-note conjunct patterns. The latter is almost
identical to a famous fate contour which first appeared in the opera Eugene Onegin
(1879).%4

Brown reminds us that, 'to conjure novelty from existing shapes was patently
second nature to Tchaikovsky...".9> Pyotr Ilich was adept at presenting Fate motifs in
different guises. Lensky's 'coming day' aria from Onegin (quoted above) is particularly
important in anticipating the figures at the end of Opus 73, No.1. Lensky's motif is
immediately answered by a rising conjunct figure in the accompaniment. This pattern
clearly foreshadows the six-note rising figure which emerges in the piano part at the

end of our No.1:

92 Brown, D, op. cit., volume 4, p.448.

93 Even though David Brown is correct in asserting that the coda of No.1 is associated with the ‘mediant-to-dominant move', the
figure there appears in reverse (‘dominant-to-mediant). See page. Brown, D., op. cit., volume 4, p.463/4; and p.432/3.

94 See Ex. 2-3. The former example too (from the end of No.1) is closely related to both the No.6 version and the original Onegin
theme.

95 Brown, D, op. cit., volume 4, p.431-2.
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Ex. 4-58 (a) Fate motif, Eugene Onegin: Lensky's aria (note accompaniment)©
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[What has the coming day in store for me ?]

Ex. 4-58 (b) Fate motif, No.1 (last six bars)?7
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In No.1 the mediant-to-dominant move is disguised®® by its upward

movement but is decoded by reference to the very next bars, where the pattern reverts

96 Also quoted as Ex. 2-4.
97 Also quoted as Ex. 4-48.
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to its original descending form. This helps us to connect the rising theme with the
falling one, so identifying the ascending version too as a variant of our Fate motif.
Furthermore, these melodic fragments in No.l are accompanied by Fate-soaked
harmonies based on the German 6th.

Precisely because of the overt links between Fate-associated passages in
earlier works, those themes at the end of No.1 and No.6 that David Brown highlights
take on strong associations with the idea of death. These themes connect the two
songs, paralleling the particularly strong linkages between the two original Rathaus
texts 1 and 6.

The six-note Fate motif is also linked to the germinal figure which gives rise to
the main melodic themes of the entire set, as we shall see. No.1 begins with a highly
influential chromatic fragment, which develops organically in different guises in
different voice parts from song to song. It undergoes radical transformation as even
the number of notes in the group is altered. Each successive song adapts this basic
thematic idea, though this pattern returns sometimes obscurely in each song. Each
song in turn delivers its own subtle interpretation of this scalic theme, now in rising,
now in descending forms.

The first two bars of No.l immediately expose a pattern of four conjunct
falling notes in the right hand of the piano part. The intervals between them consist of
three semitones. It is useful perhaps to interpret this semitonal motif as a contraction
of our six-note Fate theme. In Eugene Onegin, Tchaikovsky reduced the prevalent
six-note motif to a dramatic semitonal frenzy in the final bars: Brown suggests that
'the very last desperate sounds of the whole opera are like a final allusion to this motif,
its intervals now cramped into semitones'.?? In this way the relationship between the

original Fate theme and the semitonal version of it is hinted at. Similarly, the semitonal

98 It is also reversed to become 'dominant-to-mediant’ in bar 27. David Brown describes the section as follows: 'Here the piano
postlude is new, dwelling on the mediant-to-dominant move of that most basic form of that most basic of Fate themes, though this
time placing more emphasis upon the rising scale [bars 25-32]. Brown, D. op. cit., volume 4, p.463.
99 Brown, D., op. cit., volume 2, p.209. This author then goes on to describe this semitonal theme as a ‘conflation of the two fate
motifs [fate embraced and fate in prospect].
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passage of No.1 can also be said tentatively to be linked to our original six-note Fate

theme.
Ex. 4-59
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Furthermore, the outline of another trademark Fate theme, that which Brown
calls the 'fate in prospect' theme of Eugene Onegin (a recurring theme, which suggests
a sense of 'Tatyana's destiny as she envisaged it in her imagination'loo), is essentially

semitonal. In this way, it too links subtly with this opening theme of No.1:
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[But, so be it! Henceforth I entrust my fate to you!]

In this passage, the basically conjunct chromatic descent occurs first on the words

'Henceforth I entrust my fate to you!'. This semitonal pattern raises the spectre of Fate

in its own right.
This type of fate-ridden chromatic pattern also appears, for example, in the

first four conjunct falling semitones of the first subject section of the Fourth

Symphony.

100 Brown, D., op. cit., volume 2, p.199. This theme is itself linked to a fate motif in Bizet's Carmen, an opera which had so
impressed Tchaikovsky. Also, see Ex. 4-46.
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Ex. 4-61 Fourth Symphony, first movement, first subject, bars 27-32.
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The chromatic progression at the beginning of No.1 is therefore already rich in
association with no fewer than three established Fate motifs (the compacted six-note
Fate theme; the 'fate in prospect' motif, and the Fate theme from the opening of the
Fourth Symphony). This semitonal germ goes on directly to feed the opening bars of
Nos.2, 3 and 4, and to influence the melodies of Nos.5 and 6, again in modified forms.
This thematic idea is interwoven into different voice parts in the different songs. It
recurs in disguised forms. The following overview shows how this pattern appears at
critical moments of each.

No.1 opens with this semitonal germ, which develops organically throughout

No.1 and infects all of the other songs in turn:
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Ex. 4-62 No.1, bars 1-2
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No.2 extends this pattern again in descending form as the core of its opening germ:

Ex. 4-63 No.2, bars 1-3
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No.3 transfers the descending six-note theme to the bass lines of the piano part, again,

significantly from bar 1:
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Ex. 4-64 No.3, bars 1-2
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As the left hand line of No.3 descends with our Fate motif, a six-note rising pattern
sounds simultaneously in the right hand part. This right-hand figure is partly obscured
by the accompanying decorative flourishes, but nevertheless presents a fresh
interpretation of the self-same motif. This new offshoot again becomes influential
within the song and within the set as a whole.

No.4 makes use of the associative relationship between the simultaneously-
sounded falling and rising motifs of No.3 and immediately presents a rising theme,
which by extending the metaphor is now clearly allied to the original descending six-
note Fate theme. An exact reference to the three semitones pattern is delayed,
however, until bars 19-20, where it occurs, somewhat hidden, in the left hand of the
piano part:

Ex. 4-65 No.4, bars 19-20 (bass line)

The seminal chromatic figure also features in this No.5. Once more it is disguised.
This time, it appears in rising form, again in the left hand of the piano part (G-Ab-A

natural), in bars 27-28.
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Ex. 4-66 No.5, bars 27-28

. 000 a
L, cresc A . ] e
[ 1Y N TP :M
;ﬁM' - 1+ 17 174 o1 1
ivsg T 172 7 201 1 Y ) A 1 —
QJ T L4 L4 L4
BHOBb ¢ 10 . 6oRI-MO _ R fie . 4anb Y . Mya _ nacbBnac -

[}

Similarly, No.6 visits this defining motif only once. It underpins the deeply symbolic
passage 'The poplar tree looks in at the window' (bars 9-10), again in the left hand of
the piano part.101

Whenever the organic and highly influential (semitonall02 or six-note) Fate
themes appear, they alert us to particularly telling (or paradoxical) moments within
the songs and create important musical links between the songs. No.6 stands out in its
overt use of the pure mediant-to-tonic Fate theme (C-B-A-G-F-E),103 though both
the introduction and the coda of No.5, for example, contain possible references to this
figure, obscured within general scalic movement (bars 6-7 and bars 40-41: C-Bb-Ab-
G-F-Eb).

In addition to the Fate motifs already described, the openings of the songs are
characterised by further overt thematic linkage. Again scalic patterns feature, once
more raising the spectre of Fate. The strong rising opening melodies in the right hand
of the piano parts of Nos.3, 4 and 5 are clearly interrelated. The figure below shows
this consistently conjunct pattern and highlights the steady semitonal rise in the
positions of the opening motifs from song to song (No.3 starts on Eb; No.4 on E;

No.5onF).

101 See pp.170-2.
102 The interval of the semitone also influences the harmonic development of the songs. Sometimes it even govems the space
between the songs. That is, the note E' lingers from the top of the piano part as the last note of No.1. No.2 then starts with the solo
note 'F, a semitone away. On one occasion, keys that are a semitone apart are juxtaposed from song to song No.5 ends in Ab major:
it links directly into No.6, which starts in the key of A minor, a semitone higher.
103 Seep.182.
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Ex. 4-67 A comparison between the opening melodic lines of Nos. 3 - 5

No.3 Eb F G Ab (Bb C)
No.4 E  F# G# A (A% B)
No.5 F G Ab Bb

The opening melody of No.3 is strong. Those of Nos.4 and 5 are reinforced by octave
doubling. Nos.3 and 4 are clearly linked as both begin with the rising pattern fone -
tone - semitone’. Even though the introductory motif of No.5 is not an exact
transposition of this established common set of intervals, its relationship to them can
never be in doubt. By altering this progression slightly, Tchaikovsky has followed the
familiar pattern of representing connecting materials in ever new guises. It is
significant that in No.3 the opening phrase rises by a major 6fA, in No.4 it rises a
perfect 5th and, again, following this 'sequential' pattern, No.5 rises by just a perfect
4th. The commonality of the opening melodies in each of Nos.3, 4 and 5 emphasises
their centrality as pivotal songs within the set. It does so exactly in line with the
structures and positions of the original poems within their own set.

Further formal linkages are effected when the opening themes of Nos.3 and 5
grow into their respective opening vocal melodies. Both songs contain threefold
melodic sequences, whilst No.4, sandwiched between them has, a similar-but-different
corresponding section:

Ex. 4-68 (a) No.3, opening vocal melody, bars 5-8.
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Ex. 4-68 (b) No.4, opening vocal melody, bars 5-8.
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Ex. 4-68 (c) No.5, opening vocal melody, bars 10-14.
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As scalic figures abound, it will be useful to draw together some examples of
the more extended use of such patterns across the set. No.1 contains many stepwise
patterns, as have been described. The near two-octave descending melodic minor
scale in the left hand of the piano part is a particularly significant example of its type
(bars 22-25). It is counter-balanced by a faster, rising form of the melodic minor scale
in the same passage in the right hand of the piano part. No.2 is based almost entirely
on rising and falling conjunct fragments, though the introduction provides a good
example of a more extended scalic figure. No.3 lengthens its opening scalic pattern,
for example, in the left hand of the piano part in bars 7-8, where there is a set of
eleven successive conjunct descending notes. In No.4, the predominating stepwise
patterns of the melodies go on to influence, for example, bars 17-18 and 19-20, where
diatonic and chromatic figures are juxtaposed in the left hand of the piano part. No.5
uses quite long patterns of conjunct notes. In bars 14-17, for example, the left hand
part descends by step over nine notes, disguised by appoggiaturas, whilst bars 22-26
repeat this pattern (with a deviation at the end to produce a set of ten such notes).
Rising and falling stepwise figures also dominate the last verse. No.6 cramps these
scalic patterns into semitones, again in the left hand of the piano part, for example, in

bars 7-9. Not only are the melodic themes of the songs largely based on scalic
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fragments, then, but the set also sometimes contains extended series of scalic patterns
buried in different parts of the texture. These themes are at once linked with the scalic
six-note Fate motif and the seminal chromatic theme. These death mottoes are subtle
but all-pervading.

Another melodic contour which influences our songs and which is imbued
with a fateful subtext is that of the interval of a third. Earlier Tchaikovsky had used
patterns based on major or minor thirds to evoke the concept of Fate. For example, in
the song The corals, the seminal minor thirds of the opening passage go on to infect
later sections, notably the 'leitmotif of inevitability’ which appears in the vocal part in
the fourth section, in what Al'shvang calls its 'classical form'.194 In this section (bars
73-74) the melody alludes to a major third theme which prominently uses the notes B
- B - B - G, notes which Al'shvang reminds us evoke the hugely influential Fate motif
at the opening of Beethoven's Fifth Symphony. Later in the same section of that song,
the composer returns to and uses the notes C# - C# - C# - E - C# (bars 77-78), and
F# - F# - F# - A (bars 83-85).105 In the Opus 73 songs, these types of fateful thirds
reappear. For example, in No.l swirling major thirds dominate the opening vocal
germ. No.6 revolves concentratedly around a similar, now minor third melodic
pattern.106 Where these patterns of thirds occur, they tend to highlight particularly
fateful moments. It is interesting to note that there are three soundings of the third in
both of these themes in Nos.1 and 6, just as in the opening Fate motif of Beethoven's

Fifth Symphony.

104 Al'shvang, A./Abraham, G., op. cit., p.221.

105 c.f. Opus 6/1: similar looping intonations around the same notes E-C#. These notes also begin the vocal line for 6/3, for
example. At these crucial moments Pyotr [l'ich typically further enhances the fateful effect by employing repeated monotones.
106 These fate-imbued patterns govern a range of Tchaikovsky's earlier songs: our No.6 is prefigured by a similar minor third

pattern at the beginning of 6/2.
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Ex. 4-69 (a) The corals, bars 70-85 (note bars 73-4, 77-8 and 83-5).
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Ex. 4-69 (b) No.1 (bars 1-3)
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Ex. 4-69 (c) No.6 (bars 5-6)
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In a number of works, Tchaikovsky also uses 'sighing' motifs constructed out
of the simplest of moves - from one note, to a single tone below- to create the
impression of Fate. Examples appear in songs such as Do not believe, my friend (6/1,
e.g. bars 27 and 37 on the words ‘full of suffering' and ‘waves' [of emotion]: this
pattern is taken up, significantly by the piano part, dominating the codetta) and the
popular None but the lonely heart (6/6; for example, in bar 52 on the word strazhdu:
'l suffer’). The Opus 73 songs make great use of the appoggiatura to create fateful
sighing effects on a number of occasions. These appoggiaturas infect all of the Opus
73 songs in turn, highlighting profound moments within each, and affecting the mood
of each. Suspensions or appoggiaturas neatly link the opening phrases of each song
and also feature significantly in the codas of all of the Opus 73 songs. They serve to
confirm the cyclical construction of these miniatures on yet another level. When they

occur, they resound with subjectivity. In his thesis Mahler and the crisis of
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awareness, the musicologist Dr. Peter Franklin suggests that the appoggiatura
characteristically portrays the central ‘I' in music. Dr. Franklin views the
appoggiatura, as used by many late nineteenth-century Romantic composers, as
symbolising the essence of self, subjectivism and individual feeling. In the analysis of
No.6, in particular, we saw how such appoggiaturas resound effectively with
Tchaikovskian subjectivity.

Short passages constructed around the repetition of single pitches form the
basis of another melodic Fate motif which impacts upon our songs. Eugene Onegin
again provides us with a precedent for this, for example in the passage where Onegin
himself says '...my solitude, in which a bloodstained phantom appeared to me every
day"

Ex. 4-70 Repeated notes, Fugene Onegin, Act 3, Scene 1, Onegin:
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These repeated notes, together with the harmonic tensions and angular contours of
the accompaniment, show Onegin in torment over the death that he has just caused.
Another important passage in which Tchaikovsky leads us directly to connect the idea
of Fate with repeating single-pitch patterns occurs in the Fourth Symphony. The
whole of this works grows out of the following pattern of repeated tones,
representing Fate itself. (This theme also uses the fateful interval of the third):-

Ex. 4-71 Symphony No.4, opening, repeated notes, bars 1-5.

Andante sostenuto

Fagotti




The Opus 73 songs sometimes express important ideas precisely at those
moments which are given over to repeated single-tone melodies, leading us to
investigate these passages thoroughly. The climactic plea of No.1 (bars 24-5) is a
good example of the recitative figure and is essentially a plea to the protagonist-self.
Conversely the pleas at the climaxes of Nos.2, 3, and 5 involve octave shifts (No.2,
bars 18-19; No.3, bars 24-25; No.5, bars 30-31). Now they are pleas to a beloved.
No.6 has a combination of both of the above contours, as octave displacement gives
way to repeated tones in bar 23, and again the German 6th chord accompanies the
plea itself (bars 26-27). Here the plea is to a beloved, but in the presence of God.
Again, it seems that No.6 takes the essence of the preceding songs and develops the
theme one step further. 107

No.1 uses repeated tones each time the main message 'And I said nothing...' is
uttered (e.g. bars 8, 15, 25).198 The piano accompaniment becomes dominated by
repeated note passages from bar 17 to the end. These repeated notes are delivered
fanfare-like at bar 17, interrupting the flow of the first half of the song to herald an
altogether new mood. (These notes at once function as thirds in the key of E major
and fifths in the incoming key of C# minor, and as such help to establish this new
key). At this moment one can almost hear echoes of the brassy Fate motif at opening
of the Fourth Symphony. !9 No.2 delivers the fatal bass bell-like patterns on repeated
piano octaves F in every bar of the song.!!0 As is the case with all of the songs
(except No.1), repeated tones draw each work to a fateful close. No.3 returns to this
motif to highlight the phrase 'The willows bow down and whisper amongst
themselves'. This phrase is one of the 'most strongly connected' phrases which so

securely linked the texts and which gave rise to the colour-coded Appendix 11 and

107 The plea sections of the different songs are sometimes related in their use of augmented chords, coinciding with an unusually
static (recitative-like) vocal line - articulations on a monotone, or octave displacements.

108 Compare this message with the text 'And I did not ask [the ford)..." at a similar moment of tone repetition in The corals (28/2,
bars 73-74), see Ex. 4-69 (a).

109 See Ex. 4-71, above.

110 See analysis of No.2, p.125.
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the graph in Chapter 3 (Figure 1, page ninety-five). In No.3, bars 23-24, repeated
tones emphasise the 'mysterious distance' described in the text. As in No.l, this
important motif is supported here at its close by an octave drop in the vocal line,
which reinforces the sense of 'distance' described. In bars 28-29 repeated notes evoke
a fateful atmosphere, supported by the words '[Bring us another day of] longing and
sadness’. That is, the vocal part of No.3 finishes poignantly on this emotive and
reflective repeated-note pattern. Here again this motif is located at a prominent and
richly symbolic juncture. No.4 makes extensive use of repeated notes throughout its
accompaniment but delivers its recitative-like monotones in the vocal part only in bars
7 and 23. In the earlier bar, this fate motif occurs within a reference to Rathaus's all-
pervading 'colour’ (shades of light) theme on the words 'Gently gilding [the blue of
the sky]'. In the second example, this motif serves again to reinforce the message of
another section of the 'most strongly connected' word list. This time the words with
the root '...klon..." receive this special treatment. It may be just another coincidence,
but the commonality of the roots of the words naklonias’ (which appears in bar 15 of
No.3) and sklonilas’ (No.4, bar 23), provides the impetus for further musical thematic
investigation. Both ...klon... words are set to repeated notes in the vocal melody, thus
drawing the concepts neatly together.

Ex. 4-72(a) No.3, bar 15.
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Ex. 4-72 (b) No.4, bars (22 and) 23.
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No.5 uses repeated tones in the vocal part only briefly, underlining the fateful
passage ' am with you again' (bar 21). In bar 13 the repeated-note passage extends
the metaphor of Fate and Time (on the words 'out of the misty haze of years gone
by"), further linking the songs together. As with all the major thematic and structural
trends within the songs, No.6 again takes this theme further, repeating the note seven
times. In bars 11-12, these repeated notes again highlight the colour/light theme (‘all
lit up by the moon'). In bar 23, a single-pitch pattern again evokes the theme of lack
of communication (as it did in exactly the same way in No.1), now on the words 'I
cannot begin to communicate to you [all that is happening to me]'. In these ways, this
particular Fate motif serves subtly but surely to link the songs musically at just those
moments where the original texts were linked.

As has been intimated above, the use of octave leaps in the voice part
occasionally coincides with patterns of repeated pitches. This happens, for example, in
Nos.1 and 3 at moments of particular thematic importance. Octave leaps appear at the
climax of each of the songs in turn, at the moments of greatest intensity. Sometimes
this interval adds considerably to the physical representation of Distance, as
Tchaikovsky subtly employed it at moments of particular isolation or lack of
communication in the respective texts. No.1 uses octave drops at moments of lack of
communication, as has been seen. This interval also comes to prominence in the piano
part at bar 10, where disturbing octave rumblings mark the end of verse 1 and
foreshadow the beginning of the 'storm scene'. Mirroring the octave fall in the vocal

part in No.1, bars 8-9, the voice part descends by an octave from F' to F in No.2, just
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as the text speaks of the heart being 'gripped by incomprehensible powers' (in bar 7).
This raises speculative links between the two examples. Perhaps the
incomprehensibility of the latter example is coloured by the lack of communication of
the former. The opening vocal motif of No.2 is unleashed a full octave higher in bars
18-19 in the hysterical climax to this song. No.3 confirms the authenticity of our
Distance motif hypothesis in the device of the octave leap. In bars 24-26 the
'mysterious distance' of the text is exactly paralleled by the physical distance of this
octave drop. The word 'distance’ is underpinned by the 'distant' octave interval used in
the vocal line. This motif is immediately followed sequentially by another falling
octave on the word 'beloved'. It is at this moment that we realise that it is the beloved
who is actually distant. The ethos of Distance in the first octave drop impinges
directly on the underlying meaning of the same pattern in the following bar. The
Distance theme itself has graphically told the truth of the matter through the music.
The truth of the isolation and failure-in-love theme comes to the fore. Tchaikovsky's
search for the truth in the poetry has been fully discussed in Chapter One. His
fascination with musical truth is in evidence here. No.4 continues the analogy and
again employs falling vocal octaves in bars 17 and 18 on the words 'shades' and
'sounds' [of night]. Not only do these patterns again highlight the textual themes of
the set of poems, but they also link strongly to the final octave drop at the climax of
this song. Here in bar 28 the soloist drops dramatically down an octave on the words
'On this night with you!". Far from evoking the success-in-love happiness of the words
of this song, the music again tells the truth of the matter. The octave fall recalls the
Distance theme. This mingles with the earlier Night imagery of the same song,
highlighting the real distance between the two lovers. No.4 is not really about a
successful loving encounter for Tchaikovsky at all. The joy of love is again, typically,
tainted. In No.5, the musical distance theme colours the text 'the look in your eyes
shines on me' as another octave drop occurs in bar 17. Again located prominently at

the climax of this song, a final octave drop taints the phrase '[and once more I
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passionately want to live] to breathe you in [to love you!]'. The simple terseness and
economy of No.6 debars reference to an interval as large as an octave. By now,
Tchaikovsky has gone beyond Distance in human terms. This song exists in an
altogether different reaim.

It was Tchaikovsky's complete, sophisticated understanding of the original
texts which led him to recognise the deep linkages that exist between the openings of
all these poems. It also enabled him to respond with such empathy, connecting these
songs so surely with one another. Just as the poetic texts connect on so many
different levels of analysis at this point, so too do the musical settings.

The widespread use of melodic, harmonic and textural linking devices clearly
unites and underpins all of the songs. The most notable are the organic Fate-
associated motifs, which have frequently acquired enhanced levels of meaning through
their connections with the themes or moods of earlier works. Just as Rathaus's texts
were imbued with multiple layers of meaning, so the Tchaikovsky settings are
similarly deeper and more meaningful than might at first be thought. Not only is the
'thythmic and dynamic momentum' of each song 'allowed to carry over to the next',
but the thorough preparation, development and conclusion of these thematic ideas
surely connects song with song. The thrust of the cycle, as it develops, reflects the
original structures of the poems. Here again there are particularly strong, multi-
levelled, connections between Nos.1 and 6. The linchpin texts (3 and 4) also emerge
as linchpin songs. The cycle is prepared at the beginning of No.1, develops in various
ways through the set, coming 'full circle' to finish. The way in which No.6 serves to
sum up the techniques and processes of the whole set, in its most highly distilled form,
has an air of finality. The death-related symbolism of the last verse and coda, linking
specifically to Tchaikovsky's signature-in-music, requires further investigation.

It seems that these songs are rather more significant than has previously been
supposed. The Fate motifs which play such an important role in all of the songs in the

set seem to take on even more importance in relation to the final song. The subtle
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statement of the six-note personal-death Fate Motif at the end of No.6 is a key to
understanding both the song and the set. Here again, the composer parallels the cyclic
procedures and other techniques of the original poetic texts, going to their hidden
heart, within the music.

Arnold Al'shvang is correct when he asserts that the Opus 73 songs are 'full of
intimate lyricism, psychologically true, [and] human'. However, he is quite wrong to

suggest that they are 'full of ardent love for life'.1!1! He proposes that:

"The composer, not infrequently agitated by weariness and oppressed

by suffering, never sank into sombre abysses of despair in his creative
work*. He constantly strove toward an optimistic acceptance of life. For
his music is born of a living acceptance of reality, of a passionate desire
for the highest and of belief in the highest.'! 12

[* My emphasis]

The Opus 73 songs, however, do indeed reflect precisely those 'sombre
abysses of despair' into which Pyotr Il'ich fell, particularly toward the end of his life.
We shall consider Tchaikovsky's state of mind in his final year in the next chapter.
These songs are full of torment. No.6 is so final and so deeply sad that it is almost
unbearable. Paradoxically, however, these songs also do show a striving for
'optimistic acceptance of life'. David Brown goes further, saying that in No.6 ‘after
longing has come tempered resignation'.!13 This concept of resignation is one to
which we shall return.

As there seems to be evidence to support the hypothesis that the Opus 73
songs link Tchaikovsky with the notion of Death, it is logical to explore a range of
primary and secondary source materials in search of clues as to the nature of the
composer's state of mind at this time in his life. The fact is that Tchaikovsky died

about six months after the completion of this set of songs. These were his last

111 Al'shvang, A. in (ed.) Abraham, G., Tchaikovsky: a symposium, op. cit., p.204.
112 Al'shvang, A, op. cit., p.204.
113 Brown, D., op. cit., volume 4, p.465.
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completed works. It is well known that the circumstances of Tchaikovsky's death are
shrouded in mystery and that several conflicting accounts of the series of events
leading up to his death exist. Chapter Five will set out a case for considering the
composer's death in the light of new evidence and hypotheses. In doing so, it will
suggest that the Six Songs, Opus 73, are more profound and important than has

hitherto been recognised.
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CHAPTER §

The Six Songs, Opus 73: Tchaikovsky's farewell

There is a great unresolved debate about how and why Tchaikovsky died.
Biographers such as Alexandra Orlova, Alexander Poznansky, Anthony Holden,
David Brown and Malcolm H. Brown have painstakingly investigated the evidence
available to date, unravelling the mystery of the circumstances surrounding the
composer's demise. All concede, however, that matters are far from conclusive. Oral
or documented evidence of individuals is sometimes contradictory. Decisive evidence
is missing. Poznansky sums up his position by saying that, 'Any jury today, forced to
deliberate on this peculiar case...and presented with the pack of rumour and hearsay
assembled by some biographers, would almost certainly render a verdict of not guilty
for lack of proof.! He concludes that if one were to conduct an inquest into the
composer's death today, 'provided that it were impartially conducted and all the pros
and cons carefully weighed, the coroner's report is ... predictable: death by natural or
accidental causes'.2

This chapter will provide a brief summary of the findings of the biographers
Poznansky, Holden and others and will then provide further information to improve

the quality of the debate, in an area where commentators have hitherto assumed it to

be lacking.

The debate so far

Some scholars consider that Tchaikovsky was condemned to death by a so-
called court of honour, associated with the composer's alma mater, the School of
Jurisprudence in St. Petersburg. It is alleged that the composer was persuaded to

commit suicide rather than to be exposed as a homosexual, possibly as the lover of a

1 Poznansky, A., Tchaikovsky's last days: a documentary study, Clarendon Press (Oxford, 1996), p.221.
2 Ibid., p.221.
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prominent aristocrat. This story mysteriously emerged several years after
Tchaikovsky's death and was told by Alexander Voitov, an amateur historian of the
School of Jurisprudence, who was born three years after Tchaikovsky died. His story
suggests that the aristocrat Alexander Stenbock-Fermor? was the young man in
question. The account has been propounded by the biographer Alexandra Orlova and
is well known.# In order to take his own life, it is possible that Tchaikovsky may have
drunk water contaminated with cholera. Alternatively, he may have taken (or have
been given) arsenic: the symptoms of arsenical poisoning are ostensibly similar to
those of cholera. Holden has even uncovered one rumour suggesting that Tsar
Alexander 111 gave Tchaikovsky the choice of shooting himself or of taking arsenic in
order to escape the shame of exposure as a lover of a member of the Imperial family
itself - the Tsar's nephew in some accounts, the Tsar's own son in another.> There is
even a rumour that the Tsar personally gave Tchaikovsky a pistol and a ring
containing arsenic so that he would be well-equipped to do the deed.® Some allege
that, instead, the Tsar ordered the assassination of the composer by poisoning.” Yet
another rumour suggests that Modest Tchaikovsky could even have killed his brother
as an act of revenge for 'stealing away his lover Lucien Guitry'.8 Another theory
proposes that Modest or Anatolii themselves conspired to make their brother commit
suicide in order 'to save the reputation of the Tchaikovsky family'.? Alexandra Orlova
proposes that 'all his life Tchaikovsky lived in fear of people learning his secret!,
continuing: 'not that people didn't know, they did. But there was no fuss made over it;
he was apparently forgiven everything. Still, to start a court case involving

Tchaikovsky would have meant scandal, not only for Russia but for the whole world.

3 Poznansky attests that genealogical records show that Alexander, son of Count Vladimir Stenbock-Fermor, is the only young man
who could conceivably fit the framework of the court-of-honour theory (ibid., p.214).
4 Orlova, A., Tchaikovsky: a self-portrait (Oxford, 1990).
5 Holden, A, op. cit., p.374.
6 Ibid. (oral trad.).
7 Poznansky, A., Tchaikovsky's last days, op. cit., p.vi.
8 Holden, A, op. cit., p.375.
9 Poznansky, A., Tchaikovsky's last days, op. cit., p.vi: presumably from the shame of exposure as a homosexual. Modest may have
been especially fearful as he too was homosexual.
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He was the pride of Russia and the most popular composer in the world'.10 She is
clear that formal exposure would indeed have caused more shame than Tchaikovsky
could have borne. Further speculation involves the suggestion that Tchaikovsky could
have contracted cholera through a homosexual encounter with an infected individual
('rough trade") from the street.!! Equally, some believe that he could have contracted
cholera purely by accident and therefore have died from natural causes. Xenia
Iurievna Davydova, daughter of Tchaikovsky's nephew, Iurii L'vovich Davydov
(1876-1965), 'has insisted that the kidney failure hereditary in the family (and from
which her father...died) was responsible’.]?2 There have been so many different
rumours and counter-rumours that the truth is almost impossibly obscured. It is
feasible that additional archival evidence from contemporary witnesses may have
survived, and that new evidence may come to light in the future,!3 so revealing more
of the truth surrounding the composer's death. In the meantime, the 'jury is still out'
considering the two antithetical positions: Tchaikovsky committed suicide; or
Tchaikovsky did not commit suicide.

Alexander Poznansky's book Tchaikovsky's Last Days analyses perhaps the
fullest range of theories surrounding Tchaikovsky's death to date. He maintains that
he 'demonstrate[s] beyond any reasonable doubt that Tchaikovsky died from the
complication of cholera.!4 He discusses the 'nonsense inherent in the 'court of honour'
story',1> going on to say that, 'no trial could have conceivably taken place'.16 Further,
he points to 'conclusive evidence against any attempts at cover-up:!7 that is, on
examination of the facts of the case, he can find no concrete reasons for those closest

to Tchaikovsky deliberately to have told untruths about the events surrounding his

10 Also quoted in Spiegelman, J., High Fidelity, 1981, volume 31 (2), Barrington and New York, p.51.
11 Holden, A., Who killed Tchaikovsky?. first broadcast 7th December 1993, 'Omnibus’, BBC 1.

12 Warrack, J., Tchaikovsky, op. cit., p.264.

13 Poznansky, A., Tchaikovsky's last days, op. cit., p.221.

14 Poznansky, A., ibid.,p.206.

15 Poznansky, A., ibid., p.215.

16 Poznansky, A., ibid., p.217.

17 Poznansky, A., ibid., p.218.
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untimely death. It is strange that the composer's physical death was frequently and
copiously covered by regular press releases during the course of his final illness. This
iliness was reported on by an extraordinary number of different witnesses. Perhaps the
biggest mystery surrounding the composer's death is that there really is no mystery at
all. Maybe the inconsistencies within and between the first-hand accounts of Modest
and the two doctor brothers who attended Tchaikovsky during his final illness arose
out of genuine confusion. Poznansky concludes that there is currently no substantial
evidence to support any theories other than that Tchaikovky simply died of 'natural or
accidental causes'.!8

This author highlights three main routes along which the plethora of fantastical
gossip emerged in the aftermath of the composer's death, gossip which has resonated
in ever-increasing circles across the twentieth century.

The first hint of rumour developed along the lines that the Pathétique
Symphony, interpreted by many as being an openly 'morbid Symphony'!? after its first,
powerful, posthumous performance, reflected ‘unrequited love, presumably for
[Tchaikovsky's] nephew Bob Davydov', the dedicatee of the work. It was rumoured
that the composer committed suicide because of this 'fatal attraction'. Further fuel was
added to this particular fire when Bob Davydov died of a drug overdose in 1906. This
suicide theory was later spread widely by relatives of Rimsky-Korsakov.2® Poznansky
refers to the 'Russian public's opportunist response to the trial of Oscar Wilde in
18952 as having an impact on the continuation and development of such rumours.

The third route of rumour-mongering surrounds the unreliable, oral evidence

of Voitov, Mrs. Jacobi (wife of a key protagonist in the alleged 'court of honour trial’,

18 Poznansky, A., Tchaikovsky's last days, op. cit, p.221.

19 Poznansky, A., ibid., p.219.
20 Later in the 1890s, this 'fatal attraction' rumour was applied to a different person - the son of the custodian attached to Modest's

apartment. This story too fails to hold water on close scrutiny. (See Poznansky, ibid., p.219)
21 Poznansky, A., ibid., p.219.
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and one who 'witnessed' the trial from behind a door) and Alexandra Orlova, the
biographer and receiver of such evidence.22

Poznansky's account of Tchaikovsky's death is scholarly and detailed, yet there
remains uncertainty and speculation. Antithetically, Holden concludes that his own
'extensive researches, whilst adding considerable flesh to the bones of the 'court of
honour' theory, point all but conclusively to a deliberate cover-up by Modest and his
medical friends, on the wishes of the composer himself, of the truth: that Tchaikovsky
did indeed take his own life'.23 This biographer details how Modest's ‘account of his
brother's life is wilfully economical with the truth' and goes on to conclude that 'his
version of his brother's death must also be treated with the greatest suspicion'.24 He
records major anomalies and distortions in Modest's account of Pyotr Il'ich's death
and exposes serious contradictions both in Modest's story and in those of the doctors
who presided over Tchaikovsky's final four-day illness. Those present could not agree
even on the date, never mind the time of Tchaikovsky's death. Holden maintains that
'the only prospect that could possibly have driven Tchaikovsky to suicide - a last
resort which he had contemplated more than once before - was the threat of public
exposure and disgrace'.2> Holden points to a number of 'distinguished Tchaikovsky
exponents' who 'accept that he was a tortured figure who almost inevitably died at his
own hand'.2® These include the pianists Vladimir Ashkenazy and Peter Donohoe. He
asserts that the most eminent biographer of Tchaikovsky, David Brown, 'now admits
no doubt at all that Tchaikovsky committed suicide'.2” In his book, Tchaikovsky
remembered, Brown himself states that 'Tchaikovsky committed suicide and that the

court-of-honour should be taken seriously, though it is certainly not proven'.28

22 See above.

23 Holden, A., op. cit., p.386.

24 Holden, A., ibid., p.386.

25 Holden, A., ibid., p.391.

26 Holden, A, ibid., p.396.

27 Holden, A., ibid., p.396.

28 Brown, D.. Tchaikovsky remembered, Faber & Faber (London, 1993), p.xv.
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The musician Joel Spiegelman infamously expounded Orlova's suicide-court of
honour theories in his article 'The trial, condemnation and death of Tchaikovsky',
published in 1981 in High Fidelity magazine.? Later that year and in the same
journal, the article "Tchaikovsky's "suicide" reconsidered: a rebuttal' appeared, under
the authorship of three eminent Slavic specialists, Nina Berberova, Malcolm Brown
and Simon Karlinsky. This second article vehemently denounced the theories of the
first, pointing to what the scholars saw as 'lacking any kind of plausibility: historical,
medical or psychological'3® The trio suggested that the rumours of suicide were
given credibility only by those who were not directly involved with Tchaikovsky at
the time and that 'the composer's friends (such as Alexander Glazunov, Sergei
Rachmaninoff [sic], the widow of Tchaikovsky's brother Anatole [sic], and the art
expert who was sharing an apartment with Modeste [sic] Tchaikovsky during the
events in question) were never in any doubt that he died of cholera'. The academics go
on to refute Mrs. Orlova's claims as extravagant and ill-founded. They suggest that
she 'bases her claim that Tchaikovsky couldn't have died of cholera on the fact that his
house was not quarantined during his illness and his coffin was not sealed during the
funeral services'. They reaffirm that 'the etiology of cholera was known at the time of
his death’ and that those present would have been well aware that the infection could
be 'transmitted only by ingesting contaminated food or water, [rather than simply] by
being in the presence of cholera victims'. They do not attempt to explain, however,
why, for example, Tchaikovsky's drunken friend Alexander Verzhbilovich was
allowed to kiss Pyotr Il'ich's dead body ‘all over the head and face! during one of his
requiems, apparently to no ill effect. They conclude that 'Mrs. Orlova's "revelations"

are a web of fantasy, hearsay and factual misinformation...the real scandal is the ease

29 High Fidelity, 1981, volume 31 (2), Barrington and New York, op. cit., pp.49-51.

30 High Fidelity, 31 (8), pp.49 and 85.

31 Quoted in Rimsky-Korsakov, Letopis’ moiei muzykal'noi -hizni (Chronicle of my musical life") (St.Petersburg, 1909); reprinted
as My musical life, Knopf (New York, 1923) (3rd ed., 1942), p.340.
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with which this flimsy and unprovable construct has come to be accepted by serious
scholars and musicologists'.
The continuing differences in opinion between the various biographers provide

a context for the exploration of altogether new aspects of this fascinating story.

Further speculation

It is tempting to interpret Opus 73, No.6 particularly, as valedictory. Here
oblique references seem to be made to the six-note descending Fate motif, the death-
related D minor key, and a form of Tchaikovsky's own signature in music.3? It is
important, however, that we do not get carried away by such coincidences. Although
Tchaikovsky discussed the possibility of the existence of a hidden agenda, or
programme, in relation to his Sixth Symphony, there is no independent documentary
evidence to suggest or substantiate the existence of an equivalent sub-text for the Six
Songs, Opus 73.

Tchaikovsky challenged interested parties to look for coded evidence of
autobiographical symbolism in his music in relation to his Sixth Symphony. He

wrote:-

...Whilst I was on my travels I had an idea for another symphony,
a programme symphony this time; but the programme will be left as

an enigma - let people guess it for themselves*- and the symphony

will actually be called 'Programme Symphony' (No.6)...33

(* my emphasis)

32 See pp.71-2 and p.183.
33 Complete Ed., vol.17:42-3, to his ncphew Bob Davydov.
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It has become fashionable to speculate on the possible underlying messages held
within this symphony. Again to Bob Davydov he revealed that 'the programme itself,
whatever it may be, is imbued with subjectivity, and quite often during my
wanderings, composing it in my mind, I wept terribly'.3* Modest saw the symphony as
a means through which his brother poured out his soul as if through a confessional,
saying that on completion of the work, Pyotr Il'ich 'for the moment experienced the
lightening which is felt by a man who has confessed to a sympathetic soul everything
that has long wearied and tormented him'.3> David Brown suggests that perhaps
Tchaikovsky's frame of mind at the time of composition was heavily influenced by the
'store of reawakened feelings and remembered experiences prompted by his recent
visit to [his childhood governess] Fanny3®... [and that these...] had primed his
emotional and spiritual responses to an unusual degree'.37 When the Pathétique was
performed for the first time after the composer's death, contemporaries suggested that
the adagio finale had a deeply morbid effect upon its audience. The musician and

graduate of the Moscow Conservatoire, Nikolai Av'erino wrote:

... The symphony made a profound impression owing to its sombre,
tragic character. There were many reminiscences of the author's
moods and presentiments at the time of his composition. A prophetic
character was ascribed to the symphony...38

[van Klimenko, then a friend of Tchaikovsky for more than twenty years, remarked
that 'the general sombre mood that permeates all movements of the symphony, one
may say, smells of death ... [In the last movement].., the sombre mood rises to such

an unbearable degree of tension that it becomes self-evident that only death the

34 Complete Ed.,vol.17:43.
35 Tchaikovsky, M., The life of P.I. Tchaikovsky, 3 vols. (Moscow, 1900-02), volume 3, p.601-2.

36 See chapter 1.

37 Brown, D, op. cit., volume 4, p.403. .
38 Av'erino, N., Moi vospominaniia o Chaikovskom, (‘'My recollections of Tchaikovsky'), Vozrozhdenie, 16 (1951), pp.104-5;

also quoted in Poznansky, A., Tchaikovsky's last days, op. cit., p.200.
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deliverer can stop all this torment'.3? Similarly, but more subtly, it is interesting to
speculate on what may possibly be regarded as the coded suggestions within the Six
Songs, Opus 73. These and the body of circumstantial evidence which surround them
invite us to investigate even further.

The main argument here falls into two categories. Firstly, there are the
obscure messages evidence contained within the Opus 73 songs. Secondly, and even
more speculatively, there is the circumstantial evidence of the composer's ostensibly

valedictory actions in the last months of his life.

The evidence contained within the Six Songs, Opus 73

Many layers of coincidence are built up by the interweaving of direct
quotations of fate themes and references to deeply personal aspects of Tchaikovsky's
life and works. This study has provided examples of how death symbolism tends to
feature prominently in the composer's output. Had Tchaikovsky wished to
communicate a sense of fateful foreboding, he could surely not have found a more
effective means: the bringing together of the two messages Death and Me (Pyotr Il'ich
Tchaikovsky) in the final song, Again, as before, alone. This song prepares us with
hints of the D minor 'Death' tonality and then draws together a Fate theme directly
associated with Death and the personal "[P]E[t]E[rTs]JCHA" motif, Tchaikovsky's
own signature in music.#0 These latter mottoes occur simultaneously at a crucial
moment, unique in Tchaikovsky's output. It is important, however, that the
significance of this moment is not over-emphasised, as the cipher theory which gives

rise to such signature patterns remains unproven.?!

39 Poznansky, A., Tchaikovsky's last days, op. cit., p.192.
40 See p.183.
41 See pp.29, 68, 73-4 and 183.
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It is significant that, within this song cycle, the composer makes both direct
and covert references to important works which span his entire career up to and
including his final Sixth Symphony. These have been discussed earlier. It is almost as
if Tchaikovsky was tying together the major threads of his creative life in this
apocalyptic distillation of his artistic output.

David Brown speaks of Tchaikovsky's sketching of the Sixth Symphony as
having ‘exorcized (or at least placated) some of those tormenting phantoms that
lurked within him...'4? There is a general acceptance that the Pathétique Symphony
draws together threads of the composer's life from an early age, as has been noted
above. The Six Songs, Opus 73, however, are Tchaikovsky's very last completed
composition, and here the sheer concentration into dense miniature, of musico-
poetical ideas and feelings, backed up by the hard evidence of meaningful word
patterns as well as musical cross-references, makes for an unprecedented summing-up
of his entire life and career. As has been discussed fully in the main body of this thesis,
a complex, multi-layered pattern of relationship and inter-relationship emerges, linking
ideas symbolically and suggesting a range of hitherto hidden, underlying meanings.
The possibility of such an intricate design being merely coincidental becomes less and
less plausible.

The argument that the Opus 73 songs can be seen as underpinned by coded
messages is afforded a certain amount of credence in light of the evidence of musical
cipher-generation that was discussed in Chapter Two together with the thematic
evidence of Chapter Four. We also know that Tchaikovsky was interested in devising
codes within his written works. Disguised messages within letters, diary entries and
other literary materials have been quoted in Chapter One. It can even be suggested

that codification itself was an extremely important part of Tchaikovsky's life. Since he

42 Brown, D, op. cit., volume 4, p.460.
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did use codes a great deal in different areas of his life, including his music, it seems
legitimate to look for evidence of codification within the Opus 73 songs.

In a radio broadcast of 5th November 1993, a programme in a series which
marked the centenary of P.I. Tchaikovsky's death, the musicologist John Warrack
noted that although Pyotr II'ich composed fewer works towards the end of his life, 'so
far from being exhausted, as he had sometimes feared, Tchaikovsky might have been
moving in novel directions'.*3 He cited the progression of the works The Queen of
Spades, Swan Lake, The Voevoda and the Sixth Symphony. I would add to the list the
Six Songs, Opus 73, claiming that these are perhaps the composer's most deeply felt,

most personal expressions.

The dénouement theory

These songs, which serve so effectively to sum up Tchaikovsky's life's work,
were accompanied by a set of physical actions, which could imply that at this precise
time (over the last few months of his life) the composer actively sought to tie up the
loose ends of his life. At this time, Tchaikovsky actively reflected on his past life
through, for example, visiting certain close family members for unusually long
periods; visiting dear friends, some of whom he had not seen for many years; re-
reading letters long-since put away; and reminiscing about past times. Whilst focusing
on aspects of his earlier life, he greatly reduced his compositional output and his
writing in an utterly unprecedented way. Personal letters were now often reduced to
summary form. No journals exist for the last two-and-a-half years of his life. Those
compositions which he did produce in 1893 were concentrated and shot through with
(summative) autobiographical subtexts. Tchaikovsky admitted that the Sixth
Symphony, in particular, was a reflection on the whole of his life, and at the end of the

work he wrote simply: 'O Lord, I thank thee!" It is as if Pyotr IlI'ich sought to make

43 Warrack, J., BBC Radio 3, first broadcast on 5th November 1993.
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peace with himself by reconciling himself to his past creatively, emotionally and
spiritually.

There is evidence also that Tchaikovsky sought to reconcile himself to others
at this time. As well as making the visits to special friends described above, he also
made efforts to make peace with those who had become alienated from him: in 1893
he dedicated works to people from whom he had become estranged. At this time,
there is evidence that the composer also made efforts to put certain business affairs
into better order. It seems strange that these important and often untypical visits,
reflections, reconciliations, dedications and 'coda-like' actions all occur at a time when
the composer was just fifty-three years old and healthy.

Pyotr Il'ich generally kept in close contact with members of his family, most
often by letter, throughout his life. He visited them as often as he could, given the
demands of his busy schedule of composition, concerts and tours. In the last year of
his life he continued to make special efforts to see special people.

However, the general pattern of contact between brother Nikolai (1838-1910)
and Pyotr Ilich is marked in later years by well-intentioned but unfulfilled plans to
meet. Visits tended to be short and to take place for specific purposes. For example,
the two brothers saw each other at the Russian baptism of Georges-Léon, the
illegitimate child of Tania Anatol'evna Tchaikovskaia (Bob's sister), whom Nikolai
and his wife had adopted;44 for Christmas Eve celebrations in 1888;% and, in order to
escape an unwarranted scandal, Tchaikovsky made a four-day visit to Nikolai in July
1890.46 He continued to pay short visits to him, as his schedule would allow, but
visited Nikolai at his home in Ukolovo for a whole ten days from 17 July 1893. This
latter visit was the more untypical as the composer was keeping himself from work

that needed to be done. It is therefore plausible that Pyotr Il'ich may have made a

44 Georges-Léon's first baptism took place in France the day after Tchaikovsky's own forty-third birthday (8th May 1883). Nikolai
and his wife adopted Georges-Léon three years later. The young child was baptised into the Orthodex Church, with Pyotr Il'ich
standing as godfather, when adopted by Nikolai in 1886.

45 Brown, D., op. cit., volume 4, p.173

46 Tchaikovsky had been wrongly accused of stealing a watch and went off to Nikolai's until the scandal had died down.
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conscious effort to see this brother properly before he died, making a special effort as
his 'relationship with Nikolay [sic] was never as close as with the twins'.4”

Similarly, since the mid-to-late 1880s the composer had had little physical
contact with his brother Anatolii (1850-1915). Whereas previous visits (particularly to
see Anatolii and their sister Parasha in Tiflis) had been extended affairs lasting the
whole summer, the 1890s saw occasional annual or biennial visits lasting an average
of only four days each. These trips usually had a specific purpose, like visiting his
brother in his new houses at Revel, then at Nizhnii Novgorod, then at Mikhailovskoe.
Significantly, Pyotr Il'ich visited Anatolii from 22nd September 1893 for a whole
week, the longest such visit for some time. The composer had been so keen to visit

him that on 8th/20th August he had written:-

...Then I can come and see you and stay with you, either in the
country or in town, at least for eight days. Golubchik*, write so
that I get your letter at the beginning of September... Where
ought I to go, to Nijhny or to the country?...48

(* a term of endearment)
He expressed a similar inevitability of meeting his brother in a letter to Bob, written
that same day, saying that '...in any case we shall see each other soon'.4? In fact, Pyotr
Il'ich had mentioned his intention to see Anatolii that summer as early as 17/29 May,
when the former was still in London. He had written that 'from Grankino I will go to

see Nikolai Il'ich ... and ... at the end of the summer I intend to visit you [Anatolii]

and we will then go to see Pania [their sister] together'.50

We know that Pyotr Il'ich had, three years before his death, conceived the idea
of visiting all his siblings on a sort of grand tour.>! It may be that the visits that

actually took place in 1893 were simply a fulfilment of this plan. Alternatively, it is

47 Brown, D, op. cit., volume 1, p.255.

48 Complete Ed., etter to Anatolii, 20 August 1893, Klin. Quoted from (ed.) von Meck, G., Letters to his family: an
autobiography (New York, 1981), p.550, letter 677.

49 /bid. p.551, letter 678.

50 Ibid., p.541, letter 664.

51 See Brown, D., op. cit., volume 4, p.284.
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plausible that these visits could be interpreted collectively an act of saying goodbye to
those to whom Pyotr Il'ich was closest. The truth of this hypothesis may never be
known: there was no significant change to the composer's pattern of visits to his
family that cannot be explained in relation to the demands of the composer's general
schedule.

Despite early closeness with his sister Sasha (later, Davydova), Tchaikovsky
had gradually become more distanced from her, partly owing to her subsequent
addiction to drugs and alcohol. She had died in April 1891, but a year later>? Pyotr
Il'ich spent what turned out to be his last Christmas at Kamenka with the older
members of the Davydov family (his brother-in-law Lev Davydov was away in St.
Petersburg and the children were dead or elsewhere). That is, Tchaikovsky spent time
with his old cousin, known to the family as Sister (Nastasiia Popova); Lev's mother,
elder sisters; and brother, Nikolai Vasilievich Davydov. He also saw Mitia, one of
Sasha's sons and found time to visit their friends the Pleskys and the Yashvils.
Tchaikovsky found the experience 'painful' and 'doleful.>3 Intentionally or not,
though, this trip allowed him to pay final respects to these members of the extended
family.

As well as continuing to visit family members in the last twelve months of his
life, Tchaikovsky also journeyed to see special friends. In March 1892 Fanny
Diirbach, Tchaikovsky's much-loved childhood governess, wrote to the composer
inviting him to visit her at her home in Montbéliard, near Basel in Switzerland. They
had not seen one another for over forty years. She was now seventy years old. Pyotr
II'ich put off making the visit until that December, and, in a letter to Modest just prior
to the visit, talked about his 'phenomenal, monstrous anguish ... [which] ... recurs with

every trip I make abroad>* and his utter dread of seeing Fanny. He wrote, '[I go]

52 i.e. from 5 January 1892 (Brown, D., op. cit., volume 4, p.383).
53 Complete Ed., volume 16a, letter 4583 to V L. Davydov (25 December 1891/5 January 1892), pp.298-9.
54 Complete Ed., volume 16b:211-12.
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almost with terror, as though to the realm of death and of people long since vanished
from the world stage'.?> He stayed for a couple of days and later described his visit as,
'powerful, strange [and] magical: just as for two days [he] was carried back to the
1840's'.56 He felt close to Fanny. They spent time talking and remembering, re-
reading letters and reminiscing. He reported to Nikolai that there 'were moments
when I returned to the past so vividly that it became weird, and at the same time
sweet, and we both had to keep back our tears'.>” This was clearly an emotional time.
It was also a time when Pyotr Il'ich could relive his past and make peace with it. It can
be seen as a summative visit. It takes on valedictory significance. This visit
represented a big effort on the part of the composer and can be interpreted almost as a
pilgrimage. It led him back into the world of childhood, bringing his life almost 'full
circle’. This visit also had a profound creative effect upon the composer and can be
said to have contributed to the material of the Sixth Symphony, for example, as has
been discussed earlier.

Tchaikovsky also made great efforts to visit close friends on their deathbeds at
around this time. The composer's lifelong fear of death has been well documented.
Early poems (such as those quoted in Chapter One)® confirm that this preoccupation
long preceded the traumatic death of his mother in 1854, though this tragic event
fuelled his fear to the point of obsession. In the 1860s, his friend Hermann Laroche
had noted that Tchaikovsky was 'exceptionally fearful of death ... in his presence one
could not use the words 'coffin, 'grave', 'funeral, etc...'>® Laroche was later to
document a certain relaxation in Tchaikovsky's reaction to death - noticing how later
the composer was able to tell others about how his friend Nikolai Kondrat'ev had
almost died in his arms in 1887. Although Pyotr Il'ich allegedly remained fearful of
death, he was able to bring himself to make a special visit, in February 1893, to his
55 Complete Ed., volume 16b:211-12, letter 211 (op. cit.).

56 Ibid., letter 215,

57 Ibid., to Nikolai, Paris 22nd December 1892/3rd January 1893.

58 See p.20.
59 Laroche, H., Vospominaniia o P.I. Chaikovskom [Reminiscences of Tchaikovsky] (Moscow, 1962). p.29.
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erstwhile pupil (and possibly former lover) Vladimir Stepanovich Shilovsky, when the
latter was gravely ill with dropsy. Shilovsky died on 24th June/6th July that year.
Before the visit, the two had been estranged for some time. Again, it is as if
Tchaikovsky was overcoming all obstacles in order to reconcile himself to those who
had formerly been close.

When the composer heard of the imminent death of his friend Konstantin
[Karl] Karlovich Al'brecht,%0 he tried to get to him in time (having previously
managed a visit to the very sick man in early May 1893). He was enormously upset to
have missed him - he died before Tchaikovsky could get back from England. It is as
though the death of so many of his friends had made him less fearful of the eternal
parting. Modest tells us about the lengths to which his brother used to go, to be with
his friends before they died - Kotek, Kondrat'ev and Bochekarov to name but a few.5!
Now, however, it seems that Tchaikovsky had developed an altogether calmer
outlook upon death. We see Tchaikovsky gradually reconciling himself, not only to
his own life and his friends and family, but also here to death itself.

Saying goodbye to people seems to have been important to Pyotr Il'ich at this
time. His leave-taking of his long-standing manservant, Alexei, and his two-year old
son (Pyotr Il'ich's godson) as late as 19th October 1893 was unusually emotional: he
exchanged kisses with both father and son at the train station at Klin just before he
embarked on his final journey to St. Petersburg. Alexei had been his bedrock, possibly
lover, and certainly close friend for many years. Given the choice, Pyotr Il'ich would
surely have wished his final contact with him to have been this appropriate.

This whole period was not, however, a thoroughly miserable time for the
composer. Poznansky reminds us that Tchaikovsky enjoyed 'late-night gatherings with

Liadov, Glazunov and others'®? and notes specifically that in the spring of 1893, just

60 K.K. Al'brecht (1836-93).
61 Quoted in Brown, D., op. cit., volume 4, p.461.
62 Pomansky, A., Tchaikovsky: the quest for the inner man, op. cit., p.564.
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before his trip to England, Pyotr Il'ich, 'regal[ed] his friends and acquaintances with
stories and amusing episodes from the past'.93 It is interesting to consider the possible
significance of this harking back at such a time.

Tchaikovsky ended his tour of England in early June 1893. On his way back to
Russia he took care to visit Sophie Menter and Sapel'nikov at Itter and went on to his
most precious nephew, Bob, and old friend, Kolia Konradi, at Grankino on 18th/30th
June. There he spent as much time as possible: having planned to stay a week, but
remained more than two. After Pyotr Il'ich's ten-day visit to Nikolai, described earlier,
he went on to Moscow to see Albrecht's widow. He also 'celebrated his return
unstintingly with his...friends'.®* Pyotr Il'ich certainly spent time with special friends,
colleagues and favourite family members during these last months.

It is noteworthy that on 16th/28th February 1893 Pyotr Il'ich wrote to Modest
asking him to:

Go to the photographer of the Imperial Theatres and order:

1. A large portrait for Ziloti. If there is one ready take it away
and send it at once to Ziloti in Paris.

2. Twelve dozen cabinet size portraits on white background.
When they are ready they should be sent to O.1. Jurgenson

who will pay for them and send them to me. Please do this at once...5°

This begs investigation. Maybe the composer wanted to give out photographs to his
friends, lest they forget him after his death.

Although Tchaikovsky reminisced with friends at this time, he also spent much
time alone. He saw in the New Year, 1893 alone. On 25th April/ May 7th 1893, he
even spent what turned out to be his last birthday alone. This was not typical. This
period is unusually characterised by the re-reading of letters long since put away. This
has been discussed in relation to his visit to Fanny, above. Another significant example
of such retrospection is Pyotr Ilich's re-reading of many of his letters from his
63 Poznansky, A., Tchaikovsky: the quest for the inner man, op. cit., p.565.

64 Brown, D, op. cit., volume 4, p.473.
65 Complete Ed., quoted in (ed.) von Meck, op. cit., p.535, letter 655.
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patroness Nadezhda von Meck. Such reflection evidently caused him a great deal of
anguish. In a letter to his publisher Jurgenson in mid August, he chastised his former
patroness, exclaiming, 'Oh Nadezhda Filaretovna, why, perfidious woman, did you
betray me?'%® Tchaikovsky's feelings of great hurt at the demise of this formerly close,
if vicarious, relationship were perhaps compounded by the fact that he was ultimately
helpless to regenerate their friendship, as he was the one to have been rejected by her.
This was one relationship that could not be 'put right', and this was a great source of
regret for the composer. According to Modest, Pyotr Il'ich 'continually repeated the
name of Nadezhda von Meck, reproaching her angrily' on his deathbed.b’
Tchaikovsky wrote a spate of angry letters to various people during this short period,
of which this is one example. It seems that this was also a time of purging and demon-
slaying.

This was also a year in which our composer drank a lot. Holden highlights the
extent of his 'hard drinking' and also describes in detail the effect that a whole life of
self-abuse had had on the composer. This self-abuse consisted, for example, of over-
work, over-anxiety, over-indulgence in terms of drinking and gambling, lack of sleep,
and pathological self-torment. Despite his talents, Pyotr II'ich often had an extremely
poor self-image. By the time Tchaikovsky arrived in London in the summer of 1893,
he was, by his own admission, 'distraught' and 'unable either to eat or sleep’. Holden
reminds us that the composer Sir Alexander Mackenzie described Pyotr Il'ich at this
time as 'a spent man' whose 'weak voice, intense nervousness and exhaustion after the
rehearsal plainly indicated failing health'.98 Not only did his health seem poor but,
again according to Mackenzie, Tchaikovsky appeared 'melancholy and lonely, devoid

of self-assertion'.®? He also seemed disproportionately old for his age, being described

66 Complete Ed., volume 17: 158.
67 Tchaikovsky, M., op. cit., volume 3, p.652. The two words that he repeated were 'hope' (the Russian word for 'hope’ being
nadezhda) and "accursed, an adjective he had previously used to describe death (i.e. "that accursed snub-nosed creature”). It is
therefore not known conclusively which of these two words the dying man was alluding to.
68 Holden, A., op. cit., p.337; Sir Alexander Mackenzie, A musician's narrative (London, 1927).
69 Holden, A, op. cit., p.338.
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on many occasions as 'elderly' or 'weak'. Sir George Henschel, singer, composer and
conductor, noted that Pyotr Il'ich was very 'depressed' at this time, adding that the
Russian had openly pondered the meaning of life and had expressed 'his own readiness
at any moment to quit it'.’? Tchaikovsky had evidently found the England trip
exhausting and nerve-racking. Even after some rest he wrote in August that he had
'become timid, unsure of [him]self.”! The composer's state of mind in the year of his
death will be further discussed in the final section of this thesis.

Unusually, the composer spent very little time working during the year 1893.
Very few new works were produced. Although Pyotr Ilich had had innumerable
fallow patches in his working career, usually coinciding with bouts of severe
depression, his output declined steadily from about 1885. Holden suggests that the
'inconsistent musical output [in] these last few years had reflected the uneasy shifting
of his soul'.’? Even in this context the comparative lack of activity in 1893 is
striking.”3 Significantly, however, in this year some re-workings appeared. Of the
maximum of ten works produced throughout the whole of 1893, three are re-
workings of pieces previously written by Tchaikovsky himself, and a further one, a re-
working of a piece by his beloved Mozart. The latter is the four-part choral work
Night (based on Mozart's Piano Fantasia, K.475) which, importantly, uses original
words by P.I. Tchaikovsky.”# This work, written between 13th and 15th March, can
be seen as a homage to Mozart, Tchaikovsky's first musical inspiration. The other re-
workings are the Piano Concerto No.3, Opus 75 (taken from the first movement of
Tchaikovsky's unfinished sketches for his Symphony in Eb), the Andante and finale
for piano and orchestra, Opus 79 (also an adaptation of the earlier Eb Symphony),

and a duet for an opera on the subject of Romeo and Juliet, based on our composer's

70 Holden, A., op. cit., p.339.
71 Complete Ed., to Modest, 3 August 1893.
72 Holden, A., op. cit., p.247.
73 Output was fitful in, for example in 1871, 1873, 1882, 1885 to 1893. See Appendix 6.
74 It is possible that Tchaikovsky may have written his Impromptu (Momento lirico) for piano in the year 1893. His arrangement
for piano and orchestra of Sophie Menter's Ungarische Zigeunerweisen may have been penned in January 1893 (though this work
may actually be a lost work by Liszt).
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Fantasy overture, the first version of which had appeared in 1870. It is just possible,
however, that this work was written much earlier, perhaps as early as 1881. It is
surely significant that these works were dominated by such retrospection. This seems
to have been a time of tangible creative dénouement.

Although the substantial Sixth Symphony was composed in 1893 (all drafis
having been completed between 16th February and S5th April)’®, the only other
original works produced in the whole of the year were a Military march (5 April and
17 May); the Eighteen pieces for piano, Opus 72 (19 April to 3 May); and the Six
Songs, Opus 73 (5-17 May). The number of original pieces produced was especially
small, but their importance must not be underestimated. Poznansky lists all the works
produced in 1893 and dismisses their importance, saying, 'None of these pieces seems
particularly tragic: those eighteen piano pieces seem to express [a] sense of
contentment and peace of mind, while the songs after poems by Daniil Rathaus, even
though not devoid of some passionate melancholy, do not strike one as at all morbidly
pessimistic’.’® He has, of course, missed the point. The chorus Night was to all intents
and purposes written in honour of Mozart. The Military march was written
specifically to please his cousin Andrei Petrovich Tchaikovsky, commander of the
98th Yurevsky infantry regiment. The Eighteen pieces were written apparently to
celebrate his friendships and placate certain of his former friends. They are almost like
parting messages to various people. It is tempting to see the Six Songs, Opus 73 as
Tchaikovsky's real swan-song, as the set, like the Sixth Symphony, is stamped with
intense melancholy tempered with resignation.

Not only did Tchaikovsky go to great pains to reconcile himself to others
through personal contact in the last few months of his life, as has been discussed, but
he also went to the trouble of dedicating music to a number of people, some of whom

he had fallen out with. The eighteen Piano pieces, Opus 72 have a peculiarly

75 For clarity and simplicity, all of these dates are given in new style only (see Brown, D_, volume 4, op. cit., p.443).
76 Poznansky, A., Tchaikovsky's last days, op. cit., p.27.
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valedictory quality but they also serve as personal letters to friends. Addressed to a
range of different people, the set has been described as 'an anthology of various
relationships, professional and personal'.”’ An untypically large set, Opus 72 seems to
draw together or sum up relationships for Tchaikovsky. These dedications may well
have been designed to take on the greater significance of acting as peace offerings or
as tender, affectionate parting gifts to dear friends or respected fellow professionals.
No.5 of the set, Méditation, is dedicated to the Conservatoire director, Vasilii
Safonov, with whom Tchaikovsky had hitherto been in conflict. It is surely unusual to
take such care sincerely to dedicate a valued work to one's enemy. No.13, Echo
rustique, was dedicated to Alina Briullova, the mother of Pyotr Ilich's friend Kolia
Konradi and a woman whom Tchaikovsky's brother, Modest, openly disliked. Maybe
this dedication was something of an apology to a woman with whom the composer
had had no personal argument but who he considered deserved a mention as some
form of respectful recompense, on behalf of Modest. Again we see Tchaikovsky in the
valedictory rdle of peace-maker.”8

Just as Pyotr Il'ich wrote fewer compositions during 1893 than at any other
time in his creative life, he also wrote fewer letters during that year than at any other
time on record. September 1893 is largely undocumented by Tchaikovsky himself and
stands out as the least well documented month of his mature life. There was another
dearth of letters during that October. It seems that this was a time rather for thought
and reflection. His lack of compositional and written output, taken together, may be
said to signal a definite pattern change in his life and contributes to a feeling of
something not being 'quite right'.

The foregoing body of evidence marks out and even isolates the year 1893 for
Tchaikovsky on both a personal and a professional level. This was a year of

reconciliation and a tying together of rather messy loose ends. It was also a year of

77 Brown, D, op. cit., volume 4, p.407.
78 Appendix 7 shows a full list of the dedicatees of these piano pieces.
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reflection, especially in those cases where reconciliation was not an option (for
example, Pyotr II'ich dwelt a lot on his broken relationship with Nadezhda von Meck
at this time). It may seem surprising, therefore, that exactly one week before his
death, on Monday 18th/30th October, the composer met with an intermediary, Avgust
Gerke, a lawyer and old friend, to discuss the return of the royalty rights for his opera
Oprichnik. This new agreement would take income away from the composer's long-
standing enemy, the publisher Vasilii Bessel, who owned the rights at that time.
Maybe it upset Pyotr Il'ich to think that this man might benefit from his impending
will. This agreement was drawn up very quickly and was ready for signing by
Wednesday 20th October/1st November, the last day that the composer enjoyed full
health.”® The fact that it ultimately remained unsigned has led Anthony Holden to
question what else may have been on Pyotr Il'ich's mind on this particular day. He
concludes that whatever it was, it would have had to have been very important indeed
to have diverted him from such a task.80

On 20th August (old style), Pyotr Il'ich wrote to Anatolii that he was planning
to 'return to Petersburg where [he had] some business to attend to for [himself] and
Modest and Bob'.8! One of Tchaikovsky's very last letters, that dated 24 September,
expressed with urgency how quickly and satisfactorily he wanted to get Modest and
Bob settled into new accommodation. He wrote to Modest, '"My most important
worry now is to have you properly settled. As long as everything is in order in your
life, I shall be happy'.82 This wording seems strangely in tune with the proposition that
the composer was tying up the loose ends of his life. It would seem the most natural
thing in the world for Pyotr Il'ich to care primarily at this stage for the ones whom he

loved most.

79 This was the day of 'the last supper' at Leiner’s restaurant, where Tchaikovsky dined with seven close friends and colleagues. One
legend has it that Pyotr I'ich drank a fateful glass of unboiled, cholera-infected water at this restaurant that evening.

80 Holden, A, op. cit., p.398.

81 (ed.) von Meck, G., op. cit., p.550, letter 677.

82 /bid., p.552-3, letter 681.
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He truly loved Bob. It was an impossible love. So many times Tchaikovsky
overtly expressed love for his nephew in his letters, saying such things as: 'Oh God!
How I want to see you'.83 He was in utter despair when he realised that perhaps Bob
did not return his affections. In February 1893 he wrote: 'If you [Bob] do not want to
write, at least spit on a piece of paper, put it in an envelope, and send it to me. You
are not taking any notice of me at all. God forgive you - all I wanted was a few words
from you'.34 At the beginning of August he wrote in a similarly desperate vein: "What
makes me sad is that you take so little interest in me. Could it be that you are
positively a hard egotist? However, forgive me, I won't pester you again. The
symphony which 1 was going to dedicate to you (not so sure that I shall now) is
getting on'.85 Pyotr 1l'ich did in fact go on to dedicate the Pathétique Symphony to
Bob, though the hopelessness of the one-sided uncle-nephew love affair did have a
profound effect on the composer in his last weeks and months. It is as if Pyotr Il'ich
had now resigned himself to losing Bob. Maybe he felt that life was not worth living
without him.

It seems that Pyotr Il'ich Tchaikovsky was subject to a remarkable series of
coincidences which brought his life to a rather neat end. It is known, however, that he
had arranged to go on to do certain concerts, tours and other activities and that he
had expressed the intention to undertake new compositional work at this time. On
7th/19th October, for example, he talked excitedly with his ‘cellist friend Poplavsky
about his new (Sixth) symphony, which he was due to conduct in St. Petersburg nine
days later. He also mentioned working perhaps on a new opera, possibly Romeo and
Juliet, at last. On 21st October/3rd November, Tchaikovsky wrote to the poet Ivan

Nikolaevich Grekov (1849-1919), in order to arrange to visit him in Odessa.80 In this

83 (ed.) von Meck, G., op. cit., p.518, letter 632.

84 Ibid., p.534, letter 654.

85 Ibid., p.549, letter 675; 3rd (possibly 2nd) August 1893, Klin.

86 Complete Ed., letter 5065: to Grekov, St. Petersburg (21st October/3rd November 1893), p.207. This letter was also published
in the newspaper Odeskii listok (n0.276, dated 27th October 1893) and reprinted in Novosti dnia (n0.3726, dated 31st October

1893).
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letter he outlined his busy schedule, saying that over the coming months the only two
free weeks available for such a visit would be between 15th/27th December 1893 and
5th/17th January 1894. He asked Grekov to decide which of these two weeks would
be preferable, as he could spare only one. In either case, he had to be back in St.
Petersburg by 8th/20th January 1894, as he was due to conduct there exactly one
week later. In the same letter, he also reaffirmed his plans to return to Odessa that
February to take part in an event in support of Rimsky-Korsakov's Musical Society.
Tchaikovsky certainly seemed to have expected to live a lot longer than Fate actually
decreed. Specific plans for the future are documented. Could it be conceivable that he
knew he was never really going to do these things? Maybe he wanted to convince
others that he was not planning to commit suicide. Alternatively, of course, he may
genuinely have planned to fulfill all of his plans. At this time, however, he was
systematically reconciled to the important people of his life, and also to himself
(creatively, personally and in relation to his new sense of acceptance of death).
Through the Sixth Symphony and the religiosity of the Six Songs, Opus 73, he even
seemed reconciled to God. The cause of his death may never be established.

The fact that the Opus 73 songs were written six months before the composer
died helps to validate the argument for a long-term view of Tchaikovsky's steady
decline over the last few months of his life. The possible suicidal presentiments of the
songs pre-date any potential court of honour by a wide margin. The unprecedented
decline in the composer's output, both musical and literary, occurs at a time of
valedictory actions and stretches back almost a full year before death. Despite many
reports of his seeming very happy at various times during this period, however, there
can be no doubt that he had aged and was worn out. His illness and death were indeed
sudden, shocking events, but seen with hindsight they were possibly more 'natural

than 'unnatural',87 more expected than unexpected.

87 Lev Tolstoy described Tchaikovsky's death: "It is neat and tidy; it is natural yet unnatural’, letter to his wife, dated 6 November
1893; quoted in Orlova, A, op. cit., p.125; and in Holden, op. cit., p.400.
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There are still doubts as to how and why Tchaikovsky died. If one were to
take the possibility of the existence of tenuous cipher messages within the Six Songs,
Opus 73, one might cautiously suggest that Tchaikovsky seemed to know that he was
going to die soon. Ostensibly valedictory actions at this time seem to corroborate this
theory. It seems strange that, although the composer was at the height of his creative
powers, his output dried up in 1893, the year of his death. It also seems remarkable
that Pyotr Il'ich seemed to be more than usually obsessed with death at this time,
though, unusually, he now seemed reconciled to it. It is as if he intuited his own
death. This phenomenon is apparently quite common: Dame Cicely Saunders, the
founder of the modern hospice movement, commented i a radio interview that 'most
people know intuitively that they are about to die'.88 Tchaikovsky may therefore
indeed have died from natural causes or illness. It is still possible, however, that his
death was a more deliberate act and that he may have actually planned his own
demise. There remains, of course, the third possibility - that the composer was put to
death by someone else. Appendices 13-15 complement the arguments surrounding his
state of mind in the final year of his life by raising issues associated with analyses of
the composer's handwriting. A graphological investigation of the characteristics of the
composer's signatures in particular (taken from different periods in his life: from the
age of seven to the score of the Six Songs, Opus 73, signed in 1893) is presented.3?
Despite being speculative, and unproven scientifically, it makes interesting reading.
We shall perhaps never know how the composer came to die, but it is just possible
that the Six Songs, Opus 73 may be more important in this respect than has hitherto

been recognised.

88 Radio 4, Desert Island Discs, first broadcast 12th February 1995.
89 See pp.378 to 387.
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Appendix 1

Letters and diaries

Chaikowvskii, P.1I.

Chaikovskii, P.I.
(ed. LI. Chaikovskii)

Chaikovskii, P.I.
(ed. A.A. Orlova)

Chaikovskii, P.I.
(ed. A.A. Orlova)

Chaikovskii, P.1.
(ed. T. Sokolova)

Chaikovskii, P.I.
(ed. G. von Meck)

Chaikovskii, P.I.
(ed. V.V. Yakovlev
etal.)

Chaikovskii, P.I.
(ed. V.V. Yakovlev)

Chaikovskii, P.I.
(ed. V.A. Zhdanov)

Chaikovskii, P.I.
(ed. V.A. Zhdanov)

Chaikovskii, P.I.
(eds. Zhdanov/
Zhegin)

Chaikovskii, P.I.
(eds. Zhdanov/
Zhegin)

Chaikovskii, P.I.
(ed. V.A. Zhdanov)

List of materials written by Tchaikovsky, later published.

Polnoe sobranie sochinenii: literaturnye proizvedeniia i
perepiska [Complete edition: literary works and
correspondence], Moscow, 17 volumes, 1953-81.

Dnevniki [Diaries], Moscow/Petrograd, 1923.

M.A. Balakirev: perepiska s P.I. Chaikovskim [M.A. Balakirev:
correspondence with P.I. Tchaikovsky], (see Balakirev:
recollections and letters, ed. Frid ef al.), Leningrad, 1962.

Tchaikovsky: a self-portrait. An edition of Tchaikovsky's letters
and other source materials, Oxford, 1990.

P.I. Chaikovskii: muzykal'no-kriticheskie stat'i
[P.I. Tchaikovsky: musical-critical articles], Moscow,
1951.

Letters to his family: an autobiography, New York, 1981.
(A compilation of selected letters).

Dni i gody P.1. Chaikovskogo [Days and years of
P.I. Tchaikovsky], Moscow/Leningrad, 1940.

P.I. Chaikovskii: muzykal'no-kriticheskie stat'i
[P.I. Tchaikovsky: musical-critical articles], Moscow, 1953.

Pis'ma k blizkim: izbrannoe [Letters to his family: selected]
Moscow, 1955.

Pis'ma k rodnym [Letters to his relatives], Moscow, 1940.

P.I. Chaikovskii: perepiska s N.F. fon Mekk [P.1. Tchaikovsky:
correspondence with N.F. von Meck], 3 volumes,
Moscow/Leningrad, 1934-36.

P.I. Chaikovskii: perepiska s P.I. Iurgensonom
[P.I. Tchaikovsky: correspondence with P.I. Jurgenson],
2 volumes, Moscow/Leningrad, 1938-52.

P.I. Chaikovskii: S.I. Taneev. Pis'ma [Tchaikovsky: Taneev.
Letters], Moscow, 1951.
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Revi icl

Chaikovskii. P.I. P.I. Chaikovskii: muzykal'nye fel'etony i zametki
(ed. H. Laroche) [P.I. Tchaikovsky: musical features and observations], reviews
and critical articles, Moscow, 1898.

Chaikovskit, P.I. 'Autobiographical description of a journey abroad in 1888’, in
Russkii vestnik, 1894, no.2.

Chaikovski, P.1. 'Wagner and his music', in Morning Journal, New York, 3 May
1891.

Chaikovskii, P.I. 'A conversation with Tchaikovsky in November 1892 in

St. Petersburg', in Peterburgskaia zhizn', 24 November 1892.

Chaikovskii. P.1. Editing and correcting of musical terms in Slovar' russkogo
iazyka [Dictionary of the Russian language], (October 1892-3),
St. Petersburg, 1892 and 1895.

Books

Chaikowskii. P.1. Rukovodstvo k prakticheskomu izucheniiu garmonii: uchebnik
sostavlennyi professorom moskovskoi konservatorii P.
Chaikovskim [Guide to the practical study of harmony: a
manual compiled by the professor of the Moscow
Conservatory, P. Tchaikovsky] (completed 14 August 1871),
Moscow, 1872.

Chaikovskii. P.I. Kratkii uchebnik garmonii, prisposoblennyi k chteniiu
dukhovno-muzykal'nykh sochinenii v Rossii [A short manual of

harmony adapted to the study of religious music in Russia]
(1874-5), Moscow, 1875.

ranslations (in chronological I

F.-A. Gevaert, Traité général d'instrumentation (summer, 1865), Moscow, 1866.

Urbain's cavatina, 'Une dame noble et sage', from Meyerbeer's Les Huguenots (by 17
June 1868), Moscow, 1868.

Schumann, Musikalische Haus- und Lebensregeln (by 1 August 1868), Moscow,
1869.
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J.C. Lobe, Katechismus der Musik (completed 20 November 1869), Moscow, 1870.
Translations of German texts used by Anton Rubinstein:-

12 Persische Lieder, Op.34 (by 24 December 1869), St. Petersburg, 1870.

4 songs (Op.32, nos.1 and 6; Op.33, nos.2 and 4) (?1870-1), St. Petersburg, ?1871.
6 romances, Op.72 (?1870-1), St. Petersburg, ?1871.

6 romances, Op.76 (71871), St. Petersburg, 71872.

3 songs, Op.83, nos.1,5 and 9, (?1871), St. Petersburg, ?1872.

Mozart, Le nozze di Figaro, (1875), Moscow, 1876/1884.

Glinka, five Italian texts used in vocal pieces (by 27 December 1877), Moscow, 1878:
Mio ben, ricordati,

Ho perduto il mio tesoro,

Mi sento il cor traffigere,

Pur nel sono,

Tu sei figlio.

Glinka, translation of Molitva {Prayer] for vocal quartet (1877), Moscow, 1878.

Handel, Israel in Egypt (in collaboration with Taneev) (1886), Moscow, 1912.

250



Appendix 2 Main locations of Tchaikovsky manuscripts.

The House-Museum of P.I. Tchaikovsky at Klin.

The Public Library in the name of M.E. Saltykov-Shchedrin, St. Petersburg.

The Central Museum of Musical Culture in the name of M.1. Glinka, Moscow.

The Central Theatrical Museum in the name of A.A. Bakhrushin.

The Institute of Russian Literature (Pushkin House), The Academy of Sciences, St.
Petersburg.

St. Petersburg Archive of Literature and Arts, St. Petersburg.

The Central Archive of Literature and the Arts, Moscow.

The Central Library, Moscow (formerly The State Library of the U.S.S.R., in the
name of V.I. Lenin).

The Central State Archive of the October Revolution, Moscow.

St. Petersburg Conservatoire in the name of N.A. Rimsky-Korsakov, St.
Petersburg.

St. Petersburg Institute of Theatre, Music and Cinematography, St. Petersburg.
The Central Music Library, St. Petersburg.

The Central Historical Archive, St. Petersburg.

The Central Music Library of the Kirov Academic Theatre of Opera and Ballet, St.
Petersburg.

Tchaikovsky's preliminary sketches for the Six Songs, Opus 73, are at the composer's
House-Museum at Klin, his former home, north-west of Moscow. Rathaus's poems
that Tchaikovsky used for the Opus 73 set are also at Klin.

The completed autograph scores for the Opus 73 set are in the library of the Moscow
Conservatoire.
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Appendix 9

Examples of Rathaus poems set by other composers

A.S. Arensky:
(1861-1906)

A.T. Grechaninov:
(1864-1956)

S.V. Rakhmaninov
(1873-1943)

T.A. Cui (choruses)
(1835-1918)

Ne zazhigai ognia..., ('Do not light the fire') and
O chom mechtaesh' ty? ('What are you dreaming about?)
[both from Six Romances, Op.38];

Gniot zabveniia ('The weight of oblivion') and

Zvezda blestiashchaia sorvalasia s nebes ("The shining star
was plucked from the sky')

[both in the late set Five Romances).

V polusne (Half-asleep...') and
Rozovyi otblesk zakata ("The rosy reflection has disappeared")

Pesnia razocharovannogo ('The song of the disillusioned’),
1893;

Uvial tsvetok ("The flower has faded'), 1893;

Eti letnie nochi prekrasnye ("These beautiful summer
nights...") [Twelve Songs, Opus 14,1896];

Noch' ('Night"), 1900;

Prokhodit vsio ('All things pass by") [Opus 26, No.15, 1906].
Den’ pogas ('The extinguished day")

Nerazgadannyi son ("The unresolved dream')

Usnulo vsio ('Everything has gone to sleep')
Ushla, ushla vesna.("The spring has gone away')

R.M. Gliére (1875-1956) wrote nineteen romances on texts by Rathaus.

M.M. Ippolitov-Ivanov (1859-1935) wrote sixteen such romances.

Other composers who used poems by Rathaus include: Tu. Bleikhman, B. Grodsky, V.
Zolotarev, A. Koreshchenko, S. Lappo-Danilevsky, N. Ladukhin, V. Muromtsevsky,
Ia. Prigozhi, B. Podgoretsky, S. Trailin, K. Tideman and S. Iuferov*.]

[* Songs and Romances of Russian Poets, ed., V Ie. Gooseev (Mosc/L'grad, 1963).]
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Appendix 11

Words that are used more than once in the Rathaus texts for the Six Songs,Qpus 73,

Key

Each word that appears more than once in the Rathaus texts is listed below and is

colour coded into one of these three categories:-

(i) synonyms (where equivalent meanings are conveyed through the use of

slightly different words) = green;

(ii) identical words (irrespective of cases, parts of speech, etc.) = blue;
(iii)  identical phrases (whole series of words are copied from song to song) =

red.

That is, instances of word-repetitions (or the use of synonyms) are set out below. This
chart helps to highlight the network of linguistic connections which exist between and
within the poems. The locations of these words or phrases are identified by song,
stanza and line number. The code 3/2/4, for example, denotes No.3, stanza 2, line 4.
The words 'first' and 'final' indicate where a linking word appears prominently within

the first or last line of a poem.

The linking words Locations

taxo/ruxoi/tuiun (quiet)  1/1/2
2/2/2
4/1/4
5/2/3

ienTarh, wenuyrh (whisper) 3/2/2 (willows)
4/1/4 (forest)

6/2/2 (leaves)

3ByK (sound) 1/3/3
1/3/3
4/2/3

riaza/oun (eye/s) 2/2/1
5/1/4

apiath (breathe) 4/2/2
5/3/4 (final)

352

Quotations

tikhot pesnei...

Tikho son niskhodit
Tikho chto-to shepchet...
v nochnoi tishi

zasheptalisia ivy
shepchet zagremavshii
les

shepchut o chem-to listy

zhiznennyi zvuk
uzh davno otzvuchal
nochi divnye zvuki

na pechal'nye glaza
vzor tvoikh ochei

i dyshat' vsei grud'iu
toboi dyshat'



Ho4b (night)

3aCHYBHTHIH/COH HHUCXOIUT/
3apeMaBHIni
(sleep)

JiyHa

HebO

ACHb

rog/ner

MHUTI'

TErneph

BHOBB/CHOBa/KaK NpeXIe

No.2 (title)
3/1/1 (twice) (first line)

3/3/1 (twice)

4/1/3
4/2/2
4/2/3
4/3/1
4/3/4 (final)

1/1/1 (first)

2/2/2
4/1/4

3/1/1 (first)
3/3/1
6/1/4

4/1/2
6/2/3

1/3/1

3/3/4 (final)
5/1/1 (first)

1/3/2
5/1/2

2/2/3
3/172

1/3/1
6/2/4

1/3/1
3/3/3
5/2/2
5/3/1
5/3/3
6/1/1 (first)
6/1/2

353

Noch'

lunnuiu noch', divnuiu
noch'

Noch' ne zhdiot, noch'
letit

nochi sladostrastnoi laski
v etu noch' legkoi

Nochi divnoi teni

etol nochi strastnoi

v etu noch' s toboi

u zasnuvshei reki

tikho son niskhodit
zadremavshii les

lunnuiu noch'
zakatilas' luna
ves' ozarionnyi lunoi

v sineve nebes
v zviozdakh goriat
nebesa

v eti dni

den' toski i pechali
sred' mrachnykh dnei

ot griadushchikh godin'
proshlykh let

v etot mig
v etot mig

i teper’
gde, teper', milaia ty?

ia, kak prezhde odin
snova

ia s toboi vnov'

ia vnov' s toboi!

1 strastno vnov' khochu. ..
snova, kak prezhde,
snova ob"iat ia toskoi



JOropaTh/3aKaTHUThCH
(to burn down, sunset)

CBCT/Ny4

Mpax/Mpa4yHbiid/TYMaHHbI/

nacmypHbii (gloom)

nanekui (distant)

crpactHo (passionately)

Tocka (yearning)

ayma (soul)

cepaue/rpynb (heart)

cui (strength)

1/1/3
4/1/1 (first)

11/3
2/1/1 (first)
5/1/3
5/1/4
5/2/1
5/2/3

2/172

5/1/1 (first)
5/1/2
5/3/2

2/3/4 (final)
3/3/2
4/2/4
5/3/2

4/1/3
4/3/1
5/3/3

2/1/3
2/3/1
3/3/4 (final)
6/1/2

2/2/4
4/2/1
5/2/4

1/3/3
2/1/3
3/2/4

2/1/4
3/1/3

3/1/4
3/2/3
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solntsa...dogoral
zakatilos' solntse

solntsa luch
slabyi svet svechi
radostnykh luchei
mne svetit vzor
svetlykh snov

pri svete dnia

mrak unylyi

sred' mrachnykh dnei
iz mgly tumannoi

v pasmurnuiu dal'

o moi drug daliokit
v tainstvennoi dali
drug moi, daleko

v pasmurnuiu dal’

sladostrastnoi
etoi nochi strastnoi
i strastno vnov'

i toska zhimaet grud'
istomilasia toskoi
den' toski 1 pechali
snova ob"iat ia toskoti

rech' dusha zavodit
1 v dushe trevozhnoi
dushi

v serdtse
1 toska ozhimaet grud'
serdtsa poryvy

s neponiatnoi siloi

ia ne v silakh liubvi
prevozmoch'

ia ne v silakh priznan'ia
no bessil'ny slova



apyr (friend)

muibiit/foporas (dear one)

mo6oBb (love)

obBsTHE (embrace)

neqanb/rops (sadness)

cinoBo/cka3arh (word/speak)

ausHblii (wonderful)

HakIoHUThCA (leaning)

6e3ymHbnii (mindless)

B 31y (in this)

2/3/4 (final)
3/1/3
4/2/4
4/3/3

3/3/3
6/2/4

3/1/3
5/3/4 (final)

4/3/1
521
6/1/2

2/2/1

2/3/2

3/3/4 (final)
5/3/1-2

1/1/4
1/2/4
1/3/4 (final)
3/2/3

3/1/1 (first)
41213
4213

3/2/2
4/3/2

1/2/3
4/3/3

1/3/1
3/1/1 (first)
3/1/1 (first)
3/1/2
4/2/2
4/3/4 (final)
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o moi drug daliokii!

0, moi drug!

drug moi, daleko

o, moi drug prekrasnyi

dorogaia, prosti!
gde teper', milaia ty?
1a ne v silakh liubvi...
tebia liubit'

vsia ob"iata negoi
pod obaian'em
snova ob"iat ia toskoi

na pechal'nye glaza
gorest'iu glubokoi
den' toski i pechali
moia pechal' umchalas'

nichego ne skazal
nichego ne skazal
nichego ne skazal
bessil'ny sloval

v etu divnuiu noch’
nochi divnoi teni
nochi divnoi zvuki

naklonyas'
ty ko mne sklonilas'

s bezumnym rydan'iem
ia bezumno schastliv

v et dni

v etu lunnuiu noch'
v etu divnuiu noch'
v etot mig

v etu noch' legko
v etu noch' s toboi.



Appendix 12

The Scores
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Appendix 13

Tchaikovsky's handwriting: a graphological interpretation

Graphology, or the study and interpretation of handwriting, is, as yet, a
scientifically unproven discipline. This appendix complements the present study by
offering an overview of the main characteristics of Tchaikovsky's handwriting, as
interpreted by the graphologist, V. Boyko and others, at my behest. The findings are
necessarily speculative (though they are corroborated by graphological consensus),
hence their appearance in an appendix rather than in the main body of the text.
Nevertheless, the outcomes of this aspect of the study make interesting reading.

We have taken samples of Tchaikovsky's handwriting from manuscripts dating
back to when the composer was just seven years old. It is important to note that they
were penned at different ages and stages of the composer's life. They are, however,
unrepresentative in that not all of his manuscripts were analysed. A more exhaustive
study would show more reliable results, but even such an unrepresentative sample is
potentially illuminating.

The focus of interest lies in the particular way in which Tchaikovsky signs his
name at different times in his life. V. Boyko immediately drew my attention to a
feature of Pyotr Il'ich's signature, as clearly displayed at the top of his very last
completed manuscript - the final romance of the Opus 73 set (see appendix 14). Here
the composer has encircled his name with an especially heavy movement of the pen.
This is a significant pattern, which also exists in a number of previous signatures, in
varying degrees. Appendix 15 presents examples of Tchaikovsky's signatures taken
from a range of identified and labelled sources. Almost two-thirds of the signatures
given in this appendix show no signs of encircling, though the remaining third show
partial encircling.

There are many different schools of thought in the field of graphology.
However, all agree that this encircling is a bad sign. Ringing one's autograph is

particularly ominous, as the signature tends to reflect 'the attitude which the individual
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adopts in the face of society'.! The heaviness of the hand adds significantly to the
unfavourable effect of this signature. The course book of the International

Graphology Association describes such signatures in the following terms:

You may see a signature which is enclosed by a circular stroke. There is
again a self-protective attitude but here the writer is intending to prevent
intrusion of any kind and it may indicate hostility.2

The graphologist Renna Nezos affirms this analysis, adding that:

A large paraph [i.e. flourish] encircling the name indicates that the writer
feels a need to protect himself from danger. Feebleness. General
inhibition. Anxiety. Often, agoraphobic people encircle their signatures.
It is also a sign of dissimulation or dishonesty.3

The popular graphologist Barbara Hill simply contends that an encircled signature
signifies 'an anxiety state'.4

Barry Branston, a founder member of the Graphology Society and a leading
author and lecturer in the field of handwriting analysis, goes even further, asserting

that such encircled signatures indicate:

...a crossed-out self-ego. Here the writer is dissociating himself from
social contact with others - a self-imposed loneliness and resignation.
Also he could be contemplating suicide.’

(my emphasis)
It is possible, however, that even if graphological analysis suggests that the writer of
that signature at that time may have been suicidal, it does not necessarily prove that
the writer did actually commit suicide. The evidence is still inconclusive. The

description of the writer as someone who is 'dissociating himself from social contact

1 Gullan-Whur, M., Discover graphology: a straightforward practical guide to handwriting analysis, The Aquarian Press,
Harper Collins (London, 1991), p.117 (quoting G. Beauchataud, Apprene: la graphologie, Guy le Prat, Paris, 1984).

2 The professional course in graphology, lesson 13, International Graphology Association (London, 1995). p.8.

3 Nezos, R, Graphology: the interpretation of handwriting, Rider (London, 1986), p.200.

4 Hill, B., Graphology, Robert Hale (London, 1981), p.81.

5 Branston, B., Graphology explained: a workbook, Piatkus (London, 1989), p.172.
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with others' surely strikes a chord with scholars of Tchaikovsky, given the frequent
and direct clues to his undoubted anthropophobia in his diaries and letters.6

The partial encirclements of appendix 15 are perhaps unsurprising, given
Tchaikovsky's lifelong preoccupation with death. The suicide attempt following his
disastrous marriage in 1877 - his bid to drown in the Moscow River - is well-
documented. It is interesting that none of the pre-1877 signatures in this appendix are
encircled. Tchaikovsky's half-serious thoughts about suicide from this time seem to be
reflected in the change in his signature at this point, as partial encircling occasionally
starts to become evident. At this and other times in his life, he actively prayed to die.
In a diary entry of 14th/15th July 1886, for example, he wrote that death is ‘the
greatest of all blessings, and I pray for it with all my soul'.” The evidence of letters,
diary entries and the exploration of death-related themes in over a quarter of his
songs, remind us of this ongoing obsession.

Branston's analysis of fully encircled signatures reaffirms those precise features
of Tchaikovsky's character which keep on revealing themselves overtly within the
common major themes which run through his songs. Chapter One of this study
discussed those themes which dominated Tchaikovsky's literary works. Chapter Two
discussed how the very same themes dominated his work in the song genre. These are
the themes of loneliness, isolation, frustration, anxiety and death. In his final set of
songs, though, a new theme emerges: that of resignation and reconciliation (with
God, the stars and the universe). It seems that the last year of Tchaikovsky's life was
itself dedicated to resigned reconciliation. All of these themes are, uncannily, those
which Branston flags up through quite independent analysis of encircled signatures.

All of these themes are also clearly reported by Tchaikovsky in letters and

diary entries in the last year of his life. Furthermore, these same themes are

6 Edward Garden refers specifically to this ‘anthropophobia' in his introduction to the book, To my best friend: correspondence
between Tchaikovsky and Nadezhda von Meck, Garden and Gotteri (eds.), Oxford, OUP, 1993. Also see the texts of the letters
quoted in this book, and various diary entries, Dnevniki (Diaries), op. cit.

7 Tchaikovsky, P., Dnevniki (Diaries), op. cit., 2nd/3rd July 1886 (Old Style).
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highlighted, even corroborated, by independent evidence from various contemporary
witnesses. These very feelings are those cited in Chapter Five, in the form of
quotations from Tchaikovsky himself, Mackenzie, Henschel and others. Even though
Pyotr Il'ich was at the height of his fame at the time of the composition of the Six
Songs, Opus 73, he tells us that he felt 'lonely, melancholy, devoid of self-assertion'.3
In June 1893, he reported to Modest that 'it is a hideous life. There is not one
enjoyable moment - only eternal anxiety, fear, fatigue, ennui', adding enigmatically,
'But the hour of liberation is at hand'.? In August Tchaikovsky wrote, again to
Modest, that he had 'become timid, unsure of [him]self.! These are precisely the
attributes that are identified objectively in Branston's publication as the classic
textbook trademarks of those who encircle their signatures, as Tchaikovsky did at this
time. The content of Pyotr Il'ich's writings, the evidence of independent third parties,
and his own handwriting are curiously in tune with one another.

When we put the new graphological strand of evidence together with the other
two original strands that the final chapter of this present study explores, the sheer
weight of new materials secems to add significantly to the overall debate. Maybe
Tchaikovsky knew that he was about to die: perhaps the evidence is hidden within his
final set of songs. He acted as if he knew that his death was near - his last few months
served uncannily, if coincidentally, to tie the loose ends of his life. Even his signature

seems to betray his fate.

8 Holden, A, op. cit., p.338.
9 To Modest, 10 June 1893.
10 To Modest, 3 August 1893 (also quoted in Holden, A., op. cit., p.343).
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Appendix 15 A small sample of Tchaikovsky's signatures (1847-1893)

¢ Dates are given in Old Style, as written on the original documents.

December 1847 Signed letter to his father, in French, Roman script. Practice
with unfamiliar characters: signature not encircled.

""‘—"'155 odoc 146G 7
VFms K

4/5/6th July 1864 Musical fragments in letter. Addressee unknown. (Complete
edition: literary works and correspondence,! volume 5,

p.79-80).

Nense thot 0

Ve — ]
Rorya o 5 5,

18th May 1875 A signed photograph, gift to N.A. Rimsky-Korsakov
(Complete Ed., volume 5, p.384). Signature not encircled.

M&éf“ 1955

4th June/July 1876  Autographed score, Waltz for Piano, Opus 40, No.9, in
memory of S.I. Taneev. The signature is not encircled, though
it is underlined.

W4 /-av i)

1 op.cit., hereafter referred to in this appendix as ‘Complete Ed.’
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3rd March 18837

1883

September 1883

14th October 18837

Signed photograph with encircled signature (Complete Ed.,
vol.12, opposite p.337).

Signed photograph, gift to his friend Jurgenson (Complete Ed.,
volume 12, p.353). Neither underlining nor encircling in
evidence.

Contract between P.1. Tchaikovsky and the Director of the
Imperial Theatres on the staging of the opera Mazepa
(Complete Ed., volume 12, opposite p.241). Signature written
carefully and clearly on this official document, thus it appears
without the more personal and telling encircling stroke.

Letter from P.I. Tchaikovsky to P.I. Jurgenson (Complete Ed.,
volume 12, opposite p.256). Partial encircling (almost
triangular stroke). Indicative of feelings of isolation. Angular
strokes are often signs of tension.
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15th July 1887

28th July 1887

3rd October 1887

5th October 1887

Letter from P.I. Tchaikovsky to N.F. von Meck (Complete
Ed., volume 6, opposite p.160). Partial boxing in of signature:
same characteristics as displayed by a partially encircled
signature.2

/A

Autographed score, The Fourth Symphony. Signature
underlined, but not encircled.

(oz. T ERAL

o F - 8
—

Signed photograph with encircling (Complete Ed., volume 14).

. M_\
T T30

Autographed foreword of Mozartiana, with partial encircling
(Complete FEd., volume 14).

2 s .
iﬁ@
S_&L/h. 3 -

2 Branston, B, op.cit., p.172.
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7th March 1888

July 1890

5th June 1891

Signed letter to Francesco Berger (1834-1933), secretary to
the Philharmonic Society. Roman script used, therefore
signature uncharacteristic.

Signed musical fragment. Roman script (Complete Ed., volume
15b, opposite p.182). Analysis as above.

N\ - s o
—— Tt 17 - U—; /
ol - — -
14 /j'dﬂ hp‘,

P I. Tchaikovsky's testimonial on behalf of the 'Columbo
troupe' (Complete Ed., volume 16a, p.128+). Signature
underlined but not encircled. Another clear, formal signature.

-— °y

SN Lrg B

- O — —
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17th November 1891 Signed photograph, encircled (Complete Ed., volume 16a,
opposite p.128). Heavy strokes suggest emotional intensity, to
the point of aggression, perhaps.

19th August 1893 Title page, score of the Sixth Symphony. Signature not
encircled.
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Discography

Recordings of Tchaikovsky's songs

e Individual songs are listed using the established shorthand, wherever possible (e.g. 6/6 refers to Opus 6, No.6). Where a song does
not have an Opus number, its title is given in full.

o Where the collection contains songs by other composers, only the names of these composers will be recorded rather than the details
of each work.

e  Details of sleeve notes are given.
Where applicable, transliterations of names reflect those used by the recording companies.

Olga Borodina, soprano/Larissa Gergieva, piano: Philips 442 013-2:

My genius. my angel.my friend, 6/6, 6/5, 6/2, 6/1, Take my heart away, 16/1,25/1,28/6, 38/2, 60/6, 60/7, 60/12, 63/4, 63/5, 65/1,
73/4,73/2, 73/6.

Translations: Jane lles.

Paata Burchuladze, Ivanova, L., piano: Decca 421 417-2DH:
6/4,6/6, 38/3,38/5, 60/11, 63/4, 73/2, 73/4.
Sleeve notes: Decca.

Netania Davrath, soprano/Erik Werba, piano: Vanguard Classics 08 9081 72:

47/6,47/7, To forget so soon, 73/6 [Glinka, Dargomyzhsky, Rimsky-Korsakov, Rakhmaninov, Glazunov, Rubinstein, Gliére,
Musorgsky, Borodin].
Sleeve notes: anon. (unlabelled).

Paul Deschamps, bass baritone/Xavier Rivera, piano: ADDA 590041:

7316, 28/5, 6/6, 2516, 25/1, 27/3, 25/2, 38/3, 60/10, 25/5, 60/11, 65/2, 65/6, 47/5, 6/1, 60/8, 38/1, 27/6, Mygentus, my angel, my
friend, 732

Sleeve notes: Paul Deschamps.

Nicolai Ghiaurov, bass/Pavlina Dokovska, piano: RCA Victor 09026 62501 2:
6/6, 60,4, 47/5, 38/3, 38/1 [Musorgsky, Dargomyzhsky, Cui, Sheremetiev, Gurilyov, Khrennikov]
Sleeve notes: Harlow Robinson.

Galina Gorchakova, soprano/Larissa Gergieva, piano: Philips 446 720-2:
16/1, 3812, 70.fbrget so soon, He loved me so much [Balakirev, Glinka, Dargomyzhsky, Rimsky-Korsakov, Rakhmaninov].
Sleeve notes: Philip Taylor.

Dmitri Hvorostovsky, baritone/Oleg Boshiakovich, piano: Philips 432 119-2:
7316, 60/4, 60/11. 63/2, 38/1,25/1, 6/4, 6/6, 28/6 [Rakhmaninov]
Sleeve notes: Francis Rizzo.

Dmitri Hvorostovsky, baritone/Mikhail Arkadiev, piano: Philips 442 536-2:

38/4, 38/3, I should like in a single word, My genius, my angel, my friend, 38/2,47/5,6/2, 38/5, 57/2, 47/6, 73/1 [Borodin, Rimsky-
Korsakov, Rakhmaninov].
Sleeve notes: Francis Rizzo.

Makvala Kasrashvili, sop./Liya Mogilevskaya, piano: Melodiya SUCD 10-00264:
6/2, 5713, 60/12. 60/ 6, 16/5,47/1, 383, 28/3, 47/6, 57/1, 73/3, 2816, 47/7, 7312, 73/6, 38/2.
Sleeve notes: Melodiya.
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Nadezhda Krasnaya, sop./Vadim Fedorovtsev, piano: Russian Disc RD CD 11 078:

My genius, my angel, my fnend, Zemfira's song, Midnight, Op.6 (complete), To forget so soon, Op.16 (complete), Take my heart awav,
Blue eyes of spring, Op.25 (complete), I should Ike in a single word.
Sleeve notes: Russian Disc 1993, tr. M. Ter-Mikaelian.

Sergey Larin, tenor/The Bekova Sisters, (arr.) piano, vin., cello: Chandos CHAN 9428:

60/12, 6/6, 38,1, 38/3, 28/3, Mezza notte, 6019, 47/6, To Jorget so soon, 63/2, 6516, 73/3, 6512, 73/4, 60/2, 73/5.
Sleeve notes: John Warrack.

Sergei Leiferkus, bar./Semion Skigin, piano: Conifer Classics (vol. 1) 75605 51266 2:

47/5,3812.57/5, 6/6,25/1, 47/4, 47/3, 38/5, My genius, my, angel, my friend, 6/5, 6/4, 60/6, 6/2, I should like in a single word, 6/1,
5712, 28/5,38/3, 38/1.

Sleeve notes: David Brown.

Sergei Leiferkus, & N.Rautio/Skigin: Conifer Classics (vol.4) 75605 51269 2:

47/2,16/3, 16/4, 16/5, 16/6, 25/2, 25/3,25/5, 25/6, Blue eyes of spring, Midnight, 27/2, 27/5, 27/6, We have not long to walk, 28/4,
38/6,57/3,57/4,57/6,60/8, 60/11.
Sleeve notes: David Brown.

Sergei Leiferkus, Rautio, Levinsky/Skigin: Conifer Classics (vol.5) 75604 51270 2:
Opus 63 (complete), Opus 65 (complete), Opus 73 (complete), 28/1, 28/2, 60/4, 60/9.
Sleeve notes: David Brown.

Ilya Levinsky, tenor/Semion Skigin, piano: Conifer Classics (vol.3) 75605 51268 2:
Opus 54 (complete), 60/1, 60/2, 60/3, 60/5, 60/10, 28/3.
Sleeve notes: David Brown.

Ilya Levinsky, Leiferkus, Rautio/Skigin: Conifer Classics (vol.5) 75604 51270 2:
Opus 63 (complete), Opus 65 (complete), Opus 73 (complete), 28/1, 28/2, 60/4, 60/9.
Sleeve notes: David Brown.

Alexey Martynov, tenor/Aristotel Konstantinidi, piano: MK 417054:

6/1, 6/5,6/2, 162, 16/1, I should a in a single word, 28/1,38/1, 38/2, 38/3,47/1,47/3, 54/10, 60/7, 60/3, 60/4, 60/9, 60/8, 63/2, 63/6,
Opuss 73 (complete).

Sleeve notes: MK/Mezhdunarodnaia Kniga.

Evgeni Nesterenko/Evgeni Shenderovich, piano: Russian Disc RD CD 11 372:
4715, 60/4, 1 should like in a single word, 57/2. 63/2, 6/5, 73/1, 38/3, .38/1,60/11, 28/6, 6/6, 16/3 60/12, 63/6, 73/6, 47/6
[Rakhmaninov].

Sleeve notes: Russian Disc 1994, tr. M. Ter-Mikaelian.

Paul Plishka, bass/Thomas Hrynkiw, piano: Dinemec Classics DCCD 016:

6/6, 38/ 1, 16/1 [Musorgsky, Rakhmaninov, Medtner, Shostakovich].
Sleeve notes: Robert Matthew-Walker.

Nina Rautio, sop./Semion Skigin, piano: Conifer Classics (vol. 2) 75605 512267 2:

47/1,28/4,27/3, 25/4, Zemfira's song,, 60/1,28/6, 6/3. To forget so soon, 47/7, Take my, heart away, 16/1, 57/1,27/4,60/12, 16/2,
271,47/6.
Sleeve notes: David Brown.

Nina Rautio, & S. Leiferkus/Skigin: Conifer Classics (vol.4) 75605 51269 2:

47/2.16/3, 16/4, 16/5, 16/6, 25/2,25/3,25/5, 25/6, Blue eyes of spring, Midnight, 2712, 27/5,27/6, We have not long to walk, 28/ 4,
38/6,57/3,57/4,57/6. 60/'8, 60/11.
Sleeve notes: David Brown.
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Nina Rautio, Leiferkus, Levinsky/Skigin: Conifer Classics (vol.5) 75604 51270 2:

Opus 63 (complete), Opus 65 (complete), Opus 73 (complete), 28/1, 28/2, 60/4, 60/9.
Sleeve notes: David Brown.

Joan Rodgers, soprano/Roger Vignoles, piano: Hyperion CDA 66617:

60/1, To forget so soon, 60/4, 38/2, 38/3, 28/6, 6/1, 54/8,47/7, 16/1, 60/10, 63/6, 25/4, 6/2, 54/10, 54/9, 28/3, 6/6, 47/6, 47/1, 6/5.
Sleeve notes: David Brown.

Elizabeth Séderstrém, soprano/Vladimir Ashkenazy, piano: Decca 436 204-2:

54/8,27/4, 60/4, 60/1, 6/6, 16/1, 6/5, 28/6, 47/6, 54/9, 60/5, Midnight, 65/1, 65/2, 65/4, 65/5, 73/4, 25/2, My genius, my angel, my
fiiend, Zemfira's song, 6/1, To forget so soon, 16/4, Take my heart away, 28/3, 38/2, 38/3, 47/1.
Sleeve notes: Martin Cooper.

Elizabeth Soderstrom, soprano/Vladimir Ashkenazy, piano: Decca SXDL 7606:

My genius, my angel, my ftiend, Zemfira's song, 6/1, To forget so soon, 16/4, Take my heart away, 28/2. 38/2, 38/3,47/1,47/7, 54/4,
57/3, 63/4, 63/6, 65/6, 73/1, 60/10.
Sleeve notes: Martin Cooper.

Anatoli Solovyanenko, tenor/Parkhomovsky-Siberia: Melodiya SUCD 10-00201:
6/5, 3813, 38/12. 47/6.
Sleeve notes: Melodiya.

Robert Tear, tenor/Philip Ledger, piano: Argo ZRG 707:

My genius, my angel, my friend, 25/1,.6/6, 6/1,27/6, 28/5, 16/2, 38/3,25/6, 60/11, 60/10, 16/1, 65/2, 25/2, To forget so soon, 16/5,
73/6,27/3, 38/1.
Sleeve notes: Gerald Abraham.

Lawrence Tibbett, baritone/Shilkret, orchestral arr.: Victrola VICS 1340:
6/6, 47/5 [Bizet, Gounod, Rossini, Verdi, Puccini, Leoncavallo, Schubert, Loewe, Musorgsky].
Sleeve notes: Francis Robinson.

Julia Varady, soprano/Aribert Reimann, piano: Orfeo C 053 851 A:
I should like in a single word, 6/1, 6/5, 28/3, 47/1, 47/2, Op.73 (complete), Op.65 (complete).
Sleeve notes: Alexander von Schlippe.

Galina Vishnevskaya, Mstislav Rostropovich, piano: Erato ERAT [2] 2292-45643-2:

6/2, 6/6, 16/10, 25/1, 28/4, 38/3,47/6, 57/1, 57/3, 60/6, 60/9, 65/1, 73/4, To forget so soon.
Sleeve notes: Gerald Norris.
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Historical and Concert Recordings of Tchaikovsky's songs

¢ Historical recordings are dated according to the year of the original recording (r.~).

Key:

ADDA ADDA CONI Conifer Classics ORFE Orfeo

ARAB Arabesque DANA  Danacord PEAR Pearl (Pavilion)
ASV ASV DECC Decca PHIL Philips

AUVI Auvidis DUTT Dutton Laboratories PREI Preiser

BIDD Biddulph EMI EMI RCA RCA Victor

BIS BIS EURO Eurodisc ROMO  Romophone

CALA Cala FORL Forlane RUSS Russian Disc

CBC CBC Records HYPE Hyperion SANC Sanctus Recordings
CDM CdM Russian Season MDG Dabringhaus und Grimm SILV Silva Screen

CFP Classics for Pleasure MEZH  Mezhdunarodnaya Kniga SONY  Sony Classical
CHAN  Chandos MMOI  Memoir Classics SYMP Symposium

CHNT  Le Chant du Monde MUSI Music & Arts VAI Video Artists International
CLLE Collegium ODE Ode VANG  Vanguard Classics
Belmas, X., Kitschin, A. (r.1929): MMOI, CDMOIR422 4711, 4711,

Caruso, E., Scognamiglio, G. (r.1913): RCA, [12] GL84046 38/6.
Caruso, E., Pasternack, J. (r.1916): RCA, [12] GD60495 (4) 6/5.
Chaliapin, F., anon. (r.1902): SYMP, SYMCD1105 60/4, 65/2.
Chaliapin, F., anon. (r.1921): MMOI, CDMOIR422 60/4.
Christoff, B., Labinsky, A. (r.1959/60): EMI, [5] CZS7 67700-2 es.
Christoff, B., Marchésini, G., Labinsky, A.: EMI, TC2-MOM131 ¢s.

Davidov, A., anon. (r.1901): PEAR, GEMMCDS9007/9 (1) 60/9.
Davtian, A., Yurigin-Klevke, V.(r.1994).: Russian Disc, I should like in a single word,
RCDC10034 6/2, 38/2, 3813, 73/6.

Dolukhanova, Z., Kozel, B. (r.1958): Russian Disc, RCDC11342 476, Mezza notte, 612, 6/3,
2712, 3812, 38/3, 63/5, 63/6,
47/6, Take my heart away,
Zemfira's song.

Ershov, L., anon (r.1903): PEAR, [3] GEMMCDS9997/9 (1) 6306,
Frijsh, P., Nielson, E. (r.1933): PEAR, GEMMCDS9095 (2) 385

Gaetani, J. de, Kalish, G.(date?): ARAB, 76674 Blue eyes of spring, 6/2, 6/6,
25/4,27/1, 27/5, 3812, 47/4,
47/7, Take my heart away.
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Gedda, N., Eyron, J. (r.1966): EMI, [4] CMS5 65685 - 2 (2)
Istomin, E., arr. piano, Rakmaninov (r.1942): ADDA 581049
Kamionsky, O., anon. (.1909): SYMP, SYMCD1151
Kastorsky, V., anon. (r.1906): PEAR, GEMMCDS9001/3 (1)

16/5, 38/1, 38/3,73/3.

16/1.

60/9.

63/6.

Lisitsian, P., Abramovich, B. (r.1951): Russian Disc, RCDC15021 57s.

Lisitsian, P., Erokhin, A. (r.1955) Russian Disc, RCDC15021

60/6, 63/5,73/5.

Lisitsian, P., Doloukhanian, A. (r.1939): Russ. Disc, RCDC15021 251.

Lisitsian, P., Korolykov, N.(r.1953): Russian Disc, RCDC15021
Lisitsian, P., Sakharov, M. (r.1949): Russian Disc, RCDC15021
Lisitsian, P., Walter, N. (r.1961) Russian Disc, RCDC15021
Loukjanetz, V., Lerebours, P.(date?): AUVI, V4662

Obukhova, N., Sakharov, M. (r.1949): EMI, [8] EX769741-1 (5)

Orda, A., Lee, J. (r.1959): SYMP 1067

Norman, J., Shenderovich, E. (1990): RCA, RD60731
Pedrotti, M., Ralls, S.(date?): CBC, MVCD1051

Podles, E., Johnson, G. (5/95): FORL, UCD16683

Ponselle,R., Chichagov, 1. (r.1954): ROMO [3] 810222
Péntinen, R., arr. piano Rakhmaninov (r.1994): BIS, BIS-CD661
Price, M., Lockhart, J. (r.1973): CFP, CD-CFP4669

Reizen, M., Coates, A. (r.1929): EMI, [8] EX769741-15
Reszke, E. de, Prince, C.A. (r.1903): SONY, [2] MH2K 62334
Schwarzkopf, E., Parsons, G. (r.1967): EMI, CDM7 63654-2
Shevelev, N., anon. (r.1901): PEAR, [3] GEMMCDS9007/9 (2)
Sobinov, L., anon. (r.1911): MMOI, CDMOIR422

Tartakov, 1., anon. (r.1901): PEAR, [3]JGEMMCDS9997/9 (1)
402

65/4.

38/6.

6/6,28/6, 38/1,73/1.

16/1.

6/5.

16/3, 25/6, 38/1, 47/5, 6/3, 25/6,
38/1,47/5.

65/1, 65/6.

6/4, 6/6, 38/1, 47/5.

47/1,47/6,47/7, Zemfira's song.

6/6.

54/10.

6/1, 6/6, 38/3.

47/5.

38/1.

38/6.

6/4.

38/3, 60/10.

38/3.



Vassilieva, E., Schab, J.(date?): CHNT, [2] LDC278 972/3 6/2,25/4,47/7.

Vayne, K., Tilney, C. (1'1966) PREI 89996 16/5, 6/3, To forget so soon.
Vinogradov, G., Orentlicher, G. (r.1946-53): PREI 89118 6012, 60/9, 63/5, Take my heart

away, To forget so soon.
Vishnevskaya G., Rostropovich, M. (r.1975): EMI, 6/1,6/5,28/6, 3812, 38/3, 73/3,
[3] CMS5 65716-2 7306, 4711, 47/8, 4777,
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Arrangements and translated versions of Tchaikovsky's songs

Aldrich, R., arr. Aldrich for 2 pianos and orchestra (r.1971): 6/6.
DECC 444 787-2LPF

Britton, H., arr. Britton (date?): ASV, CDQS6028 6/6.
Cambridge Singers, Rutter, J., arr. Caspar (r.1993): CLLE, COLCDI124 s4ss.

Clare College Choir and orch., Cambridge, Rutter, J. (12/89) 16/1.
(English): DECC 425 500-2DM

Caruso, E., arr. orch., Pasternack, J. (r.1916) 6/5.
(French): RCA, [12] GD60495 (5) & PEAR, [3] EVC4 (1)

Caruso, E., arr. orch., Rogers, W.B. (r.1914): RCA, GD60495 (5) 38/1.
[also PEAR, [3] EVC3 (1)]

Cherkassky, S., arr. Nagel (1979), DECC, 433 651-2DH 6/6.

Christchurch Cathedral Choir, Bicket, H., Grier, F., arr. Shaw (r.c1982) s4/5.
(English): ASV, CDWHL2097

Domingo, P., Perlman, I., NY Studio Orchestra, Tunick, J. (r.1990) 6/6.
EMI, CDC7 54266-2

Elman, M., Kahn, P., arr. Elman (r.1910) BIDD, LAB035 6/6.
Fox, V., arr. organ (r.1959): EMI, CDMS5 65426-2 6/6.
Garrett, L., RPO, Robinson, P. (r.1994): SILV, SILKD6004 6/6.
Guindin, A., arr. piano, Rakhmaninov (r.1995): CDM, RUS288 122 16/1.
Halim, E., trans. Rakhmaninov (date?): ARAB, Z6615 16/1.

Hobson, I., arr.piano, Rakhmaninov (r.1982): CFP, CD-CFPSD4748 16/1.

Hobson, L., arr. piano, Rakhmaninov (r.1994/5): ARAB, 726663 16/1.
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Holl, R., Meisenberg, O., (date?) (German): PREI, 93393

Héricke, F., arr. piano, Rakhmaninov (r.1993): MDG611 0547-2

Koshetz, N., arr. instrumental ensemble (r.c 1922): MMOI, CDMOIR422

Lanza, M., orch., Sinatra, R. (r.1951), RCA, 09026 68073-2

Larin, S., Bekova sisters (arr. Bekova sisters) (r.1995): see main list

Lipovsek, M., Philadelphia, Sawallisch, W., arr. Stokowski, (r.1995):

EMI, CDCS 55592-2
Lugansky, N., arr. piano, Rakhmaninov (r.1993): VANG, 99009
Marshev, O., arr. piano Pabst (r.1996): DANA, DACOCDA450

McCann, P., Black Dyke Mills Band, Parkes, P., arr. Langford, G.
(r.1984): CHAN, CHAN4501

Melchior, L., orch., Barlow, H. (1950): VAI, VAI69 107
Natzke, O., Greenslade, H. (r.1938) (English): ODE, CDODE1365

NBC Symph. Orch., Stokowski, arr. Stokowski (r.1942):
CALA, CACDO0502

Noble, D., Moore, G. (r.1947) (English): DUTT, CDLX7017

Pelle, N., Montreal I Musici , Turovsky, Y., orch. P. Jaffe (r.1993):
CHAN, CHAN9304

Philadelphia S.O., Stokowski, L., arr. orch., Stokowski (r.1937) :
BIDD, WHLO015

Piatigorsky, G., Szreter, K., arr. Piatigorsky (r. ¢1928):
MUSI, MACD-674

Péntinen, R., arr. Rakhmaninov (r.1994): BIS, BIS-CD661
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Rakhmaninov, S., arr.piano, Rakhmaninov (r.1942): RCA, GD87766 16/1.
[also: RCA, [10] 09026 61265-2 (2)]

Rethburg, E., orch (r.1925) (German): ROMO, [2] 81012 -2 6/6.
Sakonov, J., London Fest. Orch., arr. Sax (r.1972), DECC 444 786-2LPF ers.
Schlusnus, H., Peschko, S. (r.1938) (German): PREI [2] 89206 47/5.
Schwarzkopf, E., Moore, G. (r.1956) (German): EMI, CHS5 65860-2 (2) 6.
Shelley, H., arr. piano, Rakhmaninov (r.1991): HYPE, CDA66486 16/1.
Stern, 1., Columbia SO, Katims, M.,arr. Harris (r.1963): SONY, SK45816 1.

Tibbett, L., orch., Shilkret, N. (r.1932) (English): MMOI, CDMOIR422 ¢/, 47i5.

Warren, L., orch., Barlow, H. (1949): VAI, VAI69 105 6/6.
Wild, E., piano transcription, Wild (1995): SONY, SK62036 38/3.
Wunderlich, F., Berlin SO, Becker, G. (date?): EURO, GD69018 6/6.
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