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Liszt Manuscripts: A Bicentenary Presentation

On the occasion of the bicentenary of the birth of Franz Liszt (1811-1886), the NMI presents a selection of manuscripts in
its Franz Liszt Collection.

A choice was made of two letters and two music manuscripts. The letters show Liszt at very different stages of his life and
in very different capacities. The first is a letter written by the twelve year old child prodigy to the piano manufacturer
Pierre Erard. Even in its graphic appearance this letter reflects the playful spirit of the genius-to-be. The second was
written by Liszt as a 44 year old father to his teenage daughters Blandine and Cosima. It shows a tragic failure to
overcome certain feelings of hurt pride.

The music manuscripts, two of the Petrarch Sonnets in their second version for voice and piano, are interesting as
evidence of the process of rethinking and recomposing that was a characteristic aspect of Liszt’s rich artistic life.

Intoductions, transcriptions and translations: Lodewijk Muns, 2011

Letter to Pierre Erard, August 12, 1824

Letter to Blandine and Cosima Liszt, September 14, 1855
Tre sonetti di Petrarca

Editorial notice, references

Also on this website:
Four letters of Franz Liszt to Espérance von Schwartz

Liszt in 1824
(litho by Francois le Villain
after a drawing by
Auguste-Xavier Leprince)
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|
Commentary and translation: Lodewijk Muns
Franz Liszt has been a public figure since the age of nine. In October 1820 he gave his first concert in Oedenburg (Sopron), e Transcription
near his birthplace Raiding on the Austrian-Hungarian border. His international career took off three years later, in 1823, e Transcription + translation

when he and his father Adam traveled to Paris. Few letters written by Franz Liszt in these early years have survived. The
letter here presented, which he wrote at the age of twelve, is one of the earliest.[1]

It is tempting to compare these letters to those of that other musical child genius and traveling virtuoso, Wolfgang
Amadeus Mozart. Striking is the fondness for mixing languages (Liszt picked up French very quickly after his arrival in
Paris), wordplay (embrasser/embarrasser, to embrace and to annoy) and, unexpectedly maybe, but very much like Mozart,
a little childish crudity found in what he calls the “Second Act”. It is a particularly moving document; even in its graphic
appearance it shows the playful spirit which is the source of all creativity. This letter also shows an early stage in the
becoming of a social genius, of a man who was able to tolerate and captivate large numbers of people nearly everyday,
pleasing most of them (those excepted who disliked his flair and flamboyancy), and who by his correspondence maintained
an enormous social network; the estimated number of letters preserved is some 10.000-12.000, about half of which has
been published.[2] Most of his correspondence is in French, since he had quickly lost his ease with German (he wrote in
French even to his mother).

Liszt and Erard

The Erard family played an important part in Liszt’s career as a child virtuoso. When father Adam and ‘Franzi’ arrived in
Paris in December 1823, they took lodgings in a hotel close to the stagecoach terminal, in the Rue du Mail. On the other
side of the street was the Maison Erard, the building in which the famous piano and harp manufacturer Sébastien Erard had
his apartment, workshop and a small recital hall. Though we do not know how contact was established, it must have been a
logical step for Adam Liszt to cross the street and present his son to this important figure in the piano world. The
acquaintance turned out to be a success both personally and commercially, to the benefit of both parties.

Liszt in 1824,
lithograph by Frangois le Villain @
after a drawing by
Auguste-Xavier Leprince
(Coll. Gemeentemuseum,
The Hague)

Sébastien Erard (1752-1831) built his first fortepiano in 1777, and the quality of his work rapidly earned him a reputation.
He opened his business in Rue du Mail in 1781. When demand exceeded his powers, his brother Jean-Baptiste joined the
firm. A few years later he made his first attempts to gain a foothold in the British market, and when the French Revolution
temporarily ruined business at home, he took refuge in London, where in 1792 he founded an establishment in Great
Marlborough Street. In the following years the firm was continued in both cities.

In the 1820’s the piano was still under intensive development. The demand for larger compass, bigger and more sustained
sound, and the wish to create the illusion of ‘orchestral’ colours demanded greater sophistication of the mechanics involved.
The keyboard allows for no tone control except by speed and duration of touch, and an adequate transfer of movement -
from the player’s finger to the hammer head which strikes the string — was complicated by a combination of factors. Larger
sound meant larger force and longer striking distance, but also a heavier and slower mechanism. The hammers had to
rebound freely and immediately from the string, to leave it vibrating. And in order to give the player the possibility to strike
the key several times in quick succession, some device was needed which would catch the hammer in the rebound, at a
point closer to the string, with the key still depressed. A solution patented by Sébastien Erard in 1808 (the first ‘double
escapement action’) proved unreliable. It took many years to produce an improved version, which was patented in 1821 (in
London) and 1822 (in Paris). As the London patent specifies,

This mechanism is so contrived as to catch the hammer in its fall, and to stop or hold it as long as the key is kept entirely down, so as
to prevent the possibility of its rebounding to the wires again, while it releases it again with the smallest rise of the finger end of the
key.[3]

An instrument containing this action won the gold medal at a Paris exhibition of 1823. The new Erard thus came just in
time to help Liszt launch his French and British career. It had been a promotion strategy of Erard to make gifts of their
instruments to great composers and pianists; Haydn got one in 1801, Beethoven in 1803. For the firm, the performances
by ‘Le petit Litz’ or ‘Master Liszt’ provided excellent publicity; the posters expressly mentioned the instrument he used, in
wordings similar to those quoted by Liszt in the signature of this letter ("sur S.€" Erards new patent Pianoforte”).[4] The
instrument provided by Erard, which was transported to the various concert venues, was the fourth of its kind that was
built; it had a compass of seven octaves and a length of 2.4 m.[5] It was praised in extravagant terms by Adam Liszt in a
letter to Carl Czerny, ‘Franzi’s’ former teacher in Vienna:

The Erard piano reaches such a high level of perfection that it looks forward to the next century. It is impossible to describe it; one
must see it, hear it, play it.[6]

The artist himself wrote to Pierre Erard at a later date, after a recital in the Scala theatre of Milan:

Let them not tell me any more that the piano is not a suitable instrument for a big hall, that the sounds are lost in it, that the nuances
disappear, etc. I bring as witnesses the three thousand people who filled the immense Scala theatre yesterday evening from the pit to
the gods on the seventh balcony (for there are seven tiers of boxes here), all of whom heard and admired, down to the smallest
details your beautiful instrument. This is not flattery; you have known me too long to think me capable of the least deception. But it is
a fact, publicly recognized here, that never before has a piano created such an effect.[7]
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Erard's double escapement
action in two positions,
after the 1821 patent

It is likewise to Pierre Erard that this letter is addressed. Pierre Erard (1794-1855) was son of Jean-Baptiste and nephew of
Sébastien, who is here referred to as ‘your uncle’. Pierre Erard was at the head of the London branch since 1814 or 1815; in
1829 he took over the Paris branch as well, and after Sébastien’s death in 1831 inherited the entire estate.

Father and son Liszt had arrived in London in May 1824, in the company of Pierre and a concert instrument (apparently, no
similar instrument was available in London).[8] They found lodging in the Erard premises at 18 Great Marlborough Street.
Public concerts took place during the next month in London and Manchester; besides, Liszt performed at private soirees
and for King George IV at Windsor Castle.

The letter is written during the return voyage, after disembarkation in Calais. The divisions into a first and second ‘act’ may
suggest that Liszt was already preoccupied with his opera Don Sanche, the commission for which was given shortly before
the London trip; it was performed in October 1825, and has remained Liszt’s only opera. (The opera, though, is in one act.)

Of the people mentioned in this letter, Mr. Bruzaud/Bruzaut can be identified with great probability as Georges Bruzaud,
who became head of the London branch of Erard in 1855.

Adam Liszt (1789-1828),
miniature on ivory =Y
signed C.F.P. 1826
(Coll. NMI, The Hague)

[1] Walker (Vol. 1, p. 14, 105) cites letters dated June and July 1824.

[2] Publication remains fragmentary. Even in the Liszt year 2011 there is no perspective of an integral edition, in spite of the opportunities and advantages offered by the
possibility of digitization. See this proposal of 2009.

[3] Harding, p. 172

[4] Cf. the London poster reproduced in Walker, Vol. 1, p. 104: “The incomparable Master Liszt has in the most flattering manner consented to display his inimitable powers on the
New Grand Piano Forte invented by Sébastien Erard”.

[5] Beaupain, p. 247; La Mara, Classisches und Romantisches p. 242.
[6] Walker, Vol. 1, p. 93 after La Mara, p. 254.
[7] Walker, Vol. 1, p. 316 (December 11, 1837).

[8] According to Walker, Vol. 1, p. 103; some sources have substituted Pierre with Sébastien.
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Voila justement que je veux ployer ma lettre lorsque mon pére me dit
béte pourquoi n'a tu rien écri pour moi écris au moins mes compliments
a Monsieur Peter Erard et Monsieur
Bruzaud et puis a Misis Horn avec la
bouteille de bierre et la sonette.
Mille fois Adieux.
Calais le 12 Ao(t I'anné bissextile
1824.

Mon tres cher Ami!

Tu vois donc que je suis fort exacte je t'écris encore de Calais
et je commence pour le first Act a te dire que j'étais fort malade
en mer, et ce qui m'a rendu encore plus malade c'est que j'avais pris
deux verres (c'est a dire deux tapes parceque on n'a pas de ver sur mer)
de bierre. Nous sommes entrées dans la mer a 6 heures et / en / sommes sortis a 11
heures a Calais ou nous sommes obligées de rester aujourd’hui jusqu'a 6
heures parceque mon pére n'a pas trouvé de place pour lui dans
les Dilligences quant a moi / tu sais / je me mettera dans la grande / (bis, bis) /
malle et comme cela nous arriverons samedi a 6 ou 7 heures du matin
a Paris ou nous emb/a/rasserons Ton pére ton oncle et ta Tante a la fois pour
toi.
Fin du premier act

Second Act
Mon cher Ami si tu va a paris je te conseille beaucoup d'aller
de Londres a Calais tu verras c'est beaucoup mieux que d'aller
a Dower, essay et cela ne te fera pas de mal.
Ensuite mon cher Ami continue a travailler sur tes
Pianos moi et mon peére te souhaitent tout le succes
que toi et ton Oncle méritent et petit Yes (si tu ne
I'a pas encore oublié) viendra chier la dessus.
Embrasse Mister (ministre) Bruzaut, Monsieur
Labare, tes Harpes et Pianos et tous les Ladies
and Gentlemens de ta connaissance pour ton Ami

F. Lisztz gate métier
Calais le douze Ao(t 1824

sur S.€" Erards new patent Pianoforte

https://Imuns.home.xs4all.nl/liszt1824.html 11



3-4-2018
Calais le 12 Aolt I'année bissextile 1824
Mon trés cher Ami!

Tu vois donc que je suis fort exacte je
t'écris encore de Calais et je commence
pour le first Act a te dire que j'étais fort
malade en mer, et ce qui m'a rendu
encore plus malade c'est que j'avais pris
deux verres (c'est a dire deux tapes
parceque on n'a pas de ver sur mer) de
bierre. Nous sommes entrées dans la mer
a 6 heures et en sommes sortis a 11
heures a Calais ol nous sommes obligées
de rester aujourd’hui jusqu'a 6 heures
parceque mon pere n'a pas trouvé de
place pour lui dans les Dilligences quant a
moi tu sais je me mettera dans la grande
(bis, bis) malle et comme cela nous
arriverons samedi a 6 ou 7 heures du
matin a Paris ou nous emb/a/rasserons
Ton peére ton oncle et ta Tante a la fois
pour toi.

Fin du premier act
Second Act

Mon cher Ami si tu va a paris je te
conseille beaucoup d'aller de Londres a
Calais tu verras c'est beaucoup mieux
gue d'aller a Dower, essay et cela ne te
fera pas de mal. Ensuite mon cher Ami
continue a travailler sur tes Pianos moi et
mon pere te souhaitent tout le succes
gue toi et ton Oncle méritent et petit Yes
(si tu ne I'a pas encore oublié) viendra
chier la dessus. Embrasse Mister
(ministre) Bruzaut, Monsieur Labare, tes
Harpes et Pianos et tous les Ladies and
Gentlemens de ta connaissance pour ton
Ami

F. Lisztz gate métier

sur S.€" Erards new patent Pianoforte
Calais le douze Aot 1824

Voila justement que je veux ployer ma
lettre lorsque mon pére me dit béte
pourquoi n'a tu rien écri pour moi écris
au moins mes compliments a Monsieur
Peter Erard et Monsieur Bruzaud et puis a
Misis Horn avec la bouteille de biérre et la
sonette.

https://Imuns.home.xs4all.nl/liszt1824transl.html

Liszt 1824
Calais, August 12 in the leap year 1824
My very dear friend!

You see how punctual I am, I write to
you while still in Calais and I begin

the First Act telling you that I was very
sick at sea, and what has made me even
sicker was that I had taken two glasses
(or rather two cups [?], since they don't
use glass at sea) of beer. We set sail at 6
and disembarked at 11 in Calais, where
we are obliged to stay today until 6
o’clock because my father has not found
himself a place in the stage-coaches; as
for me, you know I will fit into the big
(bis, bis) trunk and that way we will
arrive on Saturday at 6 or 7 a.m. in Paris
where we will embrace/annoy your
father, your uncle and your aunt all
together for you.

End of the First Act
Second Act

My dear friend, if you go to Paris I really
advise you to go from London to Calais;
you will see it's much better than to go
by Dover, try it and it will do you no
harm. Now then my dear friend continue
to work on your pianos; my father and I
wish you all the luck you and your uncle
deserve, and little Yes (if you haven't yet
forgotten him) will come and shit on
them. Embrace Mister (Minister)
Bruzaud, Monsieur Labare, your harps
and pianos and all the Ladies and
Gentlemen of your acquaintance for your
friend

F. Lisztz trade-spoiler

on S.®" Erard’s new patent pianoforte
Calais, August 12 1824

[at the top:]

Just now that I want to fold my letter my
father says to me: Idiot, why haven’t you
written anything for me, give at least my
greetings to Mr. Pierre Erard and Mr.
Bruzaud and also to Mrs. Horn with the
beer bottle and the bell.
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Franz Liszt: - Introduction
Letter to Blandine and Cosima Liszt (September 14, 1855) - Letter to Pierre Erard

1824)

= Letter to Blandine and

Cosima (1855)

= Contin. (2-4
= Contin. (5-6)
= Tre sonetti di Petrarca
=Y : 7 (1864)
tms i e » Sonetto 47
= Sonetto 123
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@
pages 6-7 page 9 pages 10-11
Commentary and translation: Lodewijk Muns
The letter presented here contains an extraordinarily dramatic outburst. It shows a great man behaving with great e Transcription
weakness, acting aggressively to those most vulnerable to him, his own children. What the original manuscript shows (and e Transcription + translation
a printed text cannot convey) is the direct graphic trace of Liszt’s emotion. The form too is curious: it contains the o Transcription
transcription of another letter (from his former mistress Marie d’Agoult), with a point by point commentary added. This (Marie d'Agoult's
gives it the appearance of a judicial document - Liszt speaks of “appearing in some way before the tribunal of my own letter)

children”. He acts as his own advocate, pleading with aggressive sarcasm and a kind of self-propulsive rhetoric.

The content of this letter has been known since 1933 (in a censored edition), and it has been published several times since.
[1] What previous editors have not realized however, is that two authentic versions of this letter exist. A fair copy is now in
the Library of Congress in Washington; the manuscript in the NMI Liszt Collection which is shown here is a full draft.[2] The
fact that these two versions exist is significant: it shows that Liszt did not merely act on first impulse. Differences between
the draft and the fair copy are small. Most notable is the fact that the draft is addressed to both daughters ("Chers
enfans”), while the fair copy is addressed only to the elder, according to the published texts ("Cher enfant”, viz. Blandine).
Other differences show no moderation of his temper or afterthoughts; sometimes they involve a strengthening of the
rhetoric. Most surprising maybe is the fact that Liszt took the trouble to copy out twice the letter by Marie d’Agoult. The
reason will become clear later on.

Because of the complicated structure of the manuscript, the transcribed text is offered in three different forms: (1)
transcription only, in the form of the manuscript; (2) with translation, in the order in which it is meant to be read; (3) only
the passages by Marie d’Agoult.

1. Countess versus Princess

It seems consistent with Liszt’s character that he never married. The two women with whom he has been involved in long
lasting relations were both married when he met them; neither of them eventually divorced; and each had one daughter
from her husband (Marie d’Agoult had two daughters; the first-born died in 1834, six years of age). Both women were also
obsessive scribblers who lent their pen to Liszt. There has been a tradition among Liszt biographers to take parts, to praise
the one and malign the other. Of course, there is no point in making a ‘choice’ for any of the parties involved, including the
great man himself.

Of these two mistresses the first has no doubt attracted a greater share of public admiration. Marie Cathérine Sophie de
Flavigny, comtesse d'Agoult (1805-1876), six years older than Liszt, was before their elopement a glamorous and wealthy
high society lady. After the end of their liaison she regained a more independent position in society, receiving in her salon
some of the most prominent artists and politicians. Under the pen name Daniel Stern she published essays, short stories,
two historical works, a notorious novel (Nélida), and a few less successful theatre plays.

None of her qualities has however been so insistently highlighted as the fact that she was blond.[3] In part this may be
simply a reflection of sexist prejudice; it also signaled a kind of romantic alienness, enhanced by her tall and slender
stature and marked profile (that with age appeared increasingly ‘masculine’). She was born in Frankfort, the granddaughter
of a wealthy banker on her mother’s side; her father was a French aristocratic émigré officer. Her German looks
corresponded to her own feeling of spiritual identity, which was oriented toward German Idealism (in which the pantheism
of Spinoza had been absorbed):

Marie d'Agoult, photograph by
Adam-Salomon (1861)

I was familiar with the language of Kant, Schelling, Fichte and Hegel. The profundities of metaphysics, far from inspiring fear,
attracted me. Spinoza, once I took courage to assail him, illuminated my understanding with a wonderful light; and from the lips of
this atheist, this reprobate of Rome, I collected all I could ever understand and worship of the essence and nobility of God. The
emptiness which the withdrawal of the Catholic faith had left in my soul was instantly filled [...].[4]

Her opponent, the second mistress, was Carolyne von Sayn Wittgenstein (1819-1887). She is easily caricatured: the super-
rich Polish Princess (owner of over 30.000 serfs) who evolved into the cigar smoking recluse of Rome; whose religious
obsession gave birth to a lengthy tractate on “the outward weakness of the Church” — which at least had the merit of
making it onto the papal blacklist.

Both hated each other at a distance. Though the Princess, close to Liszt’s heart, had the obvious advantage, the three
children Marie had born her lover weighed heavily on her mind. Then there was the very notoriety of the Liszt-d’Agoult
affair; and also the Countess’s famous good looks, besides a physical as well as spiritual affinity between the lovers which
had been, in the years of their romance, obvious to all. There may be a hint of narcissism in the Countess’s description of
their appearance together, during their romantic escapade in the Alps:

Nobody knew our names in these houses, in these hamlets were we preferred to stay. Nearly everywhere they mistook us, since we
looked so similar in stature, by the colour of our eyes and hair, by our skin and the sound of our voices, for brother and sister; we
were delighted. Does such a mistake not testify better than everything else to the secret affinities which had so strongly attracted
each of us to the other? Was this not definitive proof that we were born for each other, and that, had we wanted, it would not have
been possible for us not to love each other?[5]

Since her love for Liszt never ended, the Countess’s feelings for the Princess were bitter. At a point where her fragmentary
memoirs break off she writes:

One is not allowed to choose a mother for one’s children. This mother that was chosen for them was a woman of the Jewish race, who
wears out a life in the corridors of the Vatican.[6]
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The Princess from her side took revenge upon her imaginary rival by doctoring a false and malicious representation of the
Liszt-D’Agoult liaison in the first major Liszt biography, written under her supervision by Lina Ramann.[7] Being at Liszt’s
side during the Weimar years, between 1849 and 1861, she was even in the position to exert her influence over the three
children born of this liaison.

Liszt Manuscripts: A Bicentenary Presentation - Nederlands Muziek Instituut

Carolyne von Sayn-Wittgenstein

Continued »

[1] Ollivier, Correspondance de Liszt, p. 136-140. Uncensored draft (with grammatical corrections) in Bory, Liszt et ses enfants, p. 102-110; after Bory in Liszt, Lettres a Cosima
et a Daniela, p. 196; also published in Franz Liszt: Correspondance, ed. P.-A. Huré and C. Knepper. s.l., J.C. Lattes 1987, p. 322-327; after the Library of Congress fair copy in
Short, Liszt letters, p. 114-117 and 305-307. Fragments in Walker, vol. 2 p. 452-454.

[2] For provenance, see the inventory.

[3] Curiously, the famous portrait in profile by Henri Lehmann (1843) shows her with dark hair.

[4] D’Agoult, Mémoires, p. 391; this author’s transl.

[5] ib., p. 360; this author’s transl. Speaking of her early years, Dupéchez writes in his biography (p. 22): “Si elle a une nature contemplative et solitaire, elle a aussi une
imagination sterile. Et il est probable que I'exploration de sa propre image I'absorbe trés tot.”

[6] D’Agoult, Mémoires, p. 411; this author’s transl. The Princess, by the way, was not Jewish, and notoriously anti-Semitic. The Countess’s own antisemitic phantasy was shared
by later biographers. Cf. Kldara Hamburger in Liszt, Lettres & Cosima et a Daniela, p. 12.

[7] The insinuating opening says enough: “Sie war schon diese Frau, sehr schén, ausgestattet mit den seltensten geistigen und koérperlichen Reizen. Sie hatte ein Recht dazu,
sich in ihren »Souvenirs« eine Lorelei-Erscheinung zu nennen; sie hatte gewiB Recht - in jedem Sinn.” (Ramann, p. 318).

© Nederlands Muziek Instituut Disclaimer P
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Franz Liszt:
Letter to Blandine and Cosima Liszt (September 14, 1855)

pages 2-3

pages 10-11

pages 6-7

Commentary and translation: Lodewijk Muns

2, Years of pilgrimage and pregnancy

Liszt and Marie d’Agoult spent some four years together (July 1835 - October 1839), living in Switzerland and Italy and
moving from one place to another. Now and then Liszt left for concert engagements elsewhere, a cause of great tension
between the lovers. Lasting products of these years are the essays on which they collaborated (Letters of a Bachelor of
Music), and the piano pieces eventually collected under the title Années de pélerinage. Another fruit of these years were
the three children the Countess bore in close succession. Both Blandine (born in Geneva, 1835) and Cosima (born in Como,
1837) were registered under Liszt’s name, but with a false name for the mother. In the case of the third child, Daniel, born
in Rome in 1839, the mother was registered as ‘unknown’. The reason for this anonymity was the fact that her official
maternity would automatically have made her husband, Count Charles d'Agoult, legally father. That Liszt was therefore sole
legal parent had far reaching consequences when the couple separated; only he could put up claims to authority over the
children.

There has been much tragedy in the lives of these children. Since the couple kept ‘peregrinating’, the children spent much
of their early lives with professional nannies. When Liszt and the Countess definitively separated in 1845, long and painful
negotiations determined that Blandine and Cosima would enter a Paris boarding school, while Daniel would stay in the
same city with Liszt’s mother Anna. Liszt alone provided financially.[8] Though he maintained contact by correspondence, it
is shocking to realize that since 1846 he did not see them for nearly eight years.[9]

Blandine, who married the French politician Emile Ollivier, died in 1862 of an infection, shortly after having given birth. The
motherless registration of Daniel looks, in retrospect, like an omen for his relation to Marie d’Agoult; it is possible that the
Countess’s state of health prevented her from forming a bond with this child, which got the smallest share of her affection.
Daniel died of tuberculosis at the untimely age of twenty. Cosima alone lived a long life (she died in 1930), marrying first
Liszt’s pupil Hans von Bllow and later Richard Wagner; as his widow and ‘guardian of the faith’ she ruled over his Bayreuth
heritage.

3. Alias Daniel Stern, alias Nélida

Marie d’Agoult had a passion for writing, which however took some time to develop into a direction which showed the best
of her talent. The quantity of her correspondence and of autobiographical and biographical materials is enormous; the
complete edition of the correspondence, only just under way, is foreseen to fill ten volumes; the correspondence with Liszt
alone (mostly his letters) covers in a recent edition some 1200 pages; her memoirs and journals fill 800 pages; the most
comprehensive biography has six volumes.[10]

Her life was, however, not one of stability and steady productivity. She suffered from what she herself and contemporaries
called ‘spleen’; stripped of its romantic connotations it may be called severe depression. She sometimes showed suicidal
behaviour, was repeatedly hospitalized, and in 1869 had an attack of acute psychosis.[11]

After her break with Liszt she regained her balance by writing a novel. Nélida, published in 1846 as a serial in three
installments under her pen name Daniel Stern, shows in the words of the author “a woman possessed with the feeling for
the ideal”;[12] it might strike the reader rather as sentimental self-idealization. It is generally taken for a fact that Nélida
was an attempt to settle scores with Liszt, who appears as the painter Guermann (Nélida is, of course, Marie/Daniel). The
roman a clef was becoming a trend among the Countess’s literary acquaintances. George Sand, erstwhile friend, had in
1838 confidentially given details of the Liszt-d’Agoult affair to Honoré de Balzac, who used the information for his novel
Béatrix. Its original title was Les Galériens ou Les Amours forcés, and ‘galley slaves of love’ is indeed an apt
characterization of Liszt and the Countess during the years of their highly strained idyll. In the description of the anti-
heroine (by another character) there is much insistence on her being blond as well as affected:

“In those days I thought her consumed with a desire for celebrity of one kind or another. Nevertheless, she has really much grandeur
of soul, a regal pride, distinct ideas, and a marvelous facility for apprehending and understanding all things; she can talk metaphysics
and music, theology and painting. [...] And yet there is something of affectation about her in all this.”

"Blond as she is, however," she went on, "Béatrix has not the grace of her color; her lines are severe; she is elegant, but hard [...].
Her eyes are thirsty. She looks best when seen full face; the profile has an air of being squeezed between two doors.”[13]

After this, George Sand still found inspiration in her former friend. In the novel Horace (1840) she introduces a Vicomtesse
de Chailly:

Vicomtesse Léonie de Chailly had never been beautiful; but she definitely wanted to appear beautiful, and by artful means made
herself pass for a handsome woman. [...] Her thinness was alarming and her teeth problematic; but she had splendid hair, which was
always arranged with remarkable care and style. [...] In short, her beauty was what one may call artificial.
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Vicomtesse de Chailly had never been sharp-witted; but this was what she wanted to be, and she made one believe that she was. She
uttered the most common of platitudes with perfect distinction, and the most absurd of paradoxes with baffling ease. [...] She had
read a bit of everything, even on politics and philosophy; [...]. In short, she had what one may call an artificial intelligence.[14]

Liszt read this piece of character assassination while on tour in Leipzig, and was insensitive enough to acknowledge the
likeness:

It is undoubtedly your portrait that Mme Sand has been pretending to paint in speaking of the artificial intelligence, artificial beauty,
artificial nobility of Mme de Chailly. [...] And yet it seems to me the best thing she has written since long.[15]

Though Marie d’Agoult admitted that Nélida had served to cure her of an obsessive love - she called it a ‘virus’ - she has
denied that the character of Guermann, a talented but fickle and superficial painter, was meant to vilify Liszt.[16] The
interpretation remains largely a matter of reader’s perspective, and one might say that Marie d’Agoult in presenting Nélida
(without any foundation) as ‘morally superior’[17] did more to ridicule herself. Liszt made a somewhat unsuccessful
attempt to ignore the issue; and he referred (unconvincingly) to Beatrix and Horace as novels of which the ‘key’ didn’t
interest anybody anymore.[18] Later it turned out that the novel and especially its public reception had hurt him in a way
he couldn’t forget (as is clear also in the letter here presented).

Having cured herself of her 'virus', the Countess turned to genres in which she could more easily take an objective stance:
philosophy, history and politics. In the years 1851-1853 appeared her Histoire de la revolution de 1848, describing events
which she had personally witnessed, but which she documented through extensive research. Another major undertaking
was inspired by a travel to Belgium and the Netherlands in 1852, during which she visited Bruges, Ghent, Rotterdam,
Leiden and The Hague. In the Dutch War of Independence (1568-1648) she found a historical subject in line with her
republican sympathies, which stood in opposition to Napoleon III's imperial government. In this, too, the former lovers had
drifted apart: Liszt was an ardent admirer of the emperor.[19] For her research the Countess took the trouble to learn
Dutch - “an unattractive language”.[20] The first volume of her Histoire des commencements de la République aux Pays-
Bas appeared in 1872; the work as a whole has remained unfinished. The letter transcribed by Liszt in his letter of
September 14, 1855 was written in The Hague during her second trip to the Netherlands.

4. The governess

In the 1850’s Liszt was settled in Weimar as grand ducal chapel master, and living with Princess Carolyne and her daughter
Princess Marie in the house known as the ‘Altenburg’. Countess d’Agoult alias Daniel Stern had re-established her social
status in Paris through her salon, where she received famous artists and politicians, mostly of republican sympathies. In
1851 she acquired a house on the Avenue Sainte-Marie (Champs-Elysées), a neo-renaissance building in pinkish brick
known as ‘La maison rose’ (it was torn down in 1857 during the emperor’s restructuring of Paris). She dedicated a short
chapter of her memoirs to the decoration of this house, which (as we will see in the letter here presented) got Liszt
annoyed by reputation.

One should imagine such a place beautified, enlivened by quite a flowering of youth; these young people are seen coming and going,
sitting down at the piano, at the easel; they are heard singing, enjoying themselves in charming groups, a beautiful young woman
with her little child, the arms and legs bare, rolling over the carpet or sleeping on the velvet cushions; two girls, pale-skinned, fair-
haired and blue-eyed, an adolescent boy, their brother, his forehead dreamy under the school laurels; a wonderful harmony, in short,
of grace and gentleness, of intelligence and love, springtime, a dream of maternity ...[21]

It may be hard to escape the impression that for the Countess these young people too are part of the decoration.

Early in the year 1850 something had happened that reignited Liszt’s irritation with his former mistress. Teenage Blandine
and Cosima had by chance found out their mother’s address, and had paid her a clandestine visit. Blandine had confessed
the event to her father:

I am writing to you, dear Papa, to tell you how happy we are at the moment, and to confide in you how we attained this happiness
which had been denied to us for a long time. We have seen Mama again, and this great joy has made us forget the sadness of our
long separation from her. Every day I felt more and more the pain of not seeing her, and I tried to get news of her from time to time.
I was never as happy as when I heard her name pronounced.[22]

Daniel, grandmother Anna, Cosima
(standing) and Blandine Liszt. The

Such a disclosure should evoke some sympathy on the father’s side; but it is a sign of the deep insult Liszt still felt from ghostly apparition on the right has

‘Nélida’ that he reacted with fury. It should be noted also that the Countess, who had the ‘right’ to visit her children at the been variously identified as Mme

boarding school nearby her house, had not done so in nearly five years.[23] Patersi or her sister Mme de St-Mars
(ca. 1851)

You were wrong, my daughter, to let yourself be secretly tempted into an act of which your inexperience could not allow you to
foresee the consequences. You were wrong; and you have wronged me by supposing that, without serious reasons, I would have
refused to allow you and your mother to establish the natural relations which should exist between you - which it is not for some
romantic incident or other to overrule.[24]

This strong rhetoric is mere preparation for the outburst of September 1855. First Liszt allows the Princess to interfere; and
on her initiative her own old governess is called out of retirement in Russia. Madame Louise-Adélaide Patersi de
Fossombroni (1779-1864), at the time in her seventies, seems to have answered perfectly to the traditional cliché of the
Victorian governess: rigidly erect, stiffly dressed, and fiercely moralistic. According to Alan Walker,

Madame Patersi's mission [...] was not merely to educate Liszt's children; it was also to prepare them to accept Carolyne as new
mother. To this end Madame Patersi made Carolyne a part of their curriculum, so to speak, by using every opportunity to praise the
virtues of her former star pupil. She also censored all their correspondence and removed any remarks likely to displease Liszt and the
princess.[25]

Liszt’s mother protested, noting that the governess had shown antipathy toward the girls because of their likeness to their
mother.[26] Fortunately the girls were smart enough to make fun of their instructress behind her back. Revealing is a
comedy written by Blandine, which shows the governess and her pupils entangled in a series of ridiculous situations.[27] In
the end, Liszt and the Countess reached an accommodation; it allowed the girls to visit their mother in La maison rose,
under strict conditions designed to guarantee the authority of Madame Patersi.

In October 1853, finally and unexpectedly, Liszt visited his children. It was the first time they saw him in eight years; and it
lasted only eight days. Even so Liszt seems to have been avoiding too close a confrontation with his progeny. He did not
only bring mother and daughter Wittgenstein to Mme Patersi’s apartment, but invited his friends Wagner and Berlioz as
well. Wagner — who on this occasion first met his future wife Cosima, and became himself (after he had settled with her
some ten years later) rather a family man, has recorded the event in his autobiography. He notes that “Liszt himself
appeared surprised by his position as a father, of which he had for many years only known the cares, not the rewarding
feelings.”[28]

Contact of Liszt’s daughters with Princess Marie Wittgenstein (who was of Cosima’s age) was maintained through a curious
correspondence, in which the girls display perfect behaviour. Though biographers have taken these letters at face value,
there is reason for suspicion; they must have been written under the eye of the governess, and may contain a great deal of
(excusable) hypocrisy. It is unlikely that Princess Marie’s life close to Liszt was not a cause for fierce jealousy.[29] The
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coquetish and flattering letters Liszt writes to Marie Wittgenstein strikingly contrast with the insensitive, pedantic and ‘Menu du banquet pictural [
piously moralistic sermons he dispatches to his daughters, that is, since he has settled with the Princesses. There is a offert le 18 Fevrier 1859 par

quasi-erotic tone in the plaisanterie of these letters to the younger Princess; Marie Wittgenstein from her side called Liszt H. Winckelmann et Fainéant-Missiou
her ‘fiancé’, as Blandine and Cosima knew. [= Franz Liszt] & Shahatte [= Marie

Wittgenstein].' Liszt's handwriting.
As a birthday treat, pictures were
shown to Marie. The titles are listed
on the inside of this folded leaf.
Liszt Collection, NMI, The Hague.

Continued »
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[8] In 1845 Liszt stipulated that Marie d’Agoult would not make any financial contribution. Liszt en d’Agoult, Correspondance (Gut en Bellas), p. 1112.

[9] Gut and Bellas, ib. p. 1204; according to Walker Vol. 2, p. 425 nine years. “[...] méme en passant quelques jours a Paris, Liszt ne trouva pas le temps de visiter ni sa mere ni
les enfants.” Hamburger in Liszt, Lettres a Cosima et & Daniela, p. 8.

[10] Complete correspondence: ed. by Charles F. Dupéchez, publ. by Honoré Champion, since 2003; Memoirs, biography and Liszt correspondence: see References.

[11] Dupéchez, p. 53, 294. It has been suggested that madness ran in the family; her sister had commited suicide; this may have caused fears in Marie. Walker Vol. 1, p. 194.

[12] Quoted after the introduction by Dupéchez in Stern, Nélida, p. xiv; this author’s transl.

[13] Balzac, Béatrix, p. 113-114. The character speaking is Camille Maupin, an idealized George Sand. Also quoted by Dupéchez, 136.

[14] Sand, Horace, p. 121-122; this author’s transl. cf. Dupechez p. 148.

[15] I(_ettlegsd)ated 18-12-1841, Correspondance, ed. Gut and Bellas, p. 864; this author’s transl. (or. emphasis by underlining). “Pourquoi insiste-t-il autant?”, Dupéchez wonders
p. .

[16] Stern, Nelida, p. xi, xv

[17] Stern, Nelida, p. 170.

[18] Letters dated 26-5-1846 and 3-1-1847, Correspondance, ed. Gut and Bellas, p. 1136, 1156-1157.

[19] See The correspondence between Franz Liszt and Espérance von Schwartz, n. 8.

[20] Stern, Histoire p. iii.

[21] D’Agoult, Mémoires, p. 414; this author’s transl. The young woman with child is Claire, daughter of Count d’Agoult; she was a painter.

[22] Walker, Vol. 2 p. 429-430. Liszt suspected, not unreasonably maybe, that the letter was dictated by the Countess. Hamburger (Lettres & Cosima et a Daniela, p. 29) appears
not to agree.

[23] Walker, Vol. 2, p. 431. At the end of the negotiations, Marie d’Agoult had written to Liszt that “from now on your daughters will have no mother. [...] One day perhaps your
daughters will say: where is our mother? You will answer: it did not please me you had one." Letter 3-6-1845, Correspondance, p. 1113; this author’s transl.

[24] Letter dated February 28, 1850, Walker vol. 2, p. 430. Similar letter of the same date to Cosima in Liszt, Lettres a Cosima et a Daniela, p. 28-29.

[25] Walker Vol. 2, p. 434

[26] Liszt, Lettres a Cosima et a Daniela, p. 32

[27] Excerpts in Walker, Vol. 2, p. 441-446.

[28] Wagner, Mein Leben, p. 516; this author’s transl.

[29] Cf. Dupéchez, p. 229: “Le plus beau fruit de ce voyage eclair est |'amitié qui se forge entre les trois jeunes filles, la princesse Marie, Blandine et Cosima. Sensiblement du
méme age, aussi cultivées les unes que les autres, elles se sont plu ensemble.” Cf. Hamburger in Liszt, Lettres & Cosima et a Daniela, p. 8-9.
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Commentary and translation: Lodewijk Muns

5. "Morality begins at home."”
e Transcription
The situation did not reassure Liszt, or (what was probably decisive) Princess Carolyne. One factor may have been the e Transcription + translation

advanced age and poor health of Mme Patersi; another the undiminished jealousy and suspicion toward Marie d’Agoult. The e Transcription
couple in Weimar took a drastic and perplexing action. (Marie d'Agoult's
letter)

In July 1855 [30] Liszt invited his children to stay with him in the Altenburg. He failed to inform them of a decision that
had already been made: they would not return to Paris; instead they would be boarding in Berlin with a Baroness Franziska
von Bullow, mother of Liszt’s pupil Hans von Bllow. She seems to have been a rigid, dominating and insensitive person.
These qualities may have recommended her to Princess Carolyne, who personally secured her cooperation; and it was Frau
von Bllow who set out to Paris to fetch the girls. While these were on their way from Paris to Weimar, the princesses went
in the other direction to see her ailing governess. Carolyne also saw grandmother Anna Liszt, who was appalled by the plan
and strongly protested to her son. Her letter makes clear how much the whole affair was a fight of one mistress against the
other:

The princess replied that otherwise there would never be an end to Madame d'Agoult's scribbling, as she had been very impertinent in
her letters to you for some time past.[31]

Liszt meanwhile entertained his children with a mixture of amusement and annoyance - of which he told an erstwhile
secret mistress, Agnes Street Klindworth.

My daughters monopolize two-thirds of my days. They are pleasant young people, intelligent, vivacious, and even a little sniffish.
They take after both papa and mamma, - but almost too much after mamma for my liking. [...] They are not overjoyed either about
the move to Berlin, although it is the most sensible and favorable choice for them. Mme de Biilow is excellently qualified by her
character, life style, cultivated mind, and social position to carry out the duties I have entrusted to her. And so I hope that after I have
sent them to blazes with their daydreaming and arguments inspired by their flights of fancy (which has already happened several
times in the last three days) that they will eventually become totally convinced of the genuineness and wisdom of my tender concern
for their welfare and will share wholeheartedly in my plans; for they have a great store of affection for me which Mamma's fictions
and glib talk have managed to cloud only slightly.[32]

Did I write to you that this little gang has proclaimed full “rumpusocracy”, a new form of government (of their own invention), the
drawbacks of which they temper by this highly sagacious maxim, solemnly pronounced by my son: “Morality begins at home"![33]

After some postponement, on September 8 the girls arrive in Berlin. Daniel is still in Weimar. This is the setting for the little
drama which comes to such a disproportionate outburst in Liszt’s letter of September 14. From this we learn that the
fearsome governess had found, among some clothes the girls had left behind in Paris, three letters from their mother,
addressed to Blandine. Mme Patersi has copied these letters and sent the copies to Liszt.

What Marie d’Agoult attempts in the last of the three letters (the originals are lost), and apparently hurt Liszt most, is
basically an attack on the Princess (“a stranger”) by means of the children. Liszt’s reaction is of the same kind: he too
attacks his former lover over the heads of his children. When one reconstructs the Countess's letter without the
interpolations, as has been done here, what is left is a short text; its focus is upon what might well have been the
Countess’s worst worry in connection with the children: money. Her fear seems to be that the Princess will take financial
responsibility upon herself.[34]

Like Daniel in his oral reaction (reported by Liszt), Blandine was deeply offended; in a letter to Daniel (still staying at the The Altenburg, Weimar q
Altenburg) she called the governess’s action ‘vile and base’. In response, Liszt reasserted his authority and ordered (photo © Lodew;'jk Muns 2010)
Blandine to “express her gratitude” to Mme Patersi. She obeyed.[35] With remarkable confidentiality Liszt wrote about all

this to Marie Wittgenstein. From this correspondence, it becomes clear that the draft (here presented) had served to inform

the Princesses. A letter dated “September ‘55" seems to have been written on the 14th as an accompaniment to the draft:

Behold, dear Infanta, my draft for an answer, in exchange for your nice copy, and it may amuse you. Show it to your mother; and if
she thinks it suitable to pass on to Mme. Patersi and to Scheffer, be good enough to make or have made a legible copy for I wrote this
draft in great haste, and it would be difficult for anyone to understand it who wasn't used to my hand. There are also two references
and several addenda, that were obtained from the copy sent to Berlin by the same messenger. I spent all day at this nice job [...].
[36]

According to this letter, the somewhat chaotic form of the draft is explained by the fact that Liszt made additions after he
had written the copy he sent with the singer Johanna Wagner (the *‘messenger’) to Blandine. His letter of September 22 to
the ‘Infanta’ shows that one week later Liszt is rather proud of his earlier missive:

Daniel continues to behave very decently, and shares little of these strange feelings his sisters have shown towards the “stranger”.
The letter, of which I have sent you the draft, has done a lot to shape his still somewhat vague ideas. It has given me the opportunity
to reel off to him a list of arguments to which there is hardly any reply. As for the poetic feeling the girls entertain for their mother, far
from trying to destroy this, I have taken it upon me to kindle the flame by reading to them [?] half of Nélida, as well as a few other
publications, in honour of Daniel Stern.[37]

Half a year later he feels the relation with his daughters has deteriorated. Writing again to Agnes Street he compares them
to “a branch lopped off from my being and will. I pray God to make it flower and bear fruit; but my sap can no longer flow
through it and I shall quite simply limit myself to being useful and pleasant to them whenever it is possible.”[38]

6. Some additional clarifications
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(p. 1) Johanna Wagner, or Johanna Jachmann-Wagner (1826-1894), mentioned in the first line, was a singer, niece of
Richard Wagner; she is mostly remembered as the first Elisabeth in Wagner’s Tannhduser, and was at the time engaged at
the Berlin Court Opera.

(p. 1) Pignus et Omen ('Pledge and Foretoken’): no further reference found.

(p. 7) Rue Sainte-Marie: this is what Liszt consistently writes (instead of Avenue).

(p. 7) les charmes et perfections de Satan / the charms and perfections of Satan: the exact reference awaits identification;
in general, the Countess had little respect for the Roman Catholic Church, and, as noted above, found consolation in
Spinoza, German Idealism, and the Stoics. The parents’ differences in religious-ethical outlook could not be articulated
more sharply than by the contrast between the Countess’s encouragement to be *proud’ and Liszt’s admonishment to be
‘humble’ (p. 9).

(p. 10) The Countess’s reference to Tacitus is to his Germania, § 34, ‘Hercules’ referring to some unidentified *Pillars of
Hercules’. This sentence, which elicits Liszt's most vehement sarcasm, is indeed so mannered that it is hard to believe in its
sincerity. One imagines however how the exposure of such affectation (if that is what it is) must have struck a child
bereaved of paternal love.

(p. 11) George Dandin ou le Mari confondu is a play by Moliére; it does not contain the expression quoted.

« back

[30]
[31]
[32]
[33]
[34]

[35]

[36]

[37]

[38]

There is a dating error in Correspondance (Gut and Bellas), p. 1209, where these events are related to a letter to Marie d’Agoult of the previous year.
Letter of September 3, 1854, quoted by Walker, Vol. 2, p. 451.

Letter of August 26, 1855, in Pocknell, Franz Liszt and Agnes Street-Klindworth, p. 55

"Morale bien ordonnée commence par soi meme." Letter of August 30, 1855, ib. p. 56; transl. modified; cf. La Mara, Franz Liszt’s Briefe, Bd. 4, p. 248.

Dupéchez, p. 234 takes a very benevolent view of Marie d’Agoult’s attitude in this letter: “Si I'on reprend ces paragraphes en les isolant des commentaires deformants de
Liszt [...], leur pseudo-virulence s'etiole. Marie n'a commis aucun crime en rédigeant ces lettres ou son coeur s'est épanché de maniére un peu outrée comme il lui arrive
parfois.”

Ollivier, Correspondance, p. 141, 142; Liszt, Lettres & Cosima et a Daniela, p. 227; Pocknell, Franz Liszt and Agnes Street-Klindworth, p. 61. In the correspondence with his
daughters the name pops up a few times of Joseph de Maistre (1753-1821), Roman-Catholic philosopher and a notorious reactionary. His ideas apparently played a part in
the girls' education (Lettres a Cosima et a Daniela, p. 228, 229; Ollivier, Correspondance, p. 132, 142, 145, 185; La Mara, Franz Liszt's Briefe, Bd. 4, p. 248). Cf. the
commentary with a letter to Espérance von Schwartz of Augustus 20, 1867.

Quoted after Hugo, The Letters of Franz Liszt to Marie zu Sayn-Wittgenstein, p. 71 (original French not given). The painter Ary Scheffer was working on a portrait of Marie
Wittgenstein; why he should have been involved in this affair is not clear.

Transl. after Bory, Liszt et ses enfants, p. 112; cf. Hugo, p. 76. A problematic passage. “la lecture que je leur ai faite”: reading aloud some 130 pages of Nélida would take
3,5 hours, at least; also, it is unlikely that between September 14 and September 22 he would have seen the girls. A more plausible but less obvious interpretation would be
“by giving them to read ...". “"quelques autres imprimés en I'honneur de Daniel Stern ...”: it is possible that Liszt sarcastically included Nélida among the “printed matter in
honour of Daniel Stern”, but more plausible that the reading would be in honour of the author.

Letter dated 8-1-1856; Pocknell, p. 77. Liszt again refers in strongly self-defensive terms to the Countess’s letter in a letter to Agnes Street of January 18, 1856 (Pocknell, p.
81 and 322). For a summary of the later relations between Blandine, Cosima and their parents, see Klara Hamburger's introduction in Lettres a Cosima et a Daniela, p. 10-
11.
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[1]

Chers enfans,

Mademoiselle Johanna Wagner qui a passé quelques

jours ici s'est chargé tres aimablement de vous

rapporter / a Berlin / la montre, le cachet (Pignus et Omen)

et quelques mouchoirs et broderies que vous avez oublié

a Weimar conformément a vos habitudes d'ordre,

sur lesquelles je ne veux pas trop vous gronder mais que

vous ferez sagement de vous appliquer a changer en

mieux. Quelques heures apres que j'avais remis

ces objets a Mlle Wagner il m'est parvenu une

nouvelle preuve de votre peu de régularité a prendre

soin de vos affaires car vous avez entre autres laissé

trainer trois lettres de votre mére dont j'ai recu la

copie / pour mon édification / et qu’a mon tour je tiens de mon devoir de vous
reproduire, ces documens n’étant pas sans quelque

importance et pouvant contribuer a vous éclairer sur

des sentimens aussi faux que pernicieux.

Au moment ou ces lettres me sont arrivées, Daniel

[2]

se trouvait dans ma chambre, et quoique je l'aie

jusqgu'ici de propos délibéré exclu de nos conférences

de famille, j'ai jugé utile de lui en donner connaissance.

Il s'est / tout / d'abord rejeté sur ce genre « d'espionnage, et

de procédé de police » (selon son opinion) et a défaut de bonnes
raisons a employé quelques gros mots tels que « dégodltant »

etc. // pour qualifier la confidance que Mme Pat. me fait de ces lettres //
comme il arrive d'ordinaire aux individus qui se mélent de

parler et de juger avant d'avoir / examiné et / réfléchi. Probablement
vous ne demeurerez pas en reste d'indignation contre

Mme Patersi de m’avoir fait cette communication et

je n'entreprendrai pas de la défendre autrement vis a

vis de vous qu'en vous disant que je lui sais / un / gré sincere

de cet envoi qui dans les données de notre situation réciproque

est / de sa part / un acte de conscience et de moralité.

La derniere des trois lettres est d'ailleurs entierement

a mon adresse, car c'est moi qui vous ai demandé

de venir a Weimar, et c'est moi qui ai désiré

autrefois que vos relations avec la Princesse / Wittgenstein / s'établissent
d'une maniere simple et naturelle - par conséquent

je dois / maintenant / prendre la responsabilité / entiere / de ce qu'il plait
a l'imaginative colérique de Mme d'Agoult de

déclarer « contre I'honneur, et une ignominie » !

Quelgu'odieux que soit le role que Mme d'Agoult

essaye de me faire, sans se laisser arréter par aucun

[3]

scrupule de moralité quelconque, je ne puis sans

manguer a mon devoir paternel d'une part, et / de l'autre / sans risque
de voir germer dans vos ceurs des sentimens pervers,

je ne puis dis-je, malheureusement me refuser tout a

fait a cette dure nécessité qu'elle m'impose

de comparaitre en quelque sorte devant le tribunal
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de mes / propres / enfans / et / de me justifier devant eux
en leur fournissant la preuve comme quoi je n 'ai

/ jamais / rien fait, ni cherché a leur faire faire de contraire
a I'honneur. Ceci posé, commengons a éclaircir

les divers points de cette troisieme lettre oubliée parmi

vos nippes que pour plus de commodité je

vais recopier en entier — avec le commentaire indispensable
a ma justification.

« La Haye 15 Ao(t.
Je recois ta lettre! J' en demeure si consternée que
je ne puis rien dire. On a attendu que je ne sois plus
la, mes enfans pour vous faire faire une chose contraire
a I'honneur! »

Remarque A) - Il n'est venu a personne l'idée d'attendre
gue Mme d'A- ne soit plus la pour vous demander de

venir a Weymar. Ce voyage si je ne trompe fort

était autant de votre désir que du mien depuis longtemps
et j'ai simplement attendu les vacances de Daniel

sans m'embarrasser / en aucune facon / de savoir ou était ou n'était pas
Mme d'Agoult, pour vous réunir tous les trois sous le toit de
[4]

la maison que j'habite. Cette maison étant comme

vous le savez fort spacieuse, possede plusieurs étages

et une trentaine de chamhres. Madame la Princesse
Wittgenstein hahite avec sa fille le premier étage

et jusqu'a présent les personnes les plus honorables

se sont fait constamment un honneur d'y étre

admises, loin de se douter qu'il pourrait étre « contraire

a I'honneur » pour qui que ce soit au monde d'y venir.

Remarque B) - « On a attendu que je ne sois plus la »
Qui est cet on? Moi nécessairement, puisque

non seulement je vous ai écrit pour vous demander
de venir me voir - mais encore ai prié Mme de Bulow
d'avoir la grande bonté d’aller vous chercher a Paris
pour vous ramener a Weymar. Donc je reste bel et
bien, sous le coup de cette menue accusation de vous
faire faire des choses contre I'honneur.

« Je n’en appelle pas a votre tendresse, je la connais,
je n'en ai jamais douté. Mais votre jeunesse,

votre inexpérience, votre aveuglement m'épouvantent. »

Remarque C) - Par quoi se traduisent en cette circonstance

votre jeunesse, votre inexpérience et votre aveuglement?

Tout simplement par un bon sentiment que vous avez

encore / pour votre péere / non obstant les ingénieux efforts de Mme d'A-

et la confiance, (trop aveugle a son gré)

ou vous étes / légitimement / qu'il ne saurait chercher a porter atteinte

[5]

a votre honneur. Il y a la-dedans sans doute quelque
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chose qui doive I'épouvanter! - mais continuons.

« On vous fera faire sans que vous vous en doutiez
des ignominies. »

/ Remarque sans lettre) / - - - - - i

« Vous mangez le pain d'une étrangere et d'une étrangere
qui n'est pas et ne sera jamais la femme de votre

pere! J'aimerais mieux vous voir travailler pour

vivre ou mendier que ce dernier des affronts. »

Remarque D) Depuis votre naissance

jusqu'au jour d'aujourd'hui votre mere n'a jamais

eu le moindre souci du pain que vous mangiez, du

lieu que vous habitiez etc. - Quoiqu'elle ait toujours

joui / paisiblement / d'un revenu assez considérable elle a jugé / a propos / de le
/ dépenser pour son agrément personnel et de /

me laisser depuis 19 ans la charge entiere, exclusive

de pourvoir a vos besoins ainsi qu'a tous les frais de votre

éducation. Si donc une étrangere venait a prendre

soin de votre pain (ce qui n'est pas le cas) j'avoue

que pour ma part, je trouverais qu'elle vous resterait

moins étrangére que votre mére ne |'a été jusqu'ici,

et ce sentiment n'a malheureusement rien de paradoxal.

Grace au ciel vous n‘avez encore a vous inquiéter

ni du premier ni du dernier des affronts et la

[6]

violente phraséologie de Mme d'A- prouve seulement

gu'elle est assez forte en théme, quand pour se

débarrasser de / la / pénible conscience de ses torts

personnels elle / s'efforce de / les rejeter / injustement / sur autrui. Cette méthode,
pour étre trés usité n'en vaut pas mieux pour

cela.*

*// Je note encore en passant que l'expression « travailler pour vivre » est d'une
Démocratie-

Aristocratique supréme.//

« Blandine, il faut que tu parles a ton pere, que tu

lui dises tout ce qu'un juste orgueil t'inspirera. Ne

méle en rien ta tendresse pour moi a tes réflexions.

Fais valoir ton age, ta prochaine majorité (!). Dis que

que tu préferes donner des lecons et retourner a Paris

chez ta grand'meére » (- ce rinforzando sur

la mendicité de tout a I'heure me semble d'une grace [?] de

sensibilité particuliere -) « plutot que de rester / non pas chez lui, mais / chez
une étrangere »

Remarque E) La Straniera de Bellini est un assez
méchant opéra, j'en conviens - mais en vérité

les étranges inculpations de Mme d'A- contre cette
étrangére sont de / bien / pire espece.
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« Dis que tu ne veux pas vivre dans le luxe
quand tu n'as pas de fortune, dis que ta conscience
s'y oppose et que tu ne cederas pas. »

Remarque F) Voila qui est clair, et la révolte

[7]

bien établie sous prétexte de conscience / et d'honneur sauvegardé. Pauvres
enfans, il faut que vous appreniez par votre mere

gue je vous prépare des « ignominies » auxquelles votre conscience

doit s'opposer!!! - C'est la un luxe de suppositions

injurieuses dont d'autres que moai s'étonneront peut-étre

de la part de Mme d'A-; En fait d'autre luxe je

me suis laissé dire que celui de I'hotel de la rue Ste Marie

/ aux Champs-Elysées / avait beaucoup d'avance sur celui de I'Altenburg;
il est vrai qu'on y est aussi beaucoup plus résigné

qu'a I'Altenburg a vous voir mendier, ou retourner

chez votre grand'mere, sans pour cela songer a rien

déranger de I'élégant confort, du godt artistique

de lI'arrangement de la maison qui fait I'admiration

des visiteurs / bénévoles / de Nélida.**

** // \lide la page suivante au paragraphe « Toutes deux sachez etc. » qui sucéde dans
I'original « le reste me regarde. » //

« Le reste me regarde. Au ciel ou en enfer
je suis a vous et vous étes a moi. »

Remarque G) Permettez-moi chers enfans de

ne pas accepter / pour vous / cette alternative -

ma conscience pour le coup doit s'y opposer, aussi

longtemps / du moins / que les sublimes théories que Cosima tient

de sa meére sur les charmes et perfections de Satan

ne m'auront pas pleinement convaincu. Relativement

au droit de possession que Mme d'A- revendique

et affirme sur vous, je vous répete seulement ce que

je vous ai dit verbalement dans cette chambre / et peut

se résumer ainsi: / je n'entreprendrai pas de disputer le coeur

[8] = 2rL

et I'affection d'aucun de mes enfans; cette tache serait a

la fois répugnante pour moi et au-dessus de mes forces.

Si vous trouvez en fin de compte que la part doit

étre égale entre celui qui remplit ses devoirs avec

conscience et dévouement et celle qui les oublie ou les

trahit / sous de spécieux dehors, / je n'y ferai pas d'objection - et votre

majorité venue vous aurez a faire / librement / le choix qui vous

conviendra. / Dés maintenant méme / pour [?] peu que vous insistiez je ne

mettrai point d'obstacle / absolu / au libre essor de la Fantaisie

de vos sentimens - Car apres avoir durant de

longues années fait pour vous / et dans votre intérét / ce que ma raison

et mon coeur me dictaient / comme bon / je me sens atteint

d’'un découragement et d'une tristesse indicibles en

me voyant réduit a discuter avec vous le sens et

les non-sens d'une lettre pareille a celle dont je
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transcris la fin. *** / (Voir Oh! mes / fiers / enfans / soyez toujours fiers:) /

** « Toutes deux sachez vous comporter de facon
que la personne qui vous trompe et vous opprime
et vous déshonore souhaite elle-méme de vous voir
éloignées. »

Remarque H) Je vous serais / trés / obligé de m'expliquer
avec le secours des lumiéeres de votre mere en quoi

cette personne vous a jamais trompé, comment elle

s'y est prise pour vous opprimer, et de quelle

[9]

maniére elle vous déshonore. C'est la pour moi

plus qu'un objet de simple curiosité, et j'attends vos
explications pour expliquer / peut-étre / a mon tour de quoi il
s'agit -

*** « Oh! mes fiers enfans, restez toujours fiers. » -

Cette apostrophe finale est singulierement imprudente de la
part de Mme d'A- car si vous n'étiez que fieres
VOUS auriez a rougir pour votre mére de ses emportements
et de ses mauvais sentimens. Comme elle me veut
du mal a tout prix, et en toute occasion, et qu'elle
ne peut / pourtant / me frapper ni dans ma position extérieure
ni dans le retranchement de ma conscience, elle
prend plaisir a m'atteindre dans votre affection,
et dans le respect et le profond amour que je
conserve / comme la plus pure flamme de ma vie /
pour une femme qui devrait aussi / vous étre sacrée
par le dévouement qu'elle a / si noblement / pratiqué pour moi,
a travers les épreuves, les sacrifices, les traverses et
les douleurs, incessamment renouvelés depuis 9 années.
Si bien sonnante / donc / que soit cette apostrophe « restez toujours
fiers, mes fiers enfans » je ne vous la répéterai pas par
égard pour votre mere / méme / - mais bien je vous dirai
**x% // et vous conjurerai avec larmes et prieres d'étre //
doux et humbles de coeur, comme le Christ nous l'a
[10]
recommandé, afin qu'il y ait / toujours / quelque douceur dans
votre vie et que vous vous affermissiez dans la
bonne voie ou vous suivra la bénédiction de votre
péere et le véritable honneur.
FLiszt

Dans une des 3 lettres je trouve encore cette phrase,
gue je vous donne comme un modele de ridicule sublime,
dans sa forme la plus / savamment / élégante.

« Je vous emporte dans mes bras jusque sous les vieux

chénes du Bois ou révait Descartes, jusqu'aux plages

séveres de cet océan (- Scheveningen / - ou Ostende / apparemment) qui

voulait dit Tacite, garder ses secrets et ceux d’Hercule.
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Je ne m'effraie plus de I'immensité ni de l'infini
car je vous y sens partout avec moi. »

Reflexion) Les quelques milliers de baigneurs qui se rendent
chaque année a Scheveningen ou Ostende ne s'effraient
guére non plus que je sache de I'immensité et de I'infini

de ces plages - et les Phébus de Nélida pourraient

[11]

trés innocemment jaser avec les secrets d'Hercule

et voire méme, comme dirait vulgairement

George Dandin / faire / des « trous dans |'eau ». -

Si vous trouvez bon de communiquer / copie de / cette
lettre a votre meére je vous y autorise -

en tout cas je vous demande de ne pas en faire un
secret a Mme de Bulow et de la lui lire

car il est bon gqu'elle en connaisse le contenu.
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Chers enfans,

Mademoiselle Johanna Wagner qui a
passé quelques jours ici s'est chargé tres
aimablement de vous rapporter a Berlin
la montre, le cachet (Pignus et Omen) et
quelgues mouchoirs et broderies que
vous avez oublié a Weimar conformément
a vos habitudes d'ordre, sur lesquelles je
ne veux pas trop vous gronder mais que
vous ferez sagement de vous appliquer a
changer en mieux. Quelques heures
apres que j'avais remis ces objets a Mlle
Wagner, il m'est parvenu une nouvelle
preuve de votre peu de régularité a
prendre soin de vos affaires car vous
avez entre autres laissé trainer trois
lettres de votre meére dont j'ai recu la
copie pour mon édification et qu’a mon
tour je tiens de mon devoir de vous
reproduire, ces documens n’étant pas
sans quelque importance et pouvant
contribuer a vous éclairer sur des
sentimens aussi faux que pernicieux.

Au moment ou ces lettres me sont
arrivées, Daniel [2] se trouvait dans ma
chambre, et quoique je l'aie jusqu'ici de
propos délibéré exclu de nos conférences
de famille, j'ai jugé utile de lui en donner
connaissance. Il s'est tout d'abord rejeté
sur ce genre « d'espionnage, et de
procédé de police » (selon son opinion) et
a défaut de bonnes raisons a employé
guelques gros mots tels que « dégolitant
» etc. pour qualifier la confidance que
Mme Pat. me fait de ces lettres comme |l
arrive d'ordinaire aux individus qui se
mélent de parler et de juger avant d'avoir
examiné et réfléchi. Probablement vous
ne demeurerez pas en reste d'indignation
contre Mme Patersi de m’avoir fait cette
communication et je n'entreprendrai pas
de la défendre autrement vis a vis de
vous qu'en vous disant que je lui sais un
gré sincere de cet envoi qui dans les
données de notre situation réciproque est
de sa part un acte de conscience et de
moralité.

La derniére des trois lettres est d'ailleurs
entierement a mon adresse, car c'est moi
qui vous ai demandé de venir a Weimar,
et c'est moi qui ai désiré autrefois que
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Chers enfans
Dear children,

Mademoiselle Johanna Wagner, who has
spent a few days here, has kindly taken it
upon herself to return to you in Berlin the
watch, the seal (Pignus et Omen) and a
few handkerchiefs and pieces of
embroidery which you have left behind in
Weimar, in keeping with your usual lack
of orderliness, about which I do not want
to grumble too much but which you
should change for the better by every
effort. A few hours after I had handed
over these objects to Frl. Wagner, new
evidence came into my hands of your
lack of regularity in taking care of your
affairs, for you had left behind, among
other things, three letters from your
mother, of which I have received copies
for my edification and which I feel it is
my duty to copy again for you, since
these documents are not without some
importance and may contribute to your
enlightenment as to certain feelings
which are as false as they are pernicious.

When these letters arrived, Daniel [2]
was in my room, and though I had until
now deliberately excluded him from our
family discussions, I considered it useful
to inform him about them. He first threw
himself upon this kind of “espionage and
police methods” (in his opinion), and for
want of good reasons used some harsh
words such as "disgusting" etc. to qualify
the way in which Mme Patersi has
confidentially communicated these letters
to me, as it usually happens with
individuals who start meddling by
speaking and judging before they have
examined the matter and reflected. You
will probably not be less indignant
against Mme Patersi for her
communication to me and I will not
undertake to defend her before you,
except by saying that I am sincerely
grateful to her for this despatch, which in
our reciprocal situation is an act of
conscience and principle on her part.

The last of these letters is, besides,
directed entirely to me; for it is I who
have asked you to come to Weimar, and
it is I who had previously wished that
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vos relations avec la Princesse
Wittgenstein s'établissent d'une maniére
simple et naturelle - par conséquent je
dois maintenant prendre la responsabilité
entiere de ce qu'il plait a I'imaginative
colérique de Mme d'Agoult de déclarer «
contre I'honneur, et une ignominie » !

Quelgu'odieux que soit le role que Mme
d'Agoult essaye de me faire, sans se
laisser arréter par aucun [3] scrupule de
moralité quelconque, je ne puis sans
manquer a mon devoir paternel d'une
part, et de l'autre sans risque de voir
germer dans vos ceurs des sentimens
pervers, je ne puis dis-je,
malheureusement me refuser tout a fait a
cette dure nécessité qu'elle m'impose de
comparaitre en quelque sorte devant le
tribunal de mes propres enfans et de me
justifier devant eux en leur fournissant la
preuve comme quoi je n'ai jamais rien
fait, ni cherché a leur faire faire de
contraire a I'honneur. Ceci posé,
commencgons a éclaircir les divers points
de cette troisieme lettre oubliée parmi
vos nippes que pour plus de commodité
je vais recopier en entier — avec le
commentaire indispensable a ma
justification.

« La Haye 15 Ao(t.

Je recois ta lettre! J'en demeure si
consternée que je ne puis rien dire. On a
attendu que je ne sois plus la, mes
enfans pour vous faire faire une chose
contraire a I'honneur! »

Remarque A) - Il n'est venu a personne
I'idée d'attendre que Mme d'A. ne soit
plus la pour vous demander de venir a
Weymar. Ce voyage si je ne trompe fort
était autant

de votre désir que du mien depuis
longtemps et j'ai simplement attendu les
vacances de Daniel sans m'embarrasser
en aucune facon de savoir ou était ou
n'était pas Mme d'Agoult, pour vous
réunir tous les trois sous le toit de [4] la
maison que j'habite. Cette maison étant
comme vous le savez fort spacieuse,
possede plusieurs étages et une trentaine
de chambres. Madame la Princesse
Wittgenstein hahite avec sa fille le
premier étage et jusqu'a présent les
personnes les plus honorables se sont fait
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Chers enfans

your relationship with Princess
Wittgenstein be established in a simple
and natural manner - consequently, I
must now take full responsibility for what
Mme d'Agoult in her choleric imagination
is pleased to call "dishonourable”, and
“an ignominy”!

However odious may be the part which
Mme d'Agoult is trying to have me play,
without letting herself be held back by
[3] any kind of moral scruple, I cannot,
without on the one hand failing in my
paternal duty and on the other hand
without risk of seeing perverse feelings
being sown into your hearts, I cannot, I
say, unfortunately altogether refuse this
harsh necessity which she imposes upon
me of appearing in some way before the
tribunal of my own children, and of
justifying myself before them by
submitting the proof that I have never
done anything, nor sought to make them
do anything which stains my honour. This
said, let us begin to cast some light upon
the various points in this third letter left
among your togs, which for greater ease
I will copy out in full - with the
commentary which is indispensible for
my justification.

“The Hague, August 15

I have received your letter! I am still so
upset that I cannot say a word. They
have awaited my absence, my children,
to make you do a dishonourable thing!”

Remark A) Nobody has been waiting for
Mme d'A.'s absence to ask you to come to
Weimar. This trip, if I am not very much
mistaken, has since long been your wish
as much as mine, and I have simply
waited for Daniel’s holiday, without any
concern about where Mme d'Agoult was
or was not, to reunite the three of you
under the roof of the [4] house in which I
live. This house is quite spacious, as you
know, having several storeys and thirty-
odd rooms. Princess Wittgenstein lives
with her daughter on the first floor, and
until now the most honourable persons
have always found it an honour to be
admitted, without any worry that it might
be "dishonourable” for anybody in the
world to come there.

217
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constamment un honneur d'y étre
admises, loin de se douter qu'il pourrait
étre « contraire a I'hnonneur » pour qui
que ce soit au monde d'y venir.

Remarque B) - « On a attendu que je ne
sois plus la » Qui est cet on? Moi
nécessairement, puisque non seulement
je vous ai écrit pour vous demander de
venir me voir - mais encore ai prié Mme
de Bulow d'avoir la

grande bonté d’aller vous chercher a
Paris pour vous ramener a Weymar. Donc
je reste bel et bien, sous le coup de cette
menue accusation de vous faire faire des
choses contre I'honneur.

« Je n’en appelle pas a votre tendresse,
je la connais, je n'en ai jamais douté.
Mais votre jeunesse, votre inexpérience,
votre aveuglement m'épouvantent. »

Remarque C) - Par quoi se traduisent en
cette circonstance votre jeunesse, votre
inexpérience et votre aveuglement? Tout
simplement par un bon sentiment que
VOUS avez encore pour votre pére non
obstant les ingénieux efforts de Mme d'A.
et la confiance, (trop aveugle a son gré)

Chers enfans

Remark B) “They have awaited my
absence.” - Who is they? - Me, of course,
for not only did I write to you and ask
you to come to visit me, but I even asked
Frau von Bilow to be so very kind as to
fetch you in Paris and bring you here to
Weimar. Thus I am untouched by this
flimsy accusation of making you do
dishonourable things.

“I don't appeal to your tender feelings,
which I know, and have never doubted.
But your youth, your inexperience, your
blindness frighten me.”

Remark C) What is the meaning, in this
connection, of your youth, your
inexperience, and your blindness? Quite
simply, a good feeling which you still hold
for your father despite the ingenious
efforts of Mme d'A., and your confidence
(too blind for her taste), which is

ou vous étes légitimement qu'il ne saurait justified, that he could not possibly try to

chercher a porter atteinte [5] a votre
honneur. Il y a la-dedans sans doute
guelque chose qui doive I’épouvanter! -
mais continuons.

« On vous fera faire sans que vous vous
en doutiez des ignominies. »

Remarque sans lettre)

« Vous mangez le pain d'une étrangere et
d'une étrangére qui n'est pas et ne sera
jamais la femme de votre pére!
J'aimerais mieux vous voir travailler pour
vivre ou mendier que ce dernier des
affronts. »

Remarque D) — Depuis votre naissance
jusqgu'au jour d'aujourd'hui votre mére
n'a jamais eu le moindre souci du pain
que vous mangiez, du lieu que vous
habitiez etc. — Quoiqu'elle ait toujours
joui paisiblement d'un revenu assez
considérable elle a jugé a propos de le
dépenser pour son agrément personnel et
de me laisser depuis 19 ans la charge
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taint [5] your honour. No doubt there is
for her something frightening in that! -
But let’s continue.

“They will make you commit outrages
without you knowing it.”

(Remark without a letter) — - — - 111

“You are eating the bread of a stranger
and of a stranger who is not and never
will be your father’s wife! I would prefer
to see you work for a living or go out
begging than this ultimate insult.”

Remark D) From the day you were born
till this day your mother has never had
the slightest worry about the bread you
would eat, the place where you would
live, etc. Though she has always
peacefully enjoyed a considerable
income, she has judged it proper to
spend it for her personal pleasure and to
leave upon me since 19 years the entire

3/7
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entiére, exclusive de pourvoir a vos
besoins ainsi qu'a tous les frais de votre
éducation. Si donc une étrangére venait a
prendre soin de votre pain (ce qui n'est
pas le cas) j'avoue que pour ma part, je
trouverais qu'elle vous resterait moins
étrangere que votre mere ne l'a été
jusqu'ici, et ce sentiment n'a
malheureusement rien de paradoxal.
Grace au ciel vous n‘avez encore a vous
inquiéter ni du premier ni du dernier des
affronts et la [6] violente phraséologie de
Mme d'A. prouve seulement qu'elle est
assez forte en théme, quand pour se
débarrasser de la pénible conscience de
ses torts personnels elle s'efforce de les
rejeter injustement sur autrui. Cette
méthode, pour étre trés usité n'en vaut
pas mieux pour cela.

Je note encore en passant que
I'expression « travailler pour vivre » est
d'une Démocratie-Aristocratique
supréme.

« Blandine, il faut que tu parles a ton
pére, que tu lui dises tout ce qu'un juste
orgueil t'inspirera. Ne méle en rien ta
tendresse pour moi a tes réflexions. Fais
valoir ton age, ta prochaine majorité (!).
Dis que que tu préferes donner des
lecons et retourner a Paris chez ta
grand'meéere » (- ce rinforzando sur la
mendicité de tout a I'neure me semble
d'une grace de sensibilité particuliere - )
« plutot que de rester non pas chez lui,
mais chez une étrangéere »

Remarque E) La Straniera de Bellini est
un assez méchant opéra, j'en conviens -
mais en vérité les étranges inculpations
de Mme d'A. contre cette étrangeéere sont
de bien pire espeéce.

« Dis que tu ne veux pas vivre dans le
luxe quand tu n'as pas de fortune, dis
gue ta conscience s'y oppose et que tu ne
cederas pas. »

Remarque F) Voila qui est clair, et la
révolte [7] bien établie sous prétexte de
conscience et d'honneur sauvegardé.
Pauvres enfans, il faut que vous
appreniez par votre mere que je vous
prépare des « ignominies » auxquelles
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and exclusive responsibility of providing
for your needs as well as for all the
expenses of your education. So if a
stranger would take responsibility for
your bread (which is not the case), I
admit that in my opinion she would
remain less a stranger than your mother
has been until now, and unfortunately
there is no paradox in this feeling. Thank
heavens you have not yet had to be
troubled by either the /east or

the ultimate of insults, and the [6]
violent phraseology of Mme d'A. proves
only that she is rather cleaver in throwing
the blame on others, when she wants to
get rid of the painful conscience of her
personal wrongdoings. That this method
is often used doesn’t make it any more
acceptable.

I also note in passing that the expression
“to work for a living” is of a supremely
aristocratic kind of democracy.

“Blandine, you will have to speak to your
father and say to him everything that
your justified pride will inspire you to say.
Let your tender feelings for me not have
any influence upon your thoughts. Let
your age, your approaching majority (!)
prevail. Tell him that you would prefer to
be a teacher and return with your
grandmother in Paris” (this rinforzando
on the mendicancy just mentioned seems
to me of a peculiar grace of sensitivity)
“rather than staying not with him, but
with a stranger.”

Remark E) I agree that Bellini's Straniera
is a rather miserable opera; but in truth
the strange accusations of Mme d'A.
against this stranger are of a much worse
kind.

“Tell him that you do not want to live in
luxury when you have no fortune, that
your conscience is against it and that you
will not give way.”

Remark F) This is clear, and the rebellion
[7] well established under the pretext of
conscience and the protection of honour.
Poor children, it has to be your mother
who informs you that I am preparing for
you “outrages” which your conscience
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votre conscience doit s'opposer!!! — C'est
la un luxe de suppositions injurieuses
dont d'autres que mdi s'étonneront peut-
étre de la part de Mme d'A.; En fait
d'autre luxe je me suis laissé dire que
celui de I'hotel de la rue Ste Marie aux
Champs-Elysées avait beaucoup d'avance
sur celui de I'Altenburg; il est vrai qu'on y
est aussi beaucoup plus résigné qu'a
I'Altenburg a vous voir mendier, ou
retourner chez votre grand'mere, sans
pour cela songer a rien dérangerde
I'élégant confort, du go(t artistique de
I'arrangement de la maison qui fait
I'admiration des visiteurs bénévoles de
Nélida.

« Toutes deux sachez vous comporter de
facon que la personne qui vous trompe et
vous opprime et vous déshonore souhaite
elle-méme de vous voir éloignées. »

Remarque H) Je vous serais treés obligé
de m'expliquer avec le secours des
lumieres de votre mére en quoi cette
personne vous a jamais trompé,
comment elle s'y est prise pour vous
opprimer, et de quelle [9] maniere elle
vous déshonore. C'est la pour moi plus
gu'un objet de simple curiosité, et
j'attends vos explications pour expliquer
peut-étre a mon tour de quoi il s'agit -

« Le reste me regarde. Au ciel ou en
enfer je suis a vous et vous étes a moi. »

Remarque G) Permettez-moi chers
enfans de ne pas accepter pour vous
cette alternative — ma conscience pour le
coup doit s'y opposer, aussi longtemps du
moins que les sublimes théories que
Cosima tient de sa meére sur les charmes
et perfections de Satan ne m'auront pas
pleinement convaincu. Relativement au
droit de possession que Mme d'A.
revendique et affirme sur vous, je vous
répete seulement ce que je vous ai dit
verbalement dans cette chambre et peut
se résumer ainsi: je n'entreprendrai pas
de disputer le coeur [8] et I'affection
d'aucun de mes enfans; cette tache serait
a la fois répugnante pour moi et au-
dessus de mes forces. Si vous trouvez en
fin de compte que la part doit étre égale
entre celui qui remplit ses devoirs avec
conscience et dévouement et celle qui les
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must oppose!!! — Such a wealth of
harmful suppositions might well astonish
others than myself, coming from Mme
d'A.; as for other kinds of wealth, I've
been told that that of the mansion on the
Rue Sainte-Marie at the Champs-Elysées
went far beyond that of the Altenburg; it
is true that there one is much more
resigned than at the Altenburg to see you
go begging or return to your
grandmother, rather than letting anything
compromise the elegant comfort and the
artistic taste of the interior decoration
which elicits the admiration of Nélida's
benevolent visitors.

“Both of you know how to behave in such
a way that the person who deceives and
oppresses and dishonours you will herself
wish to see you removed.”

Remark H) I would be very much obliged
if you would explain to me, with the help
of your mother’s insights, how this
person has ever deceived you, how she
has undertaken to oppress you, and in
what way she dishonors you. This is more
than a matter of plain curiosity to me,
and I await your explanations so that I
might in turn explain what is at stake
here.

“The rest concerns me. In heaven or hell,
I am yours and you are mine.”

Remark G) Permit me, dear children, not
to accept this alternative for you. My
conscience must in this case oppose it, as
long at least as the sublime theories
which Cosima got from her mother about
the charms and perfections of Satan have
not fully convinced me. As to the right of
possession which Mme d'A. claims and
affirms over you, I will merely repeat
what I have said to you in this very
room, and may be thus resumed: I will
not undertake to dispute the heart [8]
and affection of any of my children; that
task would be both repugnant to me and
beyond my capabilities. If you think that
after all there must be an equal partition
between him who scrupulously and
devotedly fulfils his obligations and her
who forgets or betrays them under false
pretences, I will make no objection - and
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oublie ou les trahit, sous de spécieux
dehors je n'y ferai pas d'objection - et
votre majorité venue vous aurez a faire
librement le choix qui vous conviendra.
Des maintenant méme pour [?] peu que
vous insistiez je ne mettrai point
d'obstacle absolu au libre essor de la
Fantaisie de vos sentimens - Car apres
avoir durant de longues années fait pour
vous et dans votre intérét ce que ma
raison et mon coeur me dictaient comme
bon je me sens atteint d’'un
découragement et d'une tristesse
indicibles en me voyant réduit a discuter
avec vous le sens et les non-sens d'une
lettre pareille a celle dont je transcris la
fin.

« Oh! mes fiers enfans, restez toujours
fiers. » -

Cette apostrophe finale est
singulierement imprudente de la part de
Mme d'A. car si vous n'étiez que fieres
vous auriez a rougir pour votre mere de
ses emportements et de ses mauvais
sentimens. Comme elle me veut du mal a
tout prix, et en toute occasion, et qu'elle
ne peut pourtant me frapper ni dans ma
position extérieure ni dans le
retranchement de ma conscience, elle
prend plaisir a m'atteindre dans votre
affection, et dans le respect et le profond
amour que je conserve comme la plus
pure flamme de ma vie pour une femme
qui devrait aussi vous étre sacrée par le
dévouement qu'elle a si noblement
pratiqué pour moi, a travers les
épreuves, les sacrifices, les traverses et
les douleurs, incessamment renouvelés
depuis 9 années. Si bien sonnante donc
gue soit cette apostrophe « restez
toujours fiers, mes fiers enfans » je ne
vous la répéterai pas par égard pour
votre mere méme - mais bien je vous
dirai et vous conjurerai avec larmes et
prieres d'étre doux et humbles de coeur,
comme le Christ nous I'a [10]
recommandé, afin qu'il y ait toujours
quelque douceur dans votre vie et que
vous vous affermissiez dans la bonne
voie ou vous suivra la bénédiction de
votre pere et le véritable honneur.

F. Liszt
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once you are of age you will freely have
to choose what suits you. From this very
moment, as long as you insist I will place
no absolute obstacle before the free flight
of the fantasy of your feelings - for
having done for you and in your
interests, all these years, what my
reason and my heart told me was right, I
feel struck by an inexpressible
discouragement and sadness, seeing
myself forced to discuss with you the
sense and nonsense of a letter such as
this, of which I copy the ending.

“Oh! my proud children, always remain
proud.”

This final apostrophe is singularly
imprudent on the part of Mme d'A., for if
you were merely proud you would need
to blush for the sake of your mother and
her false feelings. Since she wishes to
harm me at any price, and on every
occasion, and cannot damage me either
in my public position or in the
entrenchment of my conscience, she
takes pleasure in hurting me through
your affection, and in the respect and the
profound love which I entertain, as the
purest flame of my life, for a woman who
should also be sacred to you for the
devotion by which she has so nobly acted
toward me, through all the trials,
sacrifices, setbacks and sorrows which
have incessantly succeeded each other
during nine years. However euphonious
may be that apostrophe "Be always
proud, my proud children!”, T will not
repeat it to you even out of respect for
your mother, but I will tell you and
beseech you with tears and prayers to be
sweet and humble at heart, as Christ has
taught us [10] to be, so that there will
always be something sweet in your life
and you will keep steady on the right
track where the blessing of your father
and true honour will be with you.

F. Liszt
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Dans une des 3 lettres je trouve encore
cette phrase, que je vous donne comme
un modele de ridicule sublime, dans sa
forme la plus savamment élégante.

« Je vous emporte dans mes bras jusque
sous les vieux chénes du Bois ou révait
Descartes, jusqu'aux plages séveres de
cet océan (- Scheveningen - ou Ostende
apparemment) qui voulait dit Tacite,
garder ses secrets et ceux d’Hercule. Je
ne m'effraie plus de I'immensité ni de
I'infini car je vous y sens partout avec
moi. »

Reflexion) Les quelques milliers de
baigneurs qui se rendent chaque année a
Scheveningen ou Ostende ne s'effraient
guere non plus que je sache de
I'immensité et de I'infini de ces plages -
et les Phébus de Nélida pourraient [11]
trés innocemment jaser avec les secrets
d'Hercule et voire méme, comme dirait
vulgairement Georges Dandin faire des «
trous dans l'eau». -

Si vous trouvez bon de communiquer
copie de cette lettre a votre meére je vous
y autorise — en tout cas je vous demande
de ne pas en faire un secret a Mme de
Bulow et de la lui lire car il est bon qu'elle
en connaisse le contenu.
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In one of the three letters I find this
phrase, which I quote here as a model of
sublime ridiculousness, dressed up in the
most erudite elegance:

“I carry you in my arms to the forest
where Descartes dreamed under the old
oak trees, to the grim beaches of that
ocean” (Scheveningen or Ostend
apparently) “which, as Tacitus says,
wanted to keep its secrets and those of
Hercules. 1 no longer fear the immensity
or infinity, feeling you with me
everywhere.”

Reflection) A couple of thousand bathers
go to Scheveningen or Ostend every
year, and as far as I can see they hardly
fear the immensity and infinity of these
beaches either - and Nélida's Phoebuses
might in all innocence chatter away with
Hercules' secrets, and even, as Georges
Dandin would put it vulgarly, make “holes
in the water."

If you consider it right to send a copy of
this letter to your mother, I authorize you
to do so. In any case I ask you not to
keep it secret from Frau von Bilow and
to read it to her, for she ought to know
its contents.

Translation: Lodewijk Muns 2011
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Commentary: Lodewijk Muns

In Liszt's oeuvre of songs, the majority is on German texts. His first surviving original song however happens to be on an
Italian text, Angiolin dal biondo crin (1839), written by a poet friend, Marchese Cesare Boccella, in admiration of the blond
locks of four year old Blandine, first-born of Liszt and Marie d’Agoult. It was during his wandering years with Marie d’ Agoult
that Liszt got acquainted with the poetry of Francesco Petrarca (or Petrarch, 1304-1374). Most of the 366 poems in his
songbook or Canzoniere are sonnets on the subject of his love for the unattainable Laura.

The Tre sonetti were composed sometime in the years 1843-45. A sketchbook of 1843-44 contains no less than 171
melodies for the three Petrarch sonnets[1] — a sign that right from the start his involvement with this poetry was a quest,
rather than a sudden flash of inspiration. In a letter to Marie d’Agoult written in Dakd, Hungary, on 18 October 1846, he
refers to their publication:

Among my forthcoming publications, if you have time, you might have a look (after dinner) at the 3 Petrarch Sonnets (Benedetto,
etc., Pace non trovo, and I vidi in terra) for voice, and also very freely transcribed for piano, in the manner of Nocturnes! I think they
have come out exceptionally well, and are more perfect in form than anything I have published until now.

It is characteristic of the hectic productivity of these years that he continues this letter showing a very different side of his
musicianship:

During my stay in Hungary, I have collected a lot of fragments with which one could recompose the musical epics of this strange
country, of which I am becoming the rhapsodist. [...] Phew! That's quite enough of me, isn't it![2]

The characterization as ‘nocturnes’ is significant; with Chopin’s nocturnes (most of them written in the 1830's) they share a
certain debt to belcanto melody, which however in these Sonnets is more dramatic and declamatory than anything in
Chopin’s nocturnes. Well before this letter was written, on March 6, 1846, Liszt had played the sonnets in a concert in
Vienna, one in a marathon series.[3] Petrarca, by Andrea
del Castagno (ca. 1450)

DTS LA RRVS TETRL A

Versions and revisions

The Tre sonetti exist in four complete versions: two vocal, and two for piano solo. These four sets have been published in
the Musikalische Werke (MW).

voice and piano:
First version, comp. 1843-45? (LW N14 = S270/1 = R578a, MW vii/1)
This set was published by Haslinger in Vienna in 1846, shortly after the piano version. The vocal part is for tenor. All songs are in the key of
A-flat; the order is Sonetto 104, 47, 123).

Second version, 1864-82? (LW N14 = S270/2 = R578b, MW vii/3)

This thorough revision was published only in 1883 by Schott in Mainz under the title Tre Sonetti del Petrarca (deutsche Ubersetzung von P.
Cornelius) per Voce con accompagnamento di Pianoforte. The title page bore an illustration designed by Princess Carolyne Wittgenstein,
featuring a laurel branch and the words Ed il suo lauro cresceva col suo amor per Laura.[4]

In this version, the order is: Sonetto 47 (for baritone or mezzo soprano, D-flat); Sonetto 104 (for baritone, in E); Sonetto 123 (for baritone
or mezzo soprano, in F).

piano solo:
First version, comp. 1843-45? (LW A55/A102 = S158 = R10b, MW ii/5)
Its publication by Haslinger in 1846 preceded that of the vocal version.[5]

Second version (LW A55/102 = S161 = R10b, MWii/6, NLE i/7)
Published by Schott in Mainz, 1858, as part of the Années de pélerinage, deuxiéme année.

The two manuscripts presented here contain Sonnets 47 and 123 in the second vocal version.[6] This revision of 1864
shows a pronounced departure from the idiom of the ‘virtuoso years’. There is a general tendency toward greater simplicity;
the dramatic and sentimental expression is restrained, and the accompaniment is reduced to basic patterns. Liszt explicitly
referred to the style of his earlier songs as “mostly bloatedly sentimental, and often with an overloaded
accompaniment.”[7]

It is often felt that in this transformation too much may have been lost.[8] The second vocal version appeared with a delay
of almost twenty years, and Liszt had doubts whether his “much more subtle” interpretation of the poetry would be
understood by interpreters:

[...] to express the feeling which I have tried to breathe into the musical notation of these sonnets, would call for a poetic singer, in
love by an ideal love ... rarae aves in terris.[9]

When the revision appeared in print he wrote in very similar words to Princess Carolyne Wittgenstein:

I've tried to give the canto of these sonnets a finishing touch - and to make it as crystalline, transparent and adequate to the poetry
as I could. If they come into the hands of some amoroso tenor who is not vulgar, but gifted with a certain ideal of the heart - maybe
they will meet with some success. I hardly count on it, knowing how rare a sense of the ideal is - particularly among tenors, who are
keen on theatrical acclaim. Far and apart noble exceptions may be found - above all Adolphe Nourrit and Schnorr. Both have died in

the effort, still rather young![10]

http://www.nederlandsmuziekinstituut.nl/index.php?option=com_content&view=article&lang=en&id=620&Itemid=207 1/2



30-1-2018

Liszt Manuscripts: A Bicentenary Presentation - Nederlands Muziek Instituut

Sonetto 47, Benedetto sia 'l giorno »

Sonetto 123, I’ vidi in terra angelici costumi »

[1]
[2]
[3]
[4]
[5]
[6]
7]

(8]
[91
[10]

Mueller, The Lieder of Liszt, p. 170.

Liszt and d’Agoult, Correspondance, p. 1148-1149; this author’s transl.

Programs in Liszt and d’Agoult, p. 1130-1132

La Mara, Franz Liszt’s Briefe, vol. 7, p. 353; cf. vol. 4, p. 38.

The NG listing (LW) is confusing by including the sonnets in both versions under A55 (Années de pelerinage) and A102 (Tre sonetti).
See the inventarory of the NMI Liszt Collection for provenance.

Undated letter, probably early 1850’s, and probably adressed to the older composer Josef Dessauer (La Mara, vol. 2, p. 403); this author’s transl. Cf. Arnold, p. 415;
Hennemann, p. 193

Cf. Arnold, p. 416-420; Hennemann, p. 199.
Letter to Giuseppe Ferrazzi, May 1880; La Mara, vol. 8, p. 368; this author’s transl. Cf. Arnold, p. 416; Hennemann, p. 200

Letter dated 15-8-1882; La Mara, vol. 7, p. 353, 354; this author’s transl. Nourrit committed suicide when his health and voice declined; Ludwig Schnorr von Carolsfeld was
the first interpreter of Wagner’s Tristan, a role which reputedly killed him.

© Nederlands Muziek Instituut Disclaimer
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Commentary: Lodewijk Muns

The text of this sonnet consists of a series of blessings: of the moment and the place at which the poet was captivated by
his beloved, and of his own longing thoughts and the poems he has dedicated to her.

While there are four versions of the Tre sonetti as a set, Liszt has attempted no less than nine versions of this sonnet, over
a period of some fifty years.[1]

The manuscript shown here was probably written about the same time as its companion in the NMI collection, Sonnet 123,
which is dated June 1864. It has served as a source for the edition in Musikalische Werke (MW), beside the 1883 Schott
edition.[2]

For a detailed comparison of the various versions this web presentation is not the appropriate medium. What follows are a
few non-exhaustive remarks on aspects of notation, as this reflects the process of rethinking, and on some differences with
the edition in MW. Performers would do well to consult the manuscript as a supplement to the printed edition.

Where MW specifies the voice type as ‘Bariton oder Mezzosopran’, the manuscript merely gives ‘Canto Barytono’. However,
like Sonnet 123 (where no voice is specified), and unlike Sonnet 104 in MW, the vocal part is written in the G clef; if one
considers the relation of voice and accompaniment, performance at the written pitch is certainly justified.

In comparison with the first version, the vocal line is strongly reduced in ambitus, while generally following the same
contour. Typical of the extraverted character of the first version is a change Liszt made in the text, inserting the name of
Petrarca’s beloved:

Benedette le voci tante ch’io
chiamando il nome di Laura 0 sparte.

These lines were set with many word repeats. In the revision, the original line is restored:

Benedette le voci tante, ch’io
chiamando il nome di mia Donna 0 sparte.

“Blessed be all those many voices
in which I have called out my lady’s name.”

In Sonnet 104 too Liszt inserted the name Laura.

The manuscript as a whole shows rather clean continuous writing, apart from the bars on the third page that are pasted
over. Changes were made afterwards in cruder pen strokes. On the first page, Liszt had originally left the top staves empty,
as on the other pages. Without an actual introduction, he had started with simple accompaniment chords, a light ‘floating’
pattern which leaves the first beat unarticulated; this is no doubt an improvement over the hurdy-gurdy accompaniment of
the first version, though maybe somewhat frugal compared to the flowing accompaniment of the second piano version.
These three initial bars modulate rather bluntly into the key of D-flat Major. Since the third bar connects logically to the
fifth, with its D-flat tonic, the original contents of the thickly reddened fourth bar poses something of a riddle. The visible
notes were entered later, than amplified into the two bars at the bottom of the page, before being elaborated into the 72
bars on the top staves (for which Liszt had to erase the original title). Possibly this introduction was written at the same
stage as the similar connective bars between pages 2 and 3.

The two bars which are crossed out on the bottom staves, with the mark a, have no alternative in the manuscript. Evidently
the printed version (in which these two bars are broadened into four, with a written out rallentando) is based on a lost
separate leaf; it is likely that not this sketchy manuscript, but a clean copy has served as engraver’s copy.

The transition from page 2 to page 3 shows that the two bar unaccompanied phrase in the piano was originally just one bar
(erased). The following sentence (e benedette sian tutte le carte ov’io fama le acquisto) is one of the instances where
Liszt’s sense of prosody has failed; a misplacement of the word acquisto in the printed edition (MW) makes this even
worse.[4]

On page 3, the most notable discrepancy between this manuscript and MW is the high point (whole note) on lei: the
manuscript has no fifth (E) in the piano, and the voice hs two syllables placed on different pitches (le-i, e#-e; with a
crossed out ossia e-c#). Here the printed version seems less successful.
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The manuscript offers no alternative for the two bars which are crossed out at the end of this page. One might find the
transition offered by MW unsatisfactory (in fact, it strongly suggests a misreading by the copyist or engraver; one might
leave out the three chords preceding the continuation of the vocal melody in the piano).

It is interesting to observe how it is above all the beginnings, transitions and endings which have given Liszt cause for
rethinking. In the concluding bars MW follows the bars which in the manuscript have not been crossed out, appending
however a further six bars of voice with chordal accompaniment on the word benedetto.

Tre sonetti di Petrarca »
Sonetto 123, T’ vidi in terra angelici costumi »

[1] Mueller, p. 170; Peter Raabe (MW vii-3) had already mentioned other unpublished versions: an autograph of 1854, and a copy by Joachim Raff (apparently undated).

[2] See Kinsky, Musikhistorisches Museum von Wilhelm Heyer and the Inventory of the NMI Liszt Collection.
[3] The second of these four bars which are crossed out in red (a sixth chord) seems highly implausible; maybe it should should be 4/6?

[4] Certain problems Liszt had with stress and prosody have often been signalled, cf. Arnold, p. 405, and Mueller, p. 168.
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Commentary: Lodewijk Muns

In its second version for piano solo, this is by far the most popular of the three sonnets, somewhat similar in character to
the Liebestrdume and Consolations. In the poem (nr. 156 in Petrarch’s Canzoniere) the beloved is described as of such
angelic nature, that her tears and sighs produce a harmony which leaves nature stunned and confused. The wonderful
opening bars, marked dolce misterioso in earlier versions, with the left hand crossing the right, are simplified in this second
vocal version. Many will be disappointed by this change, which seems to sacrifice rather too much to the modesty which
had become Liszt’s ideal in song accompaniment. As in Sonnet 47, the vocal melody is drastically reduced in ambitus and
stripped of operatic extravagance.

The manuscript is dated Juni 1864, Madonna del Rosario (the monastery outside Rome which between 1863 and 1868 was
a periodic refuge for Liszt). Again, as in the case of Sonetto 47, there may have been a somewhat different fair copy
between this manuscript and the Schott edition of 1883. In the manuscript, the introduction breaks off on the smorzando
seventh bar; the version in Musikalische Werke (MW) (which is based both on the first edition and on this autograph)
continues with an overlap with the voice entry.

On page 2, the transition from the octave to the sestet of the sonnet seems to have given Liszt much thought. Earlier
versions have at this point a grand climax, supported by a harmonic cadence; there is thus an emphatic resolution, which
naturally flows over into a slow arpeggio upward, preparing for a restatement of the theme in the high register of the
piano. This time Liszt chooses for a more ambiguous and static harmonic scheme, in which he originally intended to keep
rhythmic activity constant; on second thought however he stopped the hammered chords and broadened the arpeggio; and
as one may see at the bottom of the page, eventually he stopped the motion on the final words e star i fiumi, in drastic
congruence with their meaning (“(made) the rivers stand still”). What in the three published earlier versions is a wonderful
moment harmonically (the exchange of the temporary tonic E for its lowered submediant C) seems for the composer to
have lost its charm; instead, he maintains a harmonically unresolved state, attempting twice a restatement of the theme in
the piano (as he had done before) on this unresolved harmony, before making a more radical and simple change by
composing the whole section as a simple chordal sequence with very slow declamation in the voice.

The pasted fragment on page 3 is loose in the middle, allowing for a peek at two earlier, rhythmically more active versions
of this passage (click on the image on the right). Most remarkable maybe is the fact that Liszt took the trouble of writing
out in full these different versions. Efficient working methods are not always a necessary condition for highly productive
genius.

On page 4 the pitches c#-d-d on foglia, by which the ascending line is continued, are preferable to the printed c#-b-d.

Tre sonetti di Petrarca »
Sonetto 47, Benedetto sia ‘l giorno »
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Liszt Manuscripts: A Bicentenary Presentation

Editorial remarks

The two letters and two music manuscripts here presented have the following inventory numbers: NMI 064/1A5 (Sonetto 47),
NMI 064/1A6 (Sonetto 123), NMI 064/IC1 (letter to Pierre Erard, 12-8-1924); NMI 064/IC14 (to Blandine and Cosima Liszt,
14-9-1855). For further data, see the inventory.

The transcriptions have been made along the same guidelines as in the previous NMI web publication of four letters to
Espérance von Schwartz. In this case however the transcriptions are offered in two versions. A transcription which is offered
separately follows the graphic appearance of the manuscript; in the transcription which is joined with the translation the

Liszt Manuscripts: A Bicentenary Presentation - Nederlands Muziek Instituut

= Introduction
« Letter to Pierre Erard

1824)

- Letter to Blandine and

Cosima (1855
= Contin. (2-4)
- Contin. (5-6

= Tre sonetti di Petrarca

original line divisions are not shown, and paragraphs are added. Additions between the lines have been marked with slashes; (1864)
in the 1855 letter, passages written in the margin are indicated with double slashes (//). Both transcriptions strictly follow the = Sonetto 47

manuscript, with the following reservations: - Sonetto 123

Liszt's few standard abbreviations have been silently completed (doubling the overlined m and n, de/du for d); accents and * Editorial & References

quote marks have been standardized. In spite of inconsistencies, capitalization follows the manuscript. No modernization was
applied to spelling (e.g. enfans); punctuation (to the extent that it is recognizable) has been maintained. Underlinings are
reproduced as such in the separate transcription, and replaced by italics in the transcription with translation.

The introductions provide a biographical context with the letters, and a few remarks on compositional aspects of the music
manuscripts.

Lodewijk Muns, March 2011
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