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“LISTEN, SALIERI - MY REQUIEM”:
MOZART’S REQUIEM IN RUSSIA FROM THE
BEGINNING OF THE 19TH CENTURY UNTIL 19171

Introduction: The journey begins
In 1802, two remarkable events took place nearly at the same time in

two largest Russian cities, Moscow and Saint etersburg. On the 5t of March,

two Moscow musicians, brothers Ivan2 and Mikhail3 Kerzelli, gave a concert

1 The issues raised in this article were first publicly presented at the International Confer-
ence «Musical culture of Russia and Austria: Dialogues and parallels» in Moscow in No-
vember 2018. I thank Prof. Irina Susidko for inviting me to present my paper, as well as
many other colleagues for their helpful comments and assistance of various kinds, includ-
ing Prof. Larissa Kirillina, Prof. Evgeniya Chigaréva, Dr Grigory Moiseev, and Dr Anna
Nisnevich. Finally, I am truly indebted to Dr Mikhail Lopatin for reading and reviewing
both a preliminary draft and the final version of this paper as well as for supporting me
over the past years. All translations in this article are mine unless noted otherwise. The
system of transliteration I have adopted is based on the Modified Library of Congress
system combined with the system used in the New Grove Dictionary of Music and Musi-
cians (London, 2001), excerpt for already established names and titles (e.g., Pyotr Tchai-
kovsky instead of Pétr Chaikovski, Aleksandr Ulibishev instead of Aleksandr Ulybyshev,
and the Petrovsky and Mariinsky Theatres instead of the Petrovski and Mariinski Thea-
tres, respectively).

2 A violinist and composer Ivan Frantsevich Kerzelli (1760, Moscow—1820, Moscow)
served as a violinist of the Znamenka orchestra and a musical director of the Petrovsky
Theatre, see more on him in: [73, 306-307].

3 Mikhail Frantsevich Kerzelli (probably 1755, Vienna-1818, Moscow) was known in Mos-
cow as a violinist and the author of numerous string quartets, violin duets, works for
Russian horn band, and four operas, including «Derevenski prazdnik» (Eng.: «The Vil-
lage Feast», 1777), see: [73, 307]. Similarly to Ivan, Mikhail belonged to a large family of
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«in the round hall of the Petrovsky Theatre»4, with the program that in-
cluded «the last work by famous Mozart called The day of judgement, A sa-
cred song»5. One month later, on the 6t of April, the Saint Petersburg Ger-
man Imperial Theatre® hosted a performance of «an oratory by Mozart called
“A pray for souls”»7. These concerts, advertised in such major Russian news-
papers as Moskovskie vedomosti [Moscow bulletin] and Sankt-Peterburg-
skie vedomosti [Saint Petersburg bulletin], formed an important part of a
newly emerging concert life of one of the most popular compositions written
by Wolfgang Amadeus Mozart, his unfinished Requiem Mass in D minor, K.
626. Immediately following the British premiere (in 1801)% and preceding

the French one (in 1805)9 by some 3 years, these performances started a new

musicians of Austro-Italian origin, the 'Kerzelli family', see among others: [70, 150; 73,
306-307].

4 A 'predecessor' of the Moscow Bolshoi Theatre, burned down in 1805, see at least: [44,
145; 45, 260].

5 Original: «mocsie/iHee counHeHHe c1aBHOTO Morapra, moj Ha3BaHueM: JleHb cyna, Ces-
IIeHHasl MecHb», in: [23, 247]. In this concert led by Ivan Kerzelli, a piano concert was
also performed by a certain G. Nerlich, see: [38, 255-256; 64, 279]. In the chronological
list composed by T. Korzhen’yants the concert is erroneously dated by 2nd of March, see:
[15, 393].

6 A private theatre maintained from 1799 to 1804 by the Privy Councillor G.G. Kushelev
in his house on the Palace Square; the building is now occupied by the Russian State Ar-
chive of the Navysee, for more information about the German Musical Theatre in Saint
Petersburg see: [6, 25, 221; 28, 122-123; 55, 71-72].

7 Orig.: «MorapToBa opaTopus, Ha3biBaeMas: “MoJsieHne o Aymiax’ », in: [10, 600]. The
wordbook mentioned in the announcement («free copies of the libretto of this oratory
will be distributed with every ticket», rus.: «B kaxxmom Ouere pasgaBaThes Oyer 6esze-
HEXKHO I10 9K3eMILISIPY CTHXOTBOPHOIO COUMHEHMS ceii opaTopum») is preserved in the
Russian State Library, see: Das Requiem zu W.A. Mozarts Musick nach dem lateinischen
iibersetzt. St. Petersburg: Gedruckt bey M. G. Iversen, [s. a.], shelfmark MK XII A6a/8.

8 The first British performance of the Requiem took place on 20t of February 1801 at the
Theatre Royal Covent Garden, see: [47, 12-15; 61, 84]. Compare also the extant wordbook
prepared by John Ashley: The Requiem, or Grand Funeral Anthem, composed by W. A.
Mozart [...] and L'Allegro, Il Pensieroso, written by Milton, and composed by G. F. Han-
del, as performed under the direction of Mr. Ashley, at the Theatre Royal, Covent Garden,
during Lent 1801, a British Library holding, shelfmark 992 i. 3. (4.).

9 According to the inscription on the title page of the score, prepared specifically for this
event, the concert took place on the 215t of December 1805 (the 30th of Frimaire in the
French Revolutionary calendar) at the Conservatoire de Paris; compare the exemplar kept
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Russian journey of Mozart’s masterpiece, whose diverse and multilayered
history I aim to trace in this paper.

The focus is on the pre-revolutionary Russian reception history of the
Requiem (until 1917), which will be examined through the lens of the recep-
tion theory proposed in studies by Robert C. Holub [59] and Mark Everist
[53; 541, in both effective (Wirkung) and perceptive (Rezeption) ways. I shall
start with an overview of the process of Requiem’s absorption into the con-
cert and daily life by using a sample of extant concert programs and an-
nouncements, and then examine a number of Requiem editions, transcrip-
tions, and arrangements issued in Russia throughout the 19t century, shed-
ding some light on the way Mozart’s masterpiece was creatively used in the
then current compositional process. After that, the focus of this paper will
switch to the 'recipients’ reaction', with a further study of various critical es-
says and reviews that cover both Requiem performances and editions. As a
result, I aim to recreate a multifaceted portrait of the Requiem’s complex 'af-
ter-life'ic in Russia, one in which a gradual change of its meaning and sound-
scape will be explored through the prism of the 19th-century cultural and so-

cial history of this country.

A bit of statistics: When and Where
Starting from the Moscow and Saint Petersburg premieres in 1802
and until the 1860s, the majority of Requiem performances took place in
Saint Petersburg. The crucial role in the popularization of Mozart’s master-

piece and its incorporation into the daily life of this political and cultural

in the Salzburg Bibliotheca Mozartiana: Messe de Requiem: Exécutée pour la premiere
fois a Paris, par le Conservatoire de Musique le 30 Frimaire an 13. cet ouvrage est précédé
d'un extrait de la vie de 1'Auteur, Paris, I'ITmprimerie du Conservatoire (shelfmark ISM-
Rara 626/25). More information about this edition in: [56, 333]. On this performance,
see also: [61, 84].

10 The term coined by Walter Benjamin and used in: [48, 155].
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centre was played by a newly founded organisation, Sankt-Peterburgskoe
Filarmonicheskoye Obshchestvo [the Saint Petersburg Philharmonic Soci-
ety].

The Requiem appeared for the first time within the annual Philhar-
monic concert seasons which took place during the Lent, namely on the 234
of March 18052, in the so-called Lionovii Hall®3, led by Guillaume-Alexis
Paris in cooperation with the famous Pridvornaia Pevcheskaia Kapella [the
Court Chapel Choir]4. After that, the Requiem became more and more inte-
grated into the Philharmonic repertoire, appearing nine times in different
concert locations until the 1860s (see Table 1 for the whole list of perfor-

mances; figure 1 represents the announcement of the 1828 performance).

11 The Society was founded in 1802 under the title Kassa muzykal’'nykh vdov i sirot [the
Benefit for musicians’ widows and orphans] at the discretion of various prominent mem-
bers, with the aim to raise money to support the widows and orphans of deceased musi-
cians of the Imperial Theatres, see: [1, 7-10; 28, 416418, 457-458; 60, 283].

12 Tnterestingly, the music historian and editor Nikolai Findeizen characterised this per-
formance in his 1906 description of the Russian performance history of Mozart’s music
as the Russian premiere [Rus.: «1mepBoe ucnosgHeHue Boobie» ], apparently unaware of
the two 1802 concerts. Moreover, he erroneously dated the 1802 performance in Saint
Petersburg to 6% of April 1808, see the next paragraph of his statement: «The second
“Requiem” performance took place three years later, on the 6t of April 1808» [«Bropoe
ncrnotHeHue “PekBruema” coCTOSIOCH Uepes 3 rojia, 6 anpensa 1808 r.» ], see: [40, 74-75].
13 The former Hall of the Philharmonic Society, now the Small Hall of the Saint Petersburg
Philharmonic, see more about it in: [1, 11; 3, 10-11]. All performances in this Hall were
marked by a pecular amphitheatrical disposition of musicians; the choir was located
within the amphitheater, the soloists in front of the ensemble, near the piano, see the
description published in 1806 by an unknown reporter of the prominent German-speak-
ing newspaper, the Allgemeine Musikalische Zeitung [General music newspaper]: «The
disposition of musicians is here amphitheatrical, and in the lowest half-circle there is
enough space for the soloists, the piano and several basses. The choirs stand in the centre
of the platform» [German original: «Hier sind die Sitze der Musiker amphitheatralisch
geordnet, und im untersten Halbzirkel ist Raum genug fiir die Solosanger, den Fliigel und
einige Basse. Die Chore stehen in der Mitte der Erhohung»], see: [49, 510].

14 Also known as «Pridvornye pevchie».
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Table 1. Mozart’s Requiem in Saint Petersburg Philharmonic Society concerts
from the beginning of the 19th century until the 1860s!5

date location conductor
23/03/1805 Lionovii Hall G. Paris
31/03/1823 Lionovii Hall
31/03/1825 Engelgardt House!6
22/02/1828 Engelgardt House
23/03/1832 Engelgardt House
12/03/1838 Zal dvorianskogo sobraniia”
10/03/1845 Engelgardt Hall K. Al’brecht
24/02/1849 Zal dvorianskogo sobraniia K. Al'brecht
14/03/1853 Zal dvorianskogo sobraniia K. Shubert
15/03/1856 Zal dvorianskogo sobraniia K. Shubert

1828 r.
Bt crapoii Qurapmonmueckoii Saxb

(y Kazamckaro MocTta),

Be Oyaymylo cpeny, 22 ®espais, Pmiapamonnueckoe OBIIeCTBO
HMBeTh UecTh ZATH BB IIOAB3Y MYSHIKAHTCKAXE BAOBH H CHPOTE

PERBIEMD,

cou. MomaprTA.

Bb koems Oyayrs mhrs coxo: r-ma Axexcadipuma Ielrapis i
r-ia HefiOnxs, rr. Ifefiouxs ® Tosu, a XopH: IT. IpHIBOPHHE
nbauie.

Hagazo BB 7 5acoB®.

bBuieT no 5 py0. MOmHO NOAYYaTh Bb MYSHKATHHOMD Marasumh
r. ITena, 8p Boxpmoft Mopckoit moxp Ne 116, a 22 ®Pespais — BB
yHOMARYTON 3axb.

Figure 1. the announcement of Requiem’s performance
on the 22nd of February 182818

15 The sources used for this table include: [1; 3; 51, 161-164].

16 A building, purchased in 1828 by Wilhelm Engelgardt, also known as «house of Kusov-
nikov»; it represented one of the major Saint Petersburg concert venues throughout the
19th century, see: [3, 8; 28, 506; 70; 60, xxiii].

17 The Hall of the Assembly of the Nobility, now the Great Hall of the Saint Petersburg
Philharmonic, see: [28, 280-281; 70].

18 The illustration is taken from: [3, 40].
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In addition to this specific series of concerts, the Requiem was also
performed as a part of other ceremonies and public events. To mention just
one, there is a report left by a French correspondent of The Manchester
Guardian that refers to a certain piano arrangement of this composition per-
formed at the commemoration of major losses sustained at the Siege of Se-
vastopol during the Crimean War in 1855:

«At last, M. Eckhart, impressed himself by the sadness of the scene
[...] began, in a subdued and almost muffled manner, to play the first bars of
the commencement of Mozart’s requiem! Nothing can describe [...] the effect
gradually produced. At first, the solemn and plaintive strains were not rec-
ognized; but little by little, all that the awful music recalled struck every in-
dividual imagination, and in a few minutes, that brightly lighted saloon, with
its sable clad hosts and visitors [...] was filled with silent weeping and smoth-
ered wail»19.

In Moscow, by contrast, the Requiem initially remained nearly un-
known, representing a kind of a musical 'rarity'. In 1828, the newspaper Mos-
kovskii telegraf [the Moscow telegraph], reported on a performance deliv-
ered on the 28t of March with the following words:

«It was with a deep sorrow that we had to listen to the torture of this
great musical composition! It is unforgivable for such an experienced con-
ductor as Mr. Nicholo that he decided to give this concert after only a single
rehearsal. Mozart’s music is so full of harmonies and melodies that even the
best artists cannot play it successfully at first try; without any doubt, a good
performance therefore cannot be expected when the orchestra consists of

mediocre musicians, and the choir — of bad singers»2o.

19 Discussed in: [61, 87].

20 Rus.: «C nMpUCKOPOUEM CJIBIIIAINA MBI TEP3aHUE CTOJIb CJIABHOTO My3bIKaJIbHOTO IIPO-
uspezenus! HempocrureabHo Ay I'-Ha Hukos10, 9TO IIpU Beeli CBOEH OMBITHOCTH, OH pe-
IITUJICS 1aTh TAKOM KOHIIEPT, C/IeJIaB OJTHY TOJIBKO peneTuriuio. B My3bike MomapTa cTosib
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In 1832, a correspondent of the Saint Petersburg newspaper Sever-
naia pchela [the Northern bee] informed his readers about another Moscow
concert that took place on 20t of March in the Bolshoi Theatre2!, emphasis-
ing that, «as competent amateurs and experts say, the performance was per-
fect. It is a large step forward for our Opera!»22.

In provincial cities, the Requiem was performed only episodically
during this period of time. A number of documents attest to a series of per-
formances delivered in 1839 in Nizhny Novgorod in the house of Aleksandr
Ulibishev23, as well as to a number of private concerts in the 1840s in Novo-
spasskoe (near Smolensk), in Mikhail Glinka’s estate24; presumably, several
other performances took place in the 1820s in Luisino (district of Kursk) by
Mikhail Vielgorski and in Novo-Mikhailovskoe (Tambov) by Alexey Verstov-
sky=s.

MHOTO TADMOHHH, CTOJIb MHOTO MEJIOJINH, UTO ¥ CaMble JIy4IllFe apTUCTHI ¢ TIEPBAro pasa
He CBITPAIOT ee yIauHO, CJIeJI0BATETbHO 0e3 BCAKOTO COMHEHUS, HEJIb35T O3KUaTh HIYETO
XOPOIIIaro, KOrja OPKeCTP COCTaBJIEH M3 MOCPEACTBEHHBIX My3bIKAHTOB, C BECbMa JIyp-
HBIM XOPOM IIEBUHX», in: [24, 526; 70].

21 «Mr. Varlamov, the second capellmeister and tutor of our opera company, gave Mo-
zart’s Requiem in his concert. Only the Russian artists sung» [Rus.: «I'. BapsamoB, BTO-
pOH KameJbMelcTep U PeNeTUTOp Halllel ONEPHOU TPYMIIBL, /IaBajl B CBOM KOHLEPT Mo-
mapToBo Requiem. Ilesu oguu Pycckue Aptucthl» |, see: [30].

22 Orig.: «I1o yBepeHH1IO ONBITHBIX JIIOOUTEEN U 3HATOKOB — HCIIOJTHEHUE ObLIO OT/IHNY-
Hoe. ATO yxke OOoJIBIIOH 1mar /i Hamrer Otmepsl! », see: [30]. More information about this
concert in: [39, 339].

23 In the foreword to his Mozart biography drafted in 1840, Ulibishev mentioned a few
performances of «several numbers from Mozart’s Requiem» during «last winter» [Orig.:
«Hamm merepOyprckuie Apy3bs He 0e3 yIUBJIEHUs IIPOUTYT IepedYeHb IJIaBHbIX COUMHE-
HUH UCIIOJTHEHHBIX TPOILION 3uMot0 B HuskHeM: [...] oTpbiBKHU u3 PekBuema Mormapra» ],
see: [25, 22]. See also Findeizen’s remark in: [40, 77].

24 N. Findeizen in his 1906 essay on Mozart’s music in Russia mentioned a series of con-
certs in Glinka’s house with the program which included Requiem arrangements by Ale-
ksandr Serov, see: [40, 78]. These arrangements can be found in the catalogue of Serov’s
compositions made in 1888 by Anatolij Molchanov: 10 unpublished arrangements for pi-
ano four hands (Requiem, Kyrie, Rex tremendae, Recordare, Confutatis, Lacrymosa,
Domine Jesu, Hostias, and Sanctus) dated from about 1843 to 1845 are listed in the cat-
alogue under the number 76, see: [22, 18].

25 References to these performances could be found in studies by Findeizen and Aloys
Mooser, see: [40, 68; 64, 280].
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This situation changed dramatically in 1859, as the piano virtuoso and
composer Anton Rubinstein2¢ founded a new concert organisation: Russkoe
Muzykal'noe Obshchestvo [the Russian Musical Society, RMO27]. Aiming to
contribute to «the development of musical education and musical taste in
Russia and to the encouragement of native talents»28, the RMO soon became
a major driving force behind the popularization of Mozart’s Requiem
throughout the whole country. From the 1860s until 1917, the piece was reg-
ularly performed as a part of the so-called Simfonicheskie Sobranija RMO
[Symphonic Meetings of the RMO] in Saint Petersburg, Moscow, Kiev, Sara-
tov, Mikolaiv, Kharkiv, Chisinau, Astrakhan, Tbilisi, Odessa and Kazan by no
less than Anton and Nikolai Rubinstein themselves, as well as Mily Balaki-
rev, and Nikolai Rimsky-Korsakov (see table 2 for the list of Requiem perfor-
mances organised by the RMO; see also the appendix for the list of all Reg-

uiem performances that took place in Russia until 1917):

Table 2: Requiem performances in concerts organized
by the Russian Musical Society 29

date city conductor short description

11/02/1962 | Saint Peters- | Anton Rubinstein | The RMO symphonic meeting
burg

19/01/1869 | Saint Peters- | Mily Balakirev The RMO symphonic meeting
burg dedicated to Aleksandr Dar-

gomizhsky

1873 Moscow The RMO symphonic meeting

23/03 or Moscow Nikolai Rubinstein | The RMO symphonic meeting

04/04/1873

26 In cooperation with the Grand Duchess Elena Pavlovna and Dmitri Stasov, brother of
Vladimir Stasov, see: [70; 60, 275-276; 28, 303-306].

27 In 1873, the Society received the title Tmperatorskoye' [Imperial].

28 Quoted from: [72, 83].

29 A number of sources was used to draft this table, including the following: [5; 12; 13; 26;

41].
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11/01/1875 | Saint Peters- | Eduard Napravnik | The RMO symphonic meeting
burg
15/03/1891 | Moscow Vasily Safonov The RMO symphonic meeting
23/11/1891 | Saint Peters- | Vasily Safonov The RMO symphonic meeting
burg dedicated to Wolfgang Amadeus
Mozart
23/11/1891 | Kiev A. Vinogradski The RMO symphonic meeting
13/02/1899 | Saratov The RMO symphonic meeting
18/03/1900 | Mikolaiv L. Shchedrin The RMO symphonic meeting
15/03/1901 | Kharkiv I. Slatin The RMO symphonic meeting
17/03/1901 The RMO symphonic meeting
16/12/1902 | Kishinev A. Ginit-Pilsudski | The RMO symphonic meeting
(Chisinau)
03/03/1903 | Kiev A. Vinogradski The RMO symphonic meeting
19/03/1903 | Astrakhan The RMO symphonic meeting
1903 Astrakhan The RMO symphonic meeting
28/01/1906 | Saint Peters- | Leopold Auer The RMO symphonic meeting
burg dedicated to the 150t Anniver-
sary of Mozart’s birth
26/01/1909 | Thilisi Z. Paliev The RMO symphonic meeting
26/03/1910 |Kazan R. Gummert The RMO symphonic meeting
25/03/1913 | Odessa V. Malyshevski The concerts given by students of
and the Music College at the Odessa
31/03/1913 Department of the RMO

Perhaps not coincidentally, nearly at the same time Mozart’s Requiem

has firmly settled in a new terrain of published scores issued in Russia.
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The Russian Requiem: a case study in three parts
Part one: piano transcriptions

In the 1860s Saint Petersburg, Vladimir Frackmann initiated a series
of piano transcriptions of popular vocal compositions written by famous Eu-
ropean composers, «Bibliotheque Classique et Moderne. Opéras, Oratorio,
etc. pour Piano seul», which included in its issue 26 Mozart’s Requiem, iden-
tified here as «oratorio»3° (see figure 2). This was probably the first piano
transcription of this piece ever printed for sale in Russia, although it presents
nothing but a reprint of the older version made by an unknown author in
1848 for the French philharmonic society, Société Des Concerts Du Conserv-
atoires.

This unknown author reduces a number of voices to a minimum,
omitting all difficult passages that might cause trouble for amateur pianists.
This reduction reproduced Mozart’s original score rather accurately, without
making substantial changes in its soundscape. A few solutions remain rather
controversial nonetheless. When transcribing the opening of the Introit sec-
tion (bars 1-7), the arranger focused on the string accompaniment only,
omitting the first four entries of the main theme performed by the wood-
winds, bassoons and basset horns. As a result, the two-dimensional sound-
space created by Mozart was reduced to a simple progression of chords (com-

pare examples 1a and b).

30 Requiem de W.A. Mozart, St. Pétersbourg, magazine de musique de V. Frackmann; for
the purpose of this paper, I used an exemplar held in the Russian State Library (shelfmark
MZ S 66/297).

31 Requiem de Mozart, Paris: Schonenberger, Editeur de la Bibliotheque classique et
dramatique des Pianistes, [c. 1848]; the edition was included in the anthology «Réper-
toire des morceaux d'ensemble executes par la Société des Concerts du Conservatoire»
(nr. 44), issued by Georges Schonenberger, see: [50, 394-396; 58, 109].
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Figure 2. the title page of the Requiem arrangement issued by V. Frackmann
(Courtesy of the Russian State Library)

Example 1a. W.A. Mozart’s Requiem KV 626, original version,
Introit (bars 1-7)
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Example 1b. W.A Mozart’s Requiem KV 626, issued in Saint Petersburg
by Frackmann, Introit (bars 1-7)

Adagio
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In 1871, another piano transcription of Mozart’s masterpiece was
published by the most prolific musical publisher in Moscow, P. Jiirgensons32.
This one was made by a professor of pianoforte at the Moscow Conservatoire

and a former student of Franz Liszt, Karl Klindworths33 (see figure 3).
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W. A. Mozart.

Arrangé
POUR PIANO SEUL

par

K. Klindworth.

St.-Pétershourg, chez J. Jurgenson.
Varsorie & Kiew, ches L, [dzikowski.
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Figure 3. The title page of the Requiem arrangement by K. Klindworth
(Courtesy of the Russian State Library)

32 Requiem de W.A. Mozart. Arrangé pour piano seul par K. Klindworth. Propriété de
I’éditour P. Jurgenson, Moscow, Leipzig, [s.d.] (the Russian State Library holding, shelf-
mark MZ 62/685). See more information about Petr Jiirgenson’s company in: [4; 17, 53—
57; 19].

33 Klindworth took private lessons from Franz Liszt during his stay in Weimar, from 1852
to 1854, see: [74].
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In a manner somewhat similar to his teacher’s dramatic and powerful
transcription of the Confutatis and Lacrimosa movements (186534), Klind-
worth’s version reveals a different approach towards Mozart’s score from the
one analyzed above. Aided by a high number of expression marks, this tran-
scription seeks a virtuoso and picturesque rendition of the original score, yet
at the same time following as closely as possible all melodic lines written out
by Mozart. In the opening Introit, only the last entry of the main theme per-
formed by the second bassoon is omitted; everything else is replicated with-

out any significant changes (compare examples 1a and 2).

Example 2. W.A. Mozart’s Requiem K. 626, arranged by K. Klindworth,
Introit (bars 1—7)
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Part two: vocal scores.

Nearly at the same time, the Saint Petersburg library of the Evangeli-
cal Congregation issued for sale a vocal score of Mozart’s composition, ac-
companied by a translation of the Latin original into Russianss (see figure 4).

Printed in Leipzig by Breitkopf and Hartel, this edition forms part of

a large international project initiated by the Baltic-German physician Georg

34 Zwei Transcriptionen «Confutatis et Lactymosa» aus Mozart’s Requiem fiir Piano von
F. Liszt, Leipzig: C.F.W. Siegel, 1865.

35 Mozart’s Requiem. With a simplified accompaniment for piano or organ, arranged by
A. Henselt, translated by A. Maykov, in Saint Petersburg: In the evangelical library [Orig.:
PexBuem MorapTta. C yIpoIlieHHBIM aKKOMITaHEMEHTOM Ha OpraHe Wiu Ha opTenuaHo,
akkoMmnaHeMeHT A. 'eH3esbTa, nepesokeHue Tekcra A. MaiikoBa. B Cankr-IlerepOypre:
B eBanrennueckoii 6ubuoreke]. The first issue is undated; the exemplar used in my pa-
per (holding of the Salzburg Bibliotheca Mozartiana, shelfmark Rara 626/13-1) was pub-
lished in 1871.
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Julius von Schultz3¢. In an attempt to present Mozart’s «divine work» in «7
different languages and editions»37, and in a much more facile and accessible
piano version as compared to some previous editions that he deemed too
complex38, Shultz and his instructor, the Russian pianist of German origin
Adolf Henselt39, simplified the accompaniment, and the latter revised the fi-
nal version after its completion4°. What emerged from this collaboration was
perhaps the simplest transcription of the famous score4!. Schultz and
Henselt kept unchanged just the basic frame of Mozart’s original, getting rid
of all orchestral lines that seemed excessive to them. In doing so, they created
an idiosyncratic paraphrase in which the original soundscape created by Mo-
zart and then Silissmayr is often hardly recoverable.

To give just one example: in the opening section of the Introit, they outline

all entries of the main theme in a way similar to Klindworth’s transcription

36 Rus.: Erop Xpucrtuanosud ¢on Illysbi, also known as Dr Bertram; see more details
about him in: [46; 63].

37 Orig.: «in 7 verschiedenen Sprachen und Ausgaben»; a fragment from Schultz’s letter
to his daughter on 11th of February 1871, published in a form of the so-called 'list of
memory' ('Erinnerungsblatt’) and included in one of the later reprints of this edition (see
the exemplar from the Salzburg Bibliotheca Mozartiana).

38 According to Schultz, «the accompaniment [of all editions issued before] could only be
performed by great virtuosi» [Orig.: «weil die Begleitung nur fiir groBe Virtuosen ausfiih-
rbar war»], see the letter to his daughter mentioned above. In the Russian edition, this
comment was included in the foreword (with some additional remarks).

39 See bibliographical references in: [52; 56; 71, 201-205]. See Natalia Keil-Zenzerova’s
detailed study of Henselt’s life and works in: [62].

40 Compare the relevant passage from Schultz’s letter written on 11.02.1871: «I simplified
it [the piano accompaniment], following Henselt’s instructions; then, he revised my ar-
rangement» [Orig.: «Da vereinfachte ich sie nach Henselt’s Angaben; dann korrigierte er
meine Bearbeitung»].

41 According to a review printed in 1866 in the Revalsche Zeitung, the accompaniment
«can be performed by any organist, as its tempo is mostly slow. Many pieces can be played
at sight; others need some practice» [German: [Die Begleitung] «wird wohl von jedem
Orgelspieler ausgefiihrt werden konnen, indem das Tempo meist langsam ist. Viele Stii-
cke spielt man vom Blatte weg, bei anderen wird einiges Ueben nothig sein»], quoted in:
[62, 342].
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(compare example 3 with the original version in example 1a and Klind-
worth’s version in example 2), but transform the accompanying quavers into

a simple chord sequence.

PEKBIEND MOLAPTA

b YIPOUEHHDIMD AROMINHEMEHTOMD HY OPPAHS
[0 By OOPTENLAHO,

AROMIAHEMEHT' L.

A TEO3EIBTA

NEPEJOREHIE TERCTA

A. MATTKOBA.

BD CAHKTIETEPBYPI'S,

Bh EBAHTEANYECKON BUBJIOTERE.

Figure 4. The title page of the Requiem vocal score by G. Schultz and A. Henselt (Cour-
tesy of the Bibliotheca Mozartiana Salzburg)

Example 3. W.A. Mozart’s Requiem K. 626, piano reduction by G. Schultz and
A. Henselt, Introit (bars 1-8)

Adagio
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Even more significant is that there is a Russian translation of the

Latin text. Seeking to produce an accurate, clear, and smooth translation, the
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team cooperated with one of the most established Russian poets of that time,
Apollon Maykov. His main goal was «to find open vowels for high notes and
figurations» in order to simplify the performance42, which Maykov accom-
plished by replicating the rhyme and metre of the original and replacing all
close or mid-close 'soft' vowels like 'e' and 'i' (especially stressed or those set
to high notes and/or virtuoso passages) by more easily vocalized 'hard' vow-
els like 'a' or '0'43. This can be seen in the Russian translation of the Kyrie,

for instance, which uses accented '0’s' and 'a’s' throughout the text (written
in bold):

Latin origi- |Version by Maykov
nal

Kyrie eleison | Gospodi, podatel’ blag
Christe eleison | Bozhe, podatel’ blag

This attention to sonic properties of the text, namely to certain vowel
patterns in the translation, often results in bringing inevitable changes to the
actual meaning of the Latin original. As the common Russian translation of
the prayer Kyrie eleison, Gospodi, pomiluj, Hriste, pomiluj (Lord, have
mercy, Christ, have mercy) accentuates the 'soft' vowel [i] (pomiluj, Hriste),
Maykov is forced to change these words in order to make it more 'singable':
Gospodi, podatel’ blag, Bozhe, podatel’ blag (Lord benefactor, God bene-

factor).

42 The remark given in the preface to the German version [German: «Die Verfasser der
neuen Ubertragungen haben sich méglichst bemiiht, fiir die hohen wie figurierten Téne
volle Vokale zu finden»].

43 For more information on 'hard' and 'soft' vowels and their performance in Russian mu-
sic, see: [66, 7—22].
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Piano et chant.

JMoscou e P Jurdenson,
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Pour Piano salo 50 c.

Figure 5. the title page of the Requiem vocal score issued by P. Jiirgenson
(Courtesy of the Russian State Library)

Jurgenson published yet another vocal score of the Requiem with a
different Russian translation in 189044 (see figure 5). The piano accompani-
ment is almost an exact replica of the earlier Schultz-Henselt version. In the
Introit opening section, for instance, the anonymous transcriber slightly
changes the string accompaniment in order to bring it closer to Mozart’s
original; the exposition of the main theme, though, is borrowed verbatim

from Schultz’s and Hernselt’s arrangement (compare examples 3 and 4).

44 Requiem de W.A. Mozart. Piano et chant. Moscou chez P. Jurgenson, Moscow: 1890.
In this paper, I examine the exemplar from the Russian State Library (shelfmark MZ D

69/73).
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Example 4. W.A. Mozart’s Requiem K. 626, piano reduction by an unknown au-
thor (printed by Jiirgenson in 1890), Introit (bars 1-7)

Adagio
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The translation of the Requiem text written by the famous poet
Afanasy Fet is conceptually close to the earlier Maykov’s version as well, in
that it similarly aims at reproducing the rhyme and metre of the Latin origi-
nal. Fet was keen on preserving the core meaning of the Latin text, however.
For the two opening lines of the Introit, Requiem aeternam Dona eis
Domine et lux perpetua luceat eis (Rest eternal grant unto them, Lord, and
let light perpetual shine upon them), both Maykov and Fet proposed a fairly
accurate translation which followed the Latin text with no dramatic change
of meaning, but while Maykov used a more picturesque synonym tihij
(soft/quiet) in his description of the 'eternal light', Fet renders this passage

quite literally as svet vechnosti (eternal/perpetual light):

line | Maykov’s ver- |English trans- |Fet’s verison English trans-
sion lation lation

1. Verchnogo po- Eternal rest grant | Vechnyj upokoj Eternal rest
koya unto them, Lord! |nisposhli Ty im, grant unto them,
podaj Ty im, Gospodi, Lord,
Gospodi!

2. Da tihij svetitim | and let soft light |Isvetim vechnosti |and let perpetual
svet s mirom shine upon them | da vossiyaet. light shine upon

in peace them.

Part three: an orchestral arrangement
In 1832, the Saint Petersburg newspaper Severnaia pchela mentioned
in its review of the capital’s cultural life a performance of a new play that took

place «<on Wednesday, 27th of January, at the Bolshoi Theatre»: «Mozart and
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Salieri», the 'dramatic scenes' written by the famous Russian poet Aleksandr
Pushkin4s. This poetic drama, drafted in 1826, was based on a number of
reports printed in European newspapers after Salieri’s death in 182546, It was
finished in 1830 and then published in 1832 in the literary almanac Severnye
tsvety [the Northern Flowers]. Throughout the 19th century, it remained one
of the least performed dramatic plays of Pushkin, staged for the first time in
1832, and then in 1840, 1887, 1889, 1892, 1899, and 1900 in Saint Peters-
burg, and in 1854 in Moscow47.

This text was set to music in 1897 by the Russian composer Nikolai
Rimsky-Korsakov48. In his rendition of Pushkin’s story, Rimsky-Korsakov
incorporated a number of quotations from several Mozart’s compositions
(including Requiem) into his experimental opera49. Among those, there is
one excerpt from the Requiem: the first section of the Introit (bars 1-14).
Marking the climax of the whole operas°, the Requiem fragment is repro-
duced in its original key (D minor) and with the same scoring (performed by

the full orchestra and choir). Nevertheless, its soundscape is different.

45 See: [36; 37]. The Big Stone Theatre of Saint Petersburg [Rus.: Boabmoit KameHHbIM
Teatp] was the principal Russian theatre until 1886.

46 See among others: [32, 1160-1161].

47 Significantly though, it was the only Pushkin’s poetic drama staged during his lifetime;
more information about these productions, see: [8, 28].

48 According to the handwritten piano transcription, the work was finished on the 5th of
August 1897, see: [7, 1012; 65].

49 Cherubino’s arietta Voi che sapete from «Le Nozze di Figaro» (the incipit of the main
theme, incorporated into Mozart’s arioso from the first scene of the opera) and Zerlina’s
air Batti, batti, o bel Masetto from «Don Giovanni» (an arrangement of the main subject
for violins and viola, played by a blind violinist in the first scene); both episodes are dis-
cussed in Evgenia Chigaréva’s article: [43, 48—49].

50 According to the libretto, Mozart plays his Requiem to Antonio Salieri after having
taken the poison, immediately after the key words of the second scene: «Listen, Salieri —
my Requiem» [Orig.: «Caymaii sxe, Cayibepu, Mol PekBuem» ].
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Since Rimsky-Korsakov’s 'dramatic scenes' were meant to be per-
formed in a private opera houses* and were therefore written for a chamber
orchestras2, several instruments were excluded from the original (Mozart’s)
score: the basset horns were replaced by a flute and an English horn; the
second bassoon by a clarinet. In addition, Rimsky-Korsakov added the piano
part, which is basically a reduction of the full score similar to the ones issued
in Russia earlier (see example 5). This is the piano that Mozart uses while on
stage to play his Requiem.

Example 5. N.A. Rimsky-Korsakov’s Mozart and Salieri, scene two:
Requiem by Mozart (bars 1-7).
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5t The first performance took place on 7th December 1898 in the small Solodovnikov The-
atre in Moscow.

52 The handwritten score consists of one flute, one oboe (sometimes replaced by an Eng-
lish horn), one clarinet, one bassoon, two French horns, piano, and strings, see the auto-
graph preserved in the Saint Petersburg National Library (shelfmark 640, nr. 32).
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Moreover, he re-orchestrated the choir exposition (bars 8-14), rein-
forcing the voices by the “most natural” mixtures of string and woodwind
instruments (as the composer himself called them in his own «Principles of
Orchestration»):53 the soprano is duplicated by the flute and violins, the alto
— by the English horn and violinss4, the tenor — by the clarinet and the first

violas, and the bass — by the bassoon and second violass5 (example 6).

Example 6. N.A. Rimsky-Korsakov’s Mozart and Salieri, scene two:
Requiem by Mozart (bars 8-14).
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53 This study, initiated in 1873, remained unfinished by the composer himself; in 1913, it
was edited and published by Maximilian Steinberg, see: [34]. English translations are
taken from the following edition: [68].

54 The second violins are divided into two groups.

55 Compare with Rimski-Korsakov’s own characteristic: «The most natural duplication in
unison of women’s voices is performed by violins, violas, clarinets and oboes; that of
men’s voices — by violas, cellos, bassoons and horns» [Rus.: «Haubosiee ecrecTBeHHbIE
Y/IBOEHUS KEHCKHX 0JIOCOB B YHHUCOH JAI0T CKPHUIIKH, aJIbThI, KJIAPHETHI U TO00U; yABO-
€HHS MY’KCKHX T0JIOCOB — aJIbThl, BUOJIOHYEH, (paroThl U BaJITOPHBI» |, see: [68, 122

123].
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In his 1898 review of Rimsky-Korsakov’s opera published in Russkaia
muzykal’'naia gazeta [the Russian Musical Newspaper], a certain J. Kurdi-
umov correctly observed that « in accordance with stage development, Mo-
zart plays an excerpt from his Requiem on piano; it means that the choir —
even ad lib. — is not necessary in this scene. The point is, however, that not
only Mozart himself, but also to a considerable degree Salieri (as an experi-
enced and talented musician who was familiar with Mozart’s creative work)
are able to imagine what the relevant excerpt will sound like when it is per-
formed by the orchestra and choir»5¢. The Requiem quotation in Rimsky-
Korsakov’s opera therefore belongs to the imaginable: Mozart and Salieri on
stage, and Rimsky-Korsakov in his score, all hint at the full sound of Mozart’s
legendary masterpiece.

Adopting the Requiem to a new performance situation, Rimski-Kor-
sakov created, whether consciously or not, his own interpretation of this
work, replacing the original soundscape with a new one, modern and very
personal. In a manner similar to the Russian arrangers of the second half of
the 19th century (Klindworth, Schultz, Henselt, but also Maykov and Fet), he
managed to create his own Mozart’s Requiem, one in which the original

sound overlaps with his own compositional style.

56 Orig.: «ITo crieHnYecKoOMy XOAy JlelcTBUsA, MomapT urpaeT Ha (popTenruaHo OTPHIBOK
13 cBoero PexBrema, Tak 4To HUKAKOTO xopa xots 0wl ad lib. 3;ech He Tpebyertcs. Jleo,
OJIHAKO, B TOM, YTO He TOJIbKO cam MoIapt, HO B 3HaUNTe/IbHOM cTerieHn u Casbepu (Kak
ONBITHBIA M TAJAHT/IMBBIA My3bIKAaHT, K TOMY K€ OTJIMYHO 3HAKOMBIH C XapaKTepOM
TBOpYECTBA CBOEr0 TeHHAaJIbHOTO Jpyra) MOXKeT cebe npedcmasums, Kak OyZeT 3By4aTh
JIAaHHBIA OTPHIBOK PekBrEeMa B UCIIOJTHEHHH X0pa U OpKecTpa», see: [18, 1114]. Emphasis
mine. The same approach towards Rimsky-Korsakov’s version is proposed by S. Keefe:

[61, 34].
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Non-Russian Mozart’s Requiem

In the second half of the 19th century, there appeared a more critical
reception of Mozart’s Requiem. Some debates focused on the controversial
Requiem-Streits7. To give just one example — in his 1885 review of Requiem’s
performance, a certain A.F. wrote: «Concerning the second part [of the Reg-
uiem], it is [...] rather long and cold. There is some reasons to believe that
this part was completed by his [Mozart’s] student, StiBmayer»58. Unaware of
the circumstances surrounding the Requiem origins9, however, Russian mu-
sicians and critics preferred not to dwell too much on this theme. Their focus
was rather on stylistic features of the original and its sound.

In 1861, Mily Balakirev noticed that the orchestration of this work is
imperfect since the trombones roar incessantly, duplicating vocal parts. The
trombones are not even provided with their own staff; instead, the score
simply shows that the alto trombone plays what the altos sing, the tenor
trombone duplicates the tenors, and the bass trombone — the basses®0. As

you can see, the sopranos remain [the only voice] without any support. It is

57 The European criticism is described in: [61, 44-65].

58 Rus.: «UTo KacaeTcsi BTOPOH YacTH, TO OHa [...] pacTaHyTa u X010/1Ha. ECTh OCHOBaHue
JlyMaTh, 9YTO 3Ta YacTh ObLJIa 3aKOHYEHA €ro Y4eHUKOM, 31occMariepom], in: [2, 71].

59 For a long time, the main source of information about Requiem origins was Otto Jahn’s
«Biographie Mozarts» — and only in German. The first Mozart Biography in Russian was
published in 1890: this was Ulibishev’s book, originally published in 1843 in Dresden,
with the attached appendix, «A detailed overview of discussions around the authenticity
and historical origins of Mozart’s Requiem» [ «I13J103keHH€e TTOJIEMUKH O TTOJTAHHOCTH U
00 CTOpUYECKOM IMpoucXokaeHnu PekBuema Momapra» ], translated by Modest Tchai-
kovsky and edited by Herman Laroche: [25, 113-135].

60 Presumably, Balakirev owned one of the 'classical' Breitkopf & Hartel full orchestra
versions issued in 1800 in Leipzig and re-issued in 1801 and in 1812, since it is the only
19th-century printed score without separate trombone parts: Oeuvres complettes. [2. Abt.,
Partitions en 2 Cahiers], No. 1, Messe de Requiem. [2. Abt., Partitions en 2 Cahiers], No.
1, Messe de Requiem. W. A. Mozarti Missa pro defunctis: Requiem, Leipzig: Breitkopf &
Hartel, [1800]; in all variant editions printed until the 1860s, the trombones are incorpo-
rated into the full score: see, for instance, the edition prepared in 1827 by Johann André
in Offenbach (W. A. Mozarti Missa pro defunctis: Requiem, Offenbach a/M, Joh. André,
[1827]).

41



Cmapunnas my3ssika

a grave mistake to allow such inequality of voices. — the idea I have is that
the sopranos must be reinforced by a Trompette a clef or even Cornet a pis-
tons, since their sound is not so sharp, it is a flexible instrument whose sound
will not stand out from that of the choir, but will only reinforce the sopra-
nos»61,

Vladimir Stasov, one of the most respected Russian critics, pointed
out that «the whole Requiem idea is entirely wrong [...]. Mozart misunder-
stood his task, and was not able to understand it properly, to the extent that
[...] he created the whole movement out of the words rex tremendae majes-
tatis. How foolish! It is no more than a simple address in a letter: “dear sir!”
Is a letter supposed to consist of nothing else but “dear sir”, repeated a hun-
dred times? The emphasis here falls on salva me! And all Mozart does is just
give them a couple of bars somewhere near the end. What nonsense! He
could have repeated salva me a thousand times — and it would be still com-
prehensible. “O King of tremendous Majesty, save me, save me, save me”.
And what is this? Hundreds of “rex tremendae majestatis” and then, casually

and almost incidentally: “save me”¢2,

61 Orig.: «B opKecTpOBKe eCTh Y?KaCHBIM HEOCTATOK B Pa3MelleHUH TPOMOOHOB, KOTO-
pble TTouTH 6e3 YMOJIKY PEBYT, AyOupys MapTUU rojIocoB. [[jisi TPOMOOHOB /1axke He BbI-
MIICAHO OT/EIbHBIX TAPTUH, a B TAPTUTYPE IIPOCTO O3HAYEHO, UTO TpOMOOH-aIbT UTPAET
TO, 4TO MOT AJbTHI, TeHOp ¢ TeHOpoM u bac ¢ 6acamu. Kak BunuTe, Corpano ocraercs
06€30 BCSKOTO MOJJIEPKUBAHUA. JTO OOJIBIION MPOMAaX JOIYCTUTh TaKOEe HEPABEHCTBO
Macc. — f mpujrymas, 4To cjieiyeT BMecTe C TPOMOOHAMU ITyCTUTD JJIs YABOEHUS TapTUU
CompanoB Trompette a clef mim eme Cornet a pistons, moToMy 4To 3BYK €ro He TaKOU
pe3Kui, OH OYeHb T'MOKWUU WHCTPYMEHT, U 3BYK €ro He OyZET BBIIABAThCA U3 XOpa, a
TOJIBKO ycuauT 3HauuTesbHo Companbi». The quote is taken from Balakirev’s letter to
Vladimir Stasov written on the 314 of August 1861, published in: [27, 139].

62 Rus.: «y Bcero aToro PekBrema BoBce He TOT MOBOPOT [...] MomapT 710 TOro He HOHUMAJT
CBOEH 3aJ1a4 U HE B COCTOSHUU OBbLT IMOHATS [...], YTO, HAITPUMED, OH IEJIBIN HOMEP HC-
MIOJTHWJT cloBaMu: rex tremendae majestatis. Kak riryno! Ho Bezib 3T0 He 60JblIe, KaK
oOpallieHre B IHChME: “MIJIOCTUBBINA Tocyaapb!” Pa3Be mMUChMO MOXKET COCTOSATH BCE U3
CJIOB: “MHJIOCTHUBBIH rocyZiapb’, CTO pa3 MOBTOPEHHBIX? Bee ziemo B cioBax: salva me! A
MouapT UM Aaj Kakue-TO Iapy TaKTOB, I7le-TO Ha KOH4YHKe. UTo aT0 Takoe! /la Beib 3TO
yrcTas HesiennocTs! OH Mor ObI IOBTOPUTH THICAYY pa3 — salva me, 1 3T0 6bLIO OBI TO-
HATHO. “O 1aph CTPAITHOTO BEJIUYHS, CIIaCH MEHs, CIIaCH MeHs, CIIaCH MeHs . A TO UTO
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Pyotr Tchaikovsky reviewed the 1873 performance®s, noticing that
Mozart’s Requiem «cannot be regarded as his best work. [...] Mozart did not
have enough space to display his most striking quality, namely the art of mu-
sical characterization. On the other hand, he also lacked that strong and pro-
found religious feeling which is so essential for composing sacred music.
That explains why some movements of his Requiem come across as rather
dry»%4,

Another reviewer, complaining about the lack of enthusiasm for the
event, emphasised that the concert program «represents an interesting com-
bination [of pieces], so it is certainly a shame that the Moscow audience had
no respect for it, and that the hall remained half empty»%5. The «interesting
combination» mentioned by the unknown critic was the following®¢:

Ludwig van Beethoven: Leonora Ouverture (nr. 3), op. 72
Felix Mendelssohn-Bartoldi: Violin concerto, op. 64
F. Liszt: Phantasy on Hungarian folk theme, S. 123

Mozart: Requiem

9T0? 100 pa3 “rex tremendae majestatis”, ¥ MOTOM KaK-TO BCKOJIb3b TOYHO I10 HEYASTHHO-
ctu: “cracu MeHs!”», Stasov’s response written on the 12th of August 1861, see: [27, 144~
146].

63 The RMO concert given by Nikolai Rubinstein in Moscow on the 23t of March, see:
[33, 415].

64 Orig.: «3HaMeHUTHIN ero “PexBruem”, HaIlMCAaHHBIN IE€pPEJ CAMON CMEPTHIO, HEIb3S
MIPU3HATH JIYYIIINM €ro mpousBeeHueM [...] B “PekBueme” Monapty Her/ie ObLIO pa3Bep-
HYTh CBOET0 HanOoJIee SIPKOr0 Ka4ecTBa — UCKYCCTBA My3bIKaJIbHOU XapakTepucTuku. C
JIDYTO¥ CTOPOHBI, €My HEZIOCTAaBaJIO CUJIBHOTO, IVTyDOKOTO PEJTUTHO3HOTO YYBCTBA, CTOJIb
HEeOOXOTUMOTO JIJISI COUMHEHUS IEPKOBHOU MY3BIKA. ITUM OOBACHAETCS HEKOTOPAsi Cy-
XOCTh MHBIX UacTel ero “PexkBuema’», see: [42, 142-143]; the translation is adapted from
the online edition of Tchaikovsky’s critical works: [75].

65 Rus.: «Heuero v roBOPUTH O TOM JI0 KAKOI BBICOKOH CTEIIEHU MHTEPECHOTO MPEe/ICTaB-
JisteT co0OM 5Ta KOMOWHAIMS, U IIO3TOMY HeJIb3s1 He MO0KaJIeTh UCKPEHHO O TOM, UTO
MOCKBUYHM OTHECJITUCh HA 3TOT Pa3 K JIeJIy HACTOJIBKO XOJIOAHO, UTO 3aJl COOpaHUsA ObLI
IIOJIy-IIyCT», in: [33, 416].

66 According to the concert program given in: [26, 10]; see also Rimski-Korsakov’s remark
in his «Letopis’»: [67, 105-106].
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In fact, the majority of Requiem performances that took place in the
second half of the 19th century across the whole country were incorporated
into concerts with a similarly 'mixed' program that juxtaposed Mozart’s com-
position with contemporary works written by Russian composers. From
1860 onwards, for example, it was often performed side by side with a) Rim-
sky-Korsakov’s First Symphony op.1 in E-flat minor (in 1865, this sym-
phony’s first performance)®’, b) Tchaikovsky’s Second symphony op. 17in C
minor (in 1873, first performance)%8, ¢c) Anton Rubinstein’s Fourth sym-
phony op. 95 in D minor (1875, first performance)®, d) Aleksandr Borodin’s
First symphony in E-flat major (in 1877)7°, and e) Sergey Taneev’s orchestral
overture «Oresteia», op. 6 (in 1891)7L. In other words, Mozart’s famous set-
ting was used essentially to attract attention and draw the audience to an
event.

And yet this approach also brought other, perhaps completely unex-
pected, results. Putting Mozart’s masterpiece side by side with newly written
compositions allowed for hearing the extreme stylistic divergences that sep-
arated this classical work from the modern music. Mozart’s piece must have
sounded archaic and old-fashioned against the backdrop of Russian contem-
porary music. And yet near the turn of the century, Mozart’s score was so

often re-arranged for different instrumental ensembles72. The majority of

67 The concert of the Free Music School on 19th of December in Saint Petersburg, led by
Balakirev, see: [15, 364; 67, 61].

68 See: [26, 8; 33, 415].

69 On the 11th of January, see: [40, 75].

70 On 25t of January 1877, see: [9, 153; 16, 440; 67, 186].

7t See: [13, 587].

72 Worth mentioning is also the arrangement for the wind orchestra (accompanied by a
double-bass and harp) prepared by M. Vladimirov, which was repeatedly performed from
1898 to 1900 as a part of the Public concerts organised in Saint Petersburg by Count A.D.
Sheremetev, see: [11, 15; 29, 134; 31, 22-23, 25].
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these arrangements were in fact received with considerable enthusiasm and
warm welcome7s.

The reception history of Mozart’s Requiem in the 19t century Russia
could not but regard this work a musical symbol of the past era embedded in
rather different contexts (social, historical, and confessional). The Latin text
of the original intensified this effect, as it was hardly understandable for the
Russian audience?4. Hence comes a large number of transcriptions, arrange-
ments, translations, and re-orchestrations produced in order to bring this
classical masterpiece in concordance with Russian traditions and Russian
cultural life. In its original form, it becomes a part of Russian concert life
only in the 20t century, after the World War I and the Russian Revolution.

But this is a completely different story.

73 One performance of the arrangement mentioned in the previous footnote, that took
place on 7th of March 1899 in the Kononov Hall in Saint Petersburg, was characterised by
an unknown reviewer of the Russian Musical Newspaper with the following words: «The
organisers of these concerts must be given their due because the idea to make large-scale
classical works — well-performed — available for the audience, is ought to be encouraged
and endorsed. The [reaction of the audience] has already proved it: there were no free
seats, and the listeners were indeed in the great creation of Mozart» [Rus.: «Hy:kHo oT-
JlaTh IIOJIHYIO CIIPABEJIMBOCTh YCTPOUTEAM STHUX KOHIIEPTOB, UYTO MBICIIh 3HAKOMUTD
myOJIMKY ¢ KPYITHBIMH KJIACCUUECKUMHU MMPOU3BEIEHUAMH, IIPU TOM B HaJIJIeKallle-y/10-
BJIETBOPUTEJIBHOM HCITOJIHEHUH, 3aCITyKUBAET BCAKOM ITOXBAJIbI U 0/100peHus. ITybirka
3TO J0Ka3ajsia: He ObLI0O HU OJTHOTO CBOOOJIHOTO MeCTa W CJIYIIATeI OTHECIUCH C Jek-
CTBUTEJIbHBIM UHTEPECOM K BEJIMKOMY TBOpPeHHI0 Momapra» ], in: [35, 353-354].

74 Even Balakirev emphasised the fact that its meaning is completely lost for him since he
is unable to understand Latin, see: [27, 141].
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Appendix

W.A. Mozart’s Requiem Mass KV 626 in the Russian concert life

from the beginning of the 19t century until 1917

date place conductor short description source of
infor-
mation
05/03/1802 | Moscow Ivan and [23, 247; 38,
Mikhail Ker- 255-256]
zelli
06/04/1802 | Saint  Pe- [10, 600; 14,
tersburg 3931
23/03/1805 | Saint  Pe-| Guillaume- Concert of the Philharmonic | [1, 15; 3, 1;
tersburg Alexis Paris Society 14, 394]
31/03/1823 | Saint  Pe- Concert of the Philharmonic | [1, 8; 3, 30]
tersburg Society
31/03/1825 | Saint  Pe- Concert of the Philharmonic | [1, 30; 3, 9;
tersburg Society 14, 406]
22/02/1828 | Saint  Pe- Concert of the Philharmonic
tersburg Society
18/03/1828 | Moscow Mr. Nicholo [24, 526]
20/03/1832 | Moscow Aleksandr [30]
Varlamov
23/03/1832 | Saint  Pe- Concert of the Philharmonic | [1, 31; 3, 10]
tersburg Society
12/03/1838 | Saint  Pe- Concert of the Philharmonic | [1, 32; 3, 11]
tersburg Society
1839 Nizhny Private concert in the house | [25, 22; 40,
Novgorod of Aleksandr Ulibishev 771
10/03/1845 | Saint  Pe- Concert of the Philharmonic | [1, 33; 3, 13]
tersburg Society
24/03/1849 | Saint  Pe- Concert of the Philharmonic | [1, 34; 3, 15]
tersburg Society
14/03/1853 | Saint = Pe-| Karl Shubert | Concert of the Philharmonic | [1, 36; 3, 16]
tersburg Society
15/03/1856 | Saint  Pe- Karl Shubert | Concert of the Philharmonic | [1, 37; 3, 18;
tersburg Society 15, 348]
01/04/1859 | Moscow [15, 352]
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11/02/1862 | Saint  Pe- Anton Rubin- | The RMO symphonic mee- | [15, 356; 41,
tersburg stein ting 4]
19/12/1865 | Saint  Pe- Mily Balakirev| The Free Music School con- | [15, 364; 67,
tersburg cert 61]
1866 Moscow Juri Golizyn | The concert of church music | [15, 365]
18/11/1868 | Saint  Pe- Mily Balakirev| The Free Music School con- | [26, 10; 67,
tersburg cert 105-106]
19/01/1869 | Saint  Pe-| Mily Balakirev] The RMO symphonic meet- | [15, 371; 41,
tersburg ing dedicated to Aleksandr | 10]
Dargomizhsky
12/03/1870 | Saint  Pe- Eduard The 2nd «historical concert» | [1, 42; 3, 26;
tersburg Népravnik of the Philharmonic Society | 15, 374-375]
1873 Moscow The RMO symphonic mee- | [26, 8; 33,
ting 415]
23/03 or Moscow Nikolai Ru- The RMO symphonic mee- | [26, 10; 33,
04/04/1873 binstein ting 416; 42, 142—
143]
11/01/1875 | Saint  Pe-| Eduard The RMO symphonic mee- | [40, 75; 41,
tersburg Néapravnik ting 14]
25/01/1877 | Saint  Pe- Nikolai The RMO symphonic mee- | [9, 153; 16,
tersburg Rimsky-Kor- | ting 440]
sakov
16/11/1885 | Saint  Pe- The Sing-Academie concert | [2, 71]
tersburg
05/03/1889 | Saint  Pe-| Eduard The private concert in the [20, 59; 21,
tersburg Napravnik Marble Palace 186-193]
08/02/1890 | Moscow Vasily The 3 public concert led by | [5, 582]
or Safonov Safonov
18/02/1890
06/12/1890 | Moscow Vasily The special concert in com- | [5, 585; 12,
Safonov memoration of Nikolai Ru- | 63]
binstein
16/12/1890 | Moscow Vasily The special concert given by | [5, 585; 12,
Safonov students of the Moscow con-| 63; 41, 28]
servatoire
15/03/1891 | Moscow Vasily The RMO symphonic meet- | [5, 587]
Safonov ing in commemoration of

Nikolai Rubinstein
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23/11/1891 | Saint  Pe-| Vasily The RMO symphonic meet- | [5, 589; 41,
tersburg Safonov ing dedicated to W.A. Mo- | 36]
zart
28/11/1891 | Saint  Pe- Leopold Auer | The public concert [41, 37]
tersburg
23/11/1891 | Kiev A. Vino- The RMO symphonic meet- | [13, 194]
gradski ing
1895 Pavlovsk N. Galkin The Pavlovsk railway station | [5, 607]
concert
05/09/1895 | Thilisi The Student concert [13, 210]
13/02/1899 | Saratov The RMO symphonic meet- | [13, 241-
ing 242]
07/03/1899 Count Alek- The 24th public concert of [5, 636; 35,
sandr Shere- | Count Sheremetev’s choir 353-354]
metev and orchestra
16/10/1899 | Moscow The mass for Frédéric [5, 645]
Chopin
02/01/1900 | Saint  Pe- Count Alek- The 33 public concert of [5, 651]
tersburg sandr Shere- | Count Sheremetev’s choir
metev and orchestra
18/03/1900 | Nikolaev L. Shchedrin | The RMO symphonic meet- | [13, 260]
ing
15/03/1901 | Kharkiv I. Slatin The RMO symphonic meet- | [13, 274]
ing
17/03/1901 | Kharkiv The RMO symphonic meet- | [13, 274]
ing
17/03/1902 | Orenburg | I. Solomin The concert spirituel [13, 295]
16/12/1902 | Kishinev A. Ginit- The RMO symphonic meet- | [13, 300]
(Chisinau) | Pilsudski ing
03/03/1903 | Kiev A. Vino- The RMO symphonic meet- | [13, 304—
gradski ing 305]
19/03/1903 | Astrakhan The RMO symphonic meet- | [13, 304—
ing 305]
1904 Astrakhan The RMO symphonic meet- | [13, 326]
ing
18/01/1906 | Saint  Pe- Eduard The solemn celebration of [5, 760]
tersburg Napravnik the 150t birth anniversary

of W.A. Mozart
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28/01/1906 | Saint  Pe-| Leopold Auer | The RMO symphonic meet- | [5, 759; 41,
tersburg ing dedicated to the 150th 551
anniversary of W.A. Mozart’s
birth
01/1906 Moscow The concert of the Synodal | [5, 760]
Choir dedicated to W.A. Mo-
zart
10/1906 Moscow The concert of the L. Vasi- [5, 786]
liev’s choir
04/04/1908 | Saint  Pe-| Count Alek- The 130t public concert of | [5, 801]
tersburg sandr Shere- | Count Sheremetev’s choir
metev and orchestra
26/01/1909 | Thilisi Z. Paliev The RMO symphonic meet- | [13, 368]
ing
26/03/1910 | Kazan R. Gummert | The RMO symphonic meet- | [13, 400]
ing
11/07/1910 | Tallin The concert given as a part | [13, 406]
of the gth Estonian Song Fes-
tival (laulupidu)
27/11/1910 | Moscow The jubilee concert of the [5, 851-852]
Jurlov choir
11/02/1911 Saint  Pe- The concert of the Arkhan- | [5, 858]
tersburg gelski choir
22/03/1911 | Perm P. Stepanov The concert of the Bogo- [13, 421]
roditski choir
09/03/1912 | Nizhny The Amateur Concert [13, 451]
Novgorod
25/03/1913 | Odessa V. Malyshe- The student concerts [13, 462]
and vski
31/03/1913
1914 Odessa [13, 4871
23/03/1914 | Astrakhan The last concert of the sea- | [13, 479]

son
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