
210	 Nineteenth-Century Music Review

to Wilde (in the mock bull-fight sequence, we are even told when the head of the 
fake bull is knocked off to reveal that of Wilde’s laughing ‘little Monsieur de 
Lorraine, the son of the French Ambassador’); they also enable us to ‘read’ the 
final pantomime, with its echoes of the foregoing dances interpolated into what 
is in effect an unsung recitative, a ‘scena’ in which a recurring, dissonantly 
harmonized motif for the Dwarf’s heart-gripping shock at his monstrous 
appearance punctuates music that might not have been out of place in Wozzeck or 
even Schoenberg’s Erwartung, although it is closest perhaps to things heard in Act 
III of Der ferne Klang. The persistent juxtaposition of ‘what was’ (the exquisite, 
sometimes almost neoclassical dances of the birthday pageant) with ‘what is’ (the 
Dwarf killed by the bitter loss of his own ‘natural’ innocence) structures the close 
of the piece, where the returned Infanta’s dance prelude, rather as in the Wilde, 
dismisses the horror and insists upon haughty aesthetic evasion – which is thus 
thematized as much as it is indulged in here. The 1923 version had entirely omitted 
the enactment of the mirror scene but concluded with a remarkable little 
‘Nachspiel’ recalling the music of the marionette play that had brought tears to 
the eyes of the Infanta herself in Wilde’s story and even affected the Grand 
Inquisitor, who found it ‘intolerable that things made out of wood and coloured 
wax, and worked mechanically by wires, should be so unhappy and met with 
such terrible misfortunes’.
	 The two versions of Der Geburtstag der Infantin have much to tell us about fin-
de-siècle Vienna and the music of one of its most remarkable ‘Neutöner’. 
Interestingly, it is this earlier one that enacts musically and scenically what the 
later one more subtly suggests. But where the 1923 version ends by voicing a 
nostalgic sadness that invites sympathy with the Dwarf, the earlier version’s 
modernism embraces a more structurally logical form of closure that nevertheless 
adopts the coldly self-centred subject-position of the Infanta, who wants only to 
be distracted by playmates who ‘have no hearts’.

Peter Franklin
University of Oxford

Felix Mendelssohn Bartholdy, Die Hebriden. Konzert-Ouvertüre (The Hebrides. 
Concert Overture) op. 26, edited by Christopher Hogwood (Kassel: Bärenreiter, 
2004). xxxi + 103pp. £28.50.

Of all Mendelssohn’s orchestral pieces, the Hebrides overture poses the greatest 
problems for the editor. While the opening theme – famously presented in short 
score in a letter to his family of 7 August 1829 – may seem to epitomize the 
composer’s supposedly effortless creativity, the work as a whole underwent a 
stringent and protracted process of revision. The full score was completed in 
December 1830, yet the overture was to go through at least five further guises 
prior to its publication in 1835. Since both the surviving autographs (dated 16 
December 1830 and 20 June 1832) served as working scores for later revisions, 
neither presents one of the six versions of the work in a pure form; moreover, 
Mendelssohn’s mania for last-minute revisions was such that he introduced 
further changes at proof stage, with the result that the 1835 printed orchestral 
parts and full score diverge significantly.
	 It is only since 2002, when the 1832 autograph became accessible again to 
scholars through its purchase by the Bodleian Library, that a more complete 
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picture of the work’s gestation has begun to emerge. In the light of this, John 
Michael Cooper has presented a painstaking and comprehensive reappraisal of 
the sources; equally indispensable is Christopher Hogwood’s new edition, which 
has clearly benefited greatly from Cooper’s findings.� While the new availability 
of the 1832 autograph clarifies the composition history of the overture, it does not 
make the editor’s task any more straightforward. One of the strengths of 
Hogwood’s edition is that it conveys, graphically and transparently, the illusory 
nature of any attempt to present a definitive version of the Hebrides overture. 
Rather than following the lead of Julius Rietz, whose 1874 text constructs an ideal 
version of the work, Hogwood’s edition enables the study and performance of 
four distinct versions. He presents two scores of the overture, each of which gives 
two variants (labelling these ‘Rome versions’, pp. 1–44, and ‘London versions’, 
pp. 45–95).
	 Hogwood’s labelling, while convenient, inevitably oversimplifies the relation
ship between his texts and the sources (Cooper’s more detailed survey of the 
sources identifies Rome, Rome–Paris, London, London–Berlin, Berlin–Leipzig, 
and Leipzig versions of the overture).� In addition, it should be stressed that the 
work was never performed in either of the so-called Rome versions, while the 
likely text of the London performances of May and June 1832 can only be 
reconstructed hypothetically. But although textual questions remain, Hogwood’s 
critical commentary is the first to identify all the variants, while his texts enable 
non-specialists to engage with the complex compositional history of the work. As 
a result, we can better understand how the work’s unique stylistic world evolved, 
and the poetic and programmatic content that Mendelssohn intended it to 
convey. 
	 The provisional nature of the first version was acknowledged by Mendelssohn, 
who identified the final section of the exposition as irrelevant bluster and felt the 
artifice of other passages to detract from the atmosphere he sought to evoke (p. 
v). These concerns motivated the most extensive revisions: the rewriting of the 
end of the exposition (whose first version has more in common with a celebratory 
piece of occasional music than with the picturesque opening), and the removal of 
imitative treatments of the opening theme in the transition to the second subject.� 
Other revisions, too, seem motivated by the poetic content. The sharpening of the 
rhythms at the climax of the development, as well as the addition of fanfare-like 
material elsewhere, confirms the picture suggested by the shifting titles of the 
overture (from Die Hebriden or the Ouvertüre zu der einsamen Insel in the earliest 
versions to Fingals Höhle in the 1835 full score): Mendelssohn’s original intention 
to create a musical seascape increasingly acquired Ossianic resonances.
	 In addition to discussing the revision process, Hogwood’s introduction very 
usefully presents a programme note by George Grove, written for a Crystal Palace 
concert in October 1871 in which two versions of the overture were given side by 
side (pp. viii–x). Grove’s comparison comes down heavily in favour of the later 

�  John Michael Cooper, ‘“… da ich dies Stück gern recht correct erscheinen sähe”: 
Philological and Textual Issues in Mendelssohn’s Hebrides Overture, Op. 26’, Philomusica 
Online, 2004 (http://philomusica.univpv.it/annate/2003-4/intro.html).

�  Ibid., 13–15, 20–21.
�  The ‘Rome’ versions of the overture are described in R. Larry Todd, ‘Of Sea Gulls 

and Counterpoint: The Early Versions of Mendelssohn’s Hebrides Overture’, 19th-Century 
Music 2 (1979): 197–213, and Mendelssohn: The Hebrides and Other Overtures (Cambridge: 
Cambridge University Press, 1993), pp. 30–34.
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version; a curiosity of Hogwood’s edition is that it seemingly grants equal validity 
to his Rome and London versions, aiming ‘to provide performers with all 
musically pertinent readings to this complex composition’ (p. 96). While 
Hogwood’s even-handedness has resulted in a fine resource for scholars and 
students, it seems unlikely that many orchestras will seek to recreate Grove’s 1871 
concert. Indeed – given the availability of orchestral parts of the new edition – it 
is worth exploring whether orchestras seeking to perform the work in its later 
form will benefit from investing in them. In short, what advantages does 
Hogwood’s second London version have over existing editions?
	 Performers have hitherto relied on materials derived from Rietz’s text for the 
Breitkopf & Härtel complete edition, a source that Hogwood, like most 
Mendelssohn scholars, damns as uncritical and corrupt (p. iii). But while Rietz’s 
editorial procedures hardly meet the standards of modern scholarship, it is 
important not to exaggerate the extent of his interventions. Rietz’s edition is 
problematic not primarily on account of textual flaws but because his additions 
and alterations were made tacitly. His emendations to The Hebrides are in fact 
sparse and trivial in nature: the addition of expressive markings (e.g., ‘tranquillo 
assai’ at the return of the second subject (bar 201)); the occasional replacement of 
terraced dynamics with more gradual contrasts (e.g., bars 146–147); and, more 
straightforwardly, the standardization of expressive marks. Rietz’s decision to 
preserve the version of bars 7 and 8 found in both the autographs, rather than to 
incorporate Mendelssohn’s last-minute reversion to the melodic line of his sketch 
of August 1829, is typical of his approach: musical preferences take precedence 
over philological principles. Hogwood’s ‘London’ version, in contrast, sticks with 
the published 1835 version of these bars, though it retains the familiar line as an 
ossia. In spite of their diverging editorial criteria, there are few other substantive 
differences between this version and Rietz’s text. Indeed, there are several places 
in Hogwood’s edition where Rietz’s approach to dynamics might usefully have 
been adopted (viola players will have to pencil in a diminuendo in bar 20, for 
example, and there are other places where editorial dynamics are needed).
	 Mendelssohn scholarship has been considerably enriched by this volume and 
its companions (at the time of writing, the publication of the final of the seven 
volumes in Hogwood’s series of Mendelssohn’s concert overtures, Meeresstille und 
glückliche Fahrt, is imminent). It is to be hoped that an enterprising record company 
encourages Hogwood to record all the early versions that he has unearthed, and 
that his editions will encourage orchestras and listeners to reappraise these 
works.

James Garratt,
University of Manchester
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Hector Berlioz, Arrangements of Works by Other Composers (II), edited by Ian 
Rumbold. New Berlioz Edition, vol. 22b (Kassel: Bärenreiter, 2004). xxxiv + 408 
pp. €330.

The first volume of the New Berlioz Edition (NBE) appeared around the centenary 
of Berlioz’s death in 1969, and with a recent acceleration in production, completion 
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