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“LISTEN, SALIERI – MY REQUIEM”:  
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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 5th 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 Chigarёva, 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 Pёtr Chaikovski, Aleksandr Ulïbïshev 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 6th of April, the Saint Petersburg Ger-

man Imperial Theatre6 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)8 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: «последнее сочинение славного Моцарта, под названием: День суда, Свя-
щенная песнь», 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.: «Моцартова оратория, называемая: “Моление о душах”», in: [10, 600]. The 
wordbook mentioned in the announcement («free copies of the libretto of this oratory 
will be distributed with every ticket», rus.: «в каждом билете раздаваться будет безде-
нежно по экземпляру стихотворного сочинения сей оратории») is preserved in the 
Russian State Library, see: Das Requiem zu W.A. Mozarts Musick nach dem lateinischen 
übersetzt. 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 20th 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 21st 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; 54], 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 19th 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'10 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 à Paris, par le Conservatoire de Musique le 30 Frimaire an 13. cet ouvrage est précédé 
d'un extrait de la vie de l'Auteur, Paris, l'Imprimerie 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]11.  

The Requiem appeared for the first time within the annual Philhar-

monic concert seasons which took place during the Lent, namely on the 23rd 

of March 180512, in the so-called Lionovii Hall13, led by Guillaume-Alexis 

Paris in cooperation with the famous Pridvornaia Pevcheskaia Kapella [the 

Court Chapel Choir]14. 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, 416‒418, 457‒458; 60, 283]. 
12 Interestingly, 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.: «первое исполнение вообще»], apparently unaware of 
the two 1802 concerts. Moreover, he erroneously dated the 1802 performance in Saint 
Petersburg to 6th of April 1808, see the next paragraph of his statement: «The second 
“Requiem” performance took place three years later, on the 6th of April 1808» [«Второе 
исполнение “Реквиема” состоялось через 3 года, 6 апреля 1808 г.»], 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 für die Solosänger, den Flügel und 
einige Bässe. Die Chöre stehen in der Mitte der Erhöhung»], see: [49, 510]. 
14 Also known as «Pridvornye pevchie». 
 



Старинная музыка 
 
 

23 

Table 1. Mozart’s Requiem in Saint Petersburg Philharmonic Society concerts 
from the beginning of the 19th century until the 1860s15 

 

date location conductor 

23/03/1805 Lionovii Hall G. Paris 

31/03/1823 Lionovii Hall  

31/03/1825 Engelgardt House16  

22/02/1828 Engelgardt House  

23/03/1832 Engelgardt House  

12/03/1838 Zal dvorianskogo sobraniia17  

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 

 

 
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 28th 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»20. 

                                                           

19 Discussed in: [61, 87]. 
20 Rus.: «С прискорбием слышали мы терзание столь славного музыкального про-
изведения! Непростительно для Г-на Николо, что при всей своей опытности, он ре-
шился дать такой концерт, сделав одну только репетицию. В музыке Моцарта столь 
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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 20th of March in the Bolshoi Theatre21, 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 

Ulïbïshev23, 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-

sky25. 

                                                           

много гармонии, столь много мелодии, что и самые лучшие артисты с перваго раза 
не сыграют ее удачно, следовательно без всякого сомнения, нельзя ожидать ничего 
хорошаго, когда оркестр составлен из посредственных музыкантов, с весьма дур-
ным хором певчих», 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.: «Г. Варламов, вто-
рой капельмейстер и репетитор нашей оперной труппы, давал в свой концерт Мо-
цартово Requiem. Пели одни Русские Артисты»], see: [30]. 
22 Orig.: «По уверению опытных любителей и знатоков – исполнение было отлич-
ное. Это уже большой шаг для нашей Оперы!», see: [30]. More information about this 
concert in: [39, 339]. 
23 In the foreword to his Mozart biography drafted in 1840, Ulïbïshev mentioned a few 
performances of «several numbers from Mozart’s Requiem» during «last winter» [Orig.: 
«Наши петербургские друзья не без удивления прочтут перечень главных сочине-
ний исполненных прошлой зимою в Нижнем: […] отрывки из Реквиема Моцарта»], 
see: [25, 22]. See also Findeizen’s remark in: [40, 77]. 
24 N. Findeizen in his 1906 essay on Mozartʼs music in Russia mentioned a series of con-
certs in Glinkaʼs house with the program which included Requiem arrangements by Ale-
ksandr Serov, see: [40, 78]. These arrangements can be found in the catalogue of Serovʼs 
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 Rubinstein26 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, Chișinău, 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 Req-

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-
burg 

Anton Rubinstein The RMO symphonic meeting 

19/01/1869 Saint Peters-
burg 

Mily Balakirev The RMO symphonic meeting 
dedicated to Aleksandr Dar-
gomïzhsky 

1873 Moscow  The RMO symphonic meeting 

23/03 or 
04/04/1873 

Moscow Nikolai Rubinstein The RMO symphonic meeting 

                                                           

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 'Imperatorskoye' [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-
burg 

Eduard Nápravník The RMO symphonic meeting 

15/03/1891 Moscow Vasily Safonov The RMO symphonic meeting 

23/11/1891 Saint Peters-
burg 

Vasily Safonov The RMO symphonic meeting 
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 
(Chișinău) 

A. Ginit-Pilsudski The RMO symphonic meeting 

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-
burg 

Leopold Auer The RMO symphonic meeting 
dedicated to the 150th Anniver-
sary of Mozart’s birth 

26/01/1909 Tbilisi Z. Paliev The RMO symphonic meeting 

26/03/1910 Kazan R. Gummert The RMO symphonic meeting 

25/03/1913 
and 
31/03/1913 

Odessa V. Malyshevski The concerts given by students of 
the Music College at the Odessa 
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, «Bibliothèque Classique et Moderne. Opéras, Oratorio, 

etc. pour Piano seul», which included in its issue 26 Mozart’s Requiem, iden-

tified here as «oratorio»30 (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-

atoire31. 

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 Bibliothèque 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) 
 

 
 

In 1871, another piano transcription of Mozart’s masterpiece was 

published by the most prolific musical publisher in Moscow, P. Jürgenson32. 

This one was made by a professor of pianoforte at the Moscow Conservatoire 

and a former student of Franz Liszt, Karl Klindworth33 (see figure 3). 

 

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 
l’éditour P. Jurgenson, Moscow, Leipzig, [s.d.] (the Russian State Library holding, shelf-
mark MZ 62/685). See more information about Petr Jürgenson’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) 

 
 

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 Russian35 (see figure 4). 

Printed in Leipzig by Breitkopf and Härtel, 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 für 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.: 
Реквием Моцарта. С упрощенным аккомпанементом на органе или на фортепиано, 
аккомпанемент А. Гензельта, переложение текста А. Майкова. В Санкт-Петербурге: 
В евангелической библиотеке]. 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 Schultz36. 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 completion40. What emerged from this collaboration was 

perhaps the simplest transcription of the famous score 41 . 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 Süssmayr 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.: Егор Христианович фон Шульц, 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 für große Virtuosen ausfüh-
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 ausgeführt werden können, indem das Tempo meist langsam ist. Viele Stü-
cke spielt man vom Blatte weg, bei anderen wird einiges Ueben nöthig 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. 

 
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) 
 

 
 

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 'o'43. This can be seen in the Russian translation of the Kyrie, 

for instance, which uses accented 'o’s' and 'a’s' throughout the text (written 

in bold): 

 

Latin origi-
nal 

Version by Maykov 

Kyrie eleison 
Christe eleison 

Gospodi, podatel’ blag 
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 Übertragungen haben sich möglichst bemüht, für die hohen wie figurierten Töne 
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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Figure 5. the title page of the Requiem vocal score issued by P. Jürgenson 
(Courtesy of the Russian State Library) 

 

Jürgenson 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 Jürgenson in 1890), Introit (bars 1‒7) 
 

 
 

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-
sion 

English trans-
lation 

Fet’s verison English trans-
lation 

1. Verchnogo po-
koya  
podaj Ty im, 
Gospodi!  

Eternal rest grant 
unto them, Lord!  
 
 

Vechnyj upokoj  
nisposhli Ty im, 
Gospodi, 
 

Eternal rest  
grant unto them, 
Lord,  
 

2. Da tihij svetit im 
svet s mirom 

and let soft light 
shine upon them 
in peace 

I svet im vechnosti 
da vossiyaet. 

and let perpetual 
light shine upon 
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 

Pushkin45. 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 opera50, 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.: Большой Каменный 
Театр] 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 Chigarёva’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.: «Слушай же, Сальери, мой Реквием»]. 
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Since Rimsky-Korsakov’s 'dramatic scenes' were meant to be per-

formed in a private opera house51 and were therefore written for a chamber 

orchestra52, 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). 
 

 

 

                                                           

51 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 violins54, the tenor – by the clarinet and the first 

violas, and the bass – by the bassoon and second violas55 (example 6). 

 
Example 6. N.A. Rimsky-Korsakov’s Mozart and Salieri, scene two: 
Requiem by Mozart (bars 8‒14). 
 

 

                                                           

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.: «Наиболее естественные 
удвоения женских голосов в унисон дают скрипки, альты, кларнеты и гобои; удво-
ения мужских голосов – альты, виолончели, фаготы и валторны»], see: [68, 122‒
123]. 



Старинная музыка 
 
 

40 

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»56. 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.: «По сценическому ходу действия, Моцарт играет на фортепиано отрывок 
из своего Реквиема, так что никакого хора хотя бы ad lib. здесь не требуется. Дело, 
однако, в том, что не только сам Моцарт, но в значительной степени и Сальери (как 
опытный и талантливый музыкант, к тому же отлично знакомый с характером 
творчества своего гениального друга) может себе представить, как будет звучать 
данный отрывок Реквиема в исполнении хора и оркестра», 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-Streit57. To give just one example ‒ in his 1885 review of Requiem’s 

performance, a certain A.F. wrote: «Concerning the second part [of the Req-

uiem], it is […] rather long and cold. There is some reasons to believe that 

this part was completed by his [Mozart’s] student, Süßmayer»58. Unaware of 

the circumstances surrounding the Requiem origin59, 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 basses60. 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.: «Что касается второй части, то она […] растянута и холодна. Есть основание 
думать, что эта часть была закончена его учеником, Зюссмайером], 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 Ulïbïshev’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» [«Изложение полемики о подлинности и 
об историческом происхождении Реквиема Моцарта»], translated by Modest Tchai-
kovsky and edited by Herman Laroche: [25, 113‒135]. 
60 Presumably, Balakirev owned one of the 'classical' Breitkopf & Härtel 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 & 
Härtel, [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]). 
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a grave mistake to allow such inequality of voices. – the idea I have is that 

the sopranos must be reinforced by a Trompette à clef or even Cornet à 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”62. 

                                                           

61 Orig.: «В оркестровке есть ужасный недостаток в размещении тромбонов, кото-
рые почти без умолку ревут, дублируя партии голосов. Для тромбонов даже не вы-
писано отдельных партий, а в партитуре просто означено, что Тромбон-альт играет 
то, что поют Альты, Тенор с тенором и Бас с басами. Как видите, Сопрано остается 
безо всякого поддерживания. Это большой промах допустить такое неравенство 
масс. – Я придумал, что следует вместе с тромбонами пустить для удвоения партии 
Сопранов Trompette à clef или еще Cornet à pistons, потому что звук его не такой 
резкий, он очень гибкий инструмент, и звук его не будет выдаваться из хора, а 
только усилит значительно Сопраны». The quote is taken from Balakirev’s letter to 
Vladimir Stasov written on the 3rd of August 1861, published in: [27, 139]. 
62 Rus.: «у всего этого Реквиема вовсе не тот поворот […] Моцарт до того не понимал 
своей задачи и не в состоянии был понять […], что, например, он целый номер ис-
полнил словами: rex tremendae majestatis. Как глупо! Но ведь это не больше, как 
обращение в письме: “милостивый государь!” Разве письмо может состоять все из 
слов: “милостивый государь”, сто раз повторенных? Все дело в словах: salva me! А 
Моцарт им дал какие-то пару тактов, где-то на кончике. Что это такое! Да ведь это 
чистая нелепость! Он мог бы повторить тысячу раз – salva me, и это было бы по-
нятно. “О царь страшного величия, спаси меня, спаси меня, спаси меня”. А то что 
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Pyotr Tchaikovsky reviewed the 1873 performance63, 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»64. 

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»65. The «interesting 

combination» mentioned by the unknown critic was the following66: 

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 

                                                           

это? 100 раз “rex tremendae majestatis”, и потом как-то вскользь точно по нечаянно-
сти: “спаси меня!”», 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 23rd of March, see: 
[33, 415]. 
64  Orig.: «Знаменитый его “Реквием”, написанный перед самой смертью, нельзя 
признать лучшим его произведением […] в “Реквиеме” Моцарту негде было развер-
нуть своего наиболее яркого качества – искусства музыкальной характеристики. С 
другой стороны, ему недоставало сильного, глубокого религиозного чувства, столь 
необходимого для сочинения церковной музыки. Этим объясняется некоторая су-
хость иных частей его “Реквиема”», see: [42, 142‒143]; the translation is adapted from 
the online edition of Tchaikovsky’s critical works: [75]. 
65 Rus.: «Нечего и говорить о том до какой высокой степени интересного представ-
ляет собой эта комбинация, и поэтому нельзя не пожалеть искренно о том, что 
москвичи отнеслись на этот раз к делу настолько холодно, что зал собрания был 
полу-пуст», 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)67, b) Tchaikovsky’s Second symphony op. 17 in C 

minor (in 1873, first performance)68, c) Anton Rubinstein’s Fourth sym-

phony op. 95 in D minor (1875, first performance)69, d) Aleksandr Borodin’s 

First symphony in E-flat major (in 1877)70, and e) Sergey Taneev’s orchestral 

overture «Oresteia», op. 6 (in 1891)71. 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 25th of January 1877, see: [9, 153; 16, 440; 67, 186]. 
71 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 welcome73. 

The reception history of Mozart’s Requiem in the 19th 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 audience74. 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 20th 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.: «Нужно от-
дать полную справедливость устроителям этих концертов, что мысль знакомить 
публику с крупными классическими произведениями, при том в надлежаще-удо-
влетворительном исполнении, заслуживает всякой похвалы и одобрения. Публика 
это доказала: не было ни одного свободного места и слушатели отнеслись с дей-
ствительным интересом к великому творению Моцарта»], 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 19th century until 1917 

 

date place conductor short description source of 
infor-

mation 

05/03/1802 Moscow Ivan and 
Mikhail Ker-
zelli 

 [23, 247; 38, 
255‒256] 

06/04/1802 Saint Pe-
tersburg 

  [10, 600; 14, 
393] 

23/03/1805 Saint Pe-
tersburg 

Guillaume- 
Alexis Paris  

Concert of the Philharmonic 
Society 

[1, 15; 3, 1; 
14, 394] 

31/03/1823 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

[1, 8; 3, 30] 

31/03/1825 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

[1, 30; 3, 9; 
14, 406] 

22/02/1828 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

 

18/03/1828 Moscow Mr. Nicholo  [24, 526] 

20/03/1832 Moscow Aleksandr 
Varlamov 

 [30] 

23/03/1832 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

[1, 31; 3, 10] 

12/03/1838 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

[1, 32; 3, 11] 

1839 Nizhny 
Novgorod 

 Private concert in the house 
of Aleksandr Ulïbïshev 

[25, 22; 40, 
77] 

10/03/1845 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

[1, 33; 3, 13] 

24/03/1849 Saint Pe-
tersburg 

 Concert of the Philharmonic 
Society 

[1, 34; 3, 15] 

14/03/1853 Saint Pe-
tersburg 

Karl Shubert Concert of the Philharmonic 
Society 

[1, 36; 3, 16] 

15/03/1856 Saint Pe-
tersburg 

Karl Shubert Concert of the Philharmonic 
Society 

[1, 37; 3, 18; 
15, 348] 

01/04/1859 Moscow   [15, 352] 
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11/02/1862 Saint Pe-
tersburg 

Anton Rubin-
stein 

The RMO symphonic mee-
ting 

[15, 356; 41, 
4] 

19/12/1865 Saint Pe-
tersburg 

Mily Balakirev The Free Music School con-
cert 

[15, 364; 67, 
61] 

1866 Moscow Juri Golizyn The concert of church music [15, 365] 

18/11/1868 Saint Pe-
tersburg 

Mily Balakirev The Free Music School con-
cert 

[26, 10; 67, 
105‒106] 

19/01/1869 Saint Pe-
tersburg 

Mily Balakirev The RMO symphonic meet-
ing dedicated to Aleksandr 
Dargomïzhsky 

[15, 371; 41, 
10] 

12/03/1870 Saint Pe-
tersburg 

Eduard 
Nápravník 

The 2nd «historical concert» 
of the Philharmonic Society 

[1, 42; 3, 26; 
15, 374‒375] 

1873 Moscow  The RMO symphonic mee-
ting 

[26, 8; 33, 
415] 

23/03 or 
04/04/1873 

Moscow Nikolai Ru-
binstein 

The RMO symphonic mee-
ting 

[26, 10; 33, 
416; 42, 142‒
143] 

11/01/1875 Saint Pe-
tersburg 

Eduard 
Nápravník 

The RMO symphonic mee-
ting 

[40, 75; 41, 
14] 

25/01/1877 Saint Pe-
tersburg 

Nikolai 
Rimsky-Kor-
sakov 

The RMO symphonic mee-
ting 

[9, 153; 16, 
440] 

16/11/1885 Saint Pe-
tersburg 

 The Sing-Academie concert [2, 71] 

05/03/1889 Saint Pe-
tersburg 

Eduard 
Nápravník 

The private concert in the 
Marble Palace 

[20, 59; 21, 
186‒193] 

08/02/1890 
or 
18/02/1890 

Moscow Vasily 
Safonov 

The 3rd public concert led by 
Safonov 

[5, 582] 

06/12/1890 Moscow Vasily 
Safonov 

The special concert in com-
memoration of Nikolai Ru-
binstein 

[5, 585; 12, 
63] 

16/12/1890 Moscow Vasily 
Safonov 

The special concert given by 
students of the Moscow con-
servatoire  

[5, 585; 12, 
63; 41, 28] 

15/03/1891 Moscow Vasily 
Safonov 

The RMO symphonic meet-
ing in commemoration of 
Nikolai Rubinstein 

[5, 587] 
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23/11/1891 Saint Pe-
tersburg 

Vasily 
Safonov 

The RMO symphonic meet-
ing dedicated to W.A. Mo-
zart 

[5, 589; 41, 
36] 

28/11/1891 Saint Pe-
tersburg 

Leopold Auer The public concert [41, 37] 

23/11/1891 Kiev  A. Vino-
gradski 

The RMO symphonic meet-
ing 

[13, 194] 

1895 Pavlovsk N. Galkin The Pavlovsk railway station 
concert 

[5, 607] 

05/09/1895 Tbilisi  The Student concert [13, 210] 

13/02/1899 Saratov  The RMO symphonic meet-
ing 

[13, 241‒
242] 

07/03/1899  Count Alek-
sandr Shere-
metev 

The 24th public concert of 
Count Sheremetev’s choir 
and orchestra 

[5, 636; 35, 
353‒354] 

16/10/1899 Moscow  The mass for Frédéric 
Chopin 

[5, 645] 

02/01/1900 Saint Pe-
tersburg 

Count Alek-
sandr Shere-
metev 

The 33rd public concert of 
Count Sheremetev’s choir 
and orchestra 

[5, 651] 

18/03/1900 Nikolaev L. Shchedrin The RMO symphonic meet-
ing 

[13, 260] 

15/03/1901 Kharkiv I. Slatin The RMO symphonic meet-
ing 

[13, 274] 

17/03/1901 Kharkiv  The RMO symphonic meet-
ing 

[13, 274] 

17/03/1902 Orenburg I. Solomin The concert spirituel [13, 295] 

16/12/1902 Kishinev 
(Chișinău) 

A. Ginit-
Pilsudski 

The RMO symphonic meet-
ing 

[13, 300] 

03/03/1903 Kiev A. Vino-
gradski 

The RMO symphonic meet-
ing 

[13, 304‒
305] 

19/03/1903 Astrakhan  The RMO symphonic meet-
ing 

[13, 304‒
305] 

1904 Astrakhan  The RMO symphonic meet-
ing 

[13, 326] 

18/01/1906 Saint Pe-
tersburg 

Eduard 
Nápravník 

The solemn celebration of 
the 150th birth anniversary 
of W.A. Mozart 

[5, 760] 
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28/01/1906 Saint Pe-
tersburg 

Leopold Auer The RMO symphonic meet-
ing dedicated to the 150th 
anniversary of W.A. Mozart’s 
birth  

[5, 759; 41, 
55] 

01/1906 Moscow  The concert of the Synodal 
Choir dedicated to W.A. Mo-
zart 

[5, 760] 

10/1906 Moscow  The concert of the L. Vasi-
liev’s choir  

[5, 786] 

04/04/1908 Saint Pe-
tersburg 

Count Alek-
sandr Shere-
metev 

The 130th public concert of 
Count Sheremetev’s choir 
and orchestra 

[5, 801] 

26/01/1909 Tbilisi Z. Paliev The RMO symphonic meet-
ing 

[13, 368] 

26/03/1910 Kazan R. Gummert The RMO symphonic meet-
ing 

[13, 400] 

11/07/1910 Tallin  The concert given as a part 
of the 9th Estonian Song Fes-
tival (laulupidu)   

[13, 406] 

27/11/1910 Moscow  The jubilee concert of the 
Jurlov choir  

[5, 851‒852] 

11/02/1911 Saint Pe-
tersburg 

 The concert of the Arkhan-
gelski choir 

[5, 858] 

22/03/1911 Perm P. Stepanov The concert of the Bogo-
roditski choir  

[13, 421] 

09/03/1912 Nizhny 
Novgorod 

 The Amateur Concert   [13, 451] 

25/03/1913  
and 
31/03/1913 

Odessa V. Malyshe-
vski 

The student concerts [13, 462] 

1914 Odessa   [13, 487] 

23/03/1914 Astrakhan  The last concert of the sea-
son 

[13, 479] 
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