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Among Harvard’s Libraries

WE HAVE RECEIVED many favorable comments
about the special issue of the Harvard Library
Bulletin entitled “Intention and Acumen:
Recent Acquisitions in Harvard’s Libraries™
(Fall-Winter 2000, New Series Volume 11,

Numbers 3-4). In this collection of 29 brief

articles edited by Kenneth E.
Harvard University librarians reported on
recent gifts and purchases and on how these
materials built on existing strengths and sup-
ported new fields of enquiry. We heartily con-
cur with Ken that “they (these acquisitions and
the librarians bechind them) enhance the
opportunitics to advance knowledge by a
group of people passionate to do so, namely,
the library's users.” Thus, we have decided to
include more of these brief reports from time
to time 1n Among Harvard’s Libraries.
—William P. Stoneman

Carpenter,

Editor

RECENT ACQUISITIONS!:
THE EDA KUHN LOEB MUSIC LIBRARY

Chant sur la Mort de Joseph Haydn a trois voix,
avec accompagnements. Dédié B Sen Altesse
Sérénissime le Prince Nicolas Esterhazy de
Galantha . . . Par L. Cherubini, 'un des
Inspectenrs du Conservatoire Impérial de Musique,

Membre de I'Institut Royal de Hollande. A
UlImprimerie du conservatoire Impénal de Musique.
[18107]

pon hearing a report of Joseph Haydn's
Udc;nh Luigi Cherubini (1760-1842), an
influential and highly regarded composer dur-
ing the late cighteenth and nineteenth cen-
turies, honored the man he revered and once
addressed as “patriarca della musica” by compos-
ing a funeral cantata. The Loeb Music Library
recently acquired an carly edition of the extra-
ordinary Chant sur la Mort de Joseph Haydn, the
title page of which is shown here. Composed
in 1803, it 1s set for full orchestra, soprano, two
tenors, and chorus on a poem by Jacques
Benjamin Maximilhian Bins. The picce was to
receive its first performance in a concert hon-
oring Haydn’s memory at the Concert dans le
Théatre Olimpique. The only wrinkle was that
Haydn was not yet truly dead; the report of his
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death proved to be a false rumor. Luckily the
news correcting the rumor reached Paris just in
time to make necessary changes in the concert
program. Most copies of the piece were subse-
quently destroyed. Upon hearing of the con-
cert in his honor Haydn is reported to have
said, “The good gentlemen! I am really much

indebted to them for this unexpected honor. If

I had known of the ceremony I would have
gone there myself to conduct the [Requiem]
Mass in person.” (Pohl 111, 236) The piece was
eventually published and performed in Paris at
the Conservatoire in February 1810 following
Haydn’s death in 1809.

The Locb Music Library’s copy of this

work is part of a collection acquired in 1998 of

150 printed and manuscript items and primary
source materials for the study of music by
Cherubini
Cherubini’s professional output is well repre-
sented in the collection. Included are full
scores of all his major works in first or carly
cditions, carly vocal scores, songs, canons,
instrumental and didactic works, copyists’
manuscripts, and books and writings on his life
and works. For example, of the nine French

operas published in full score, eight are

(1760-1842). Each areca of
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included; there are also numerous opera vocal
scores. Of the sacred works there are full scores
of both Requiems, and all the four Masses that
were issued in this form. Sixteen more reli-
gious pieces are represented in full score, with
vocal scores of a further thirteen (including the
three remaining published Masses). The secu-
lar works include full scores of cantatas, as well
as carly sets of songs and canons. Among items
of particular interest are a manuscript full score
(with German text) of L’hétellerie portugaise, a
1798 opera unpublished in full score, in which
the overture has been replaced by the overture
to La finta principessa, an carlier opera that was
apparently never published at all. Bound into a
convolute volume containing early nineteenth-
century prints are twelve manuscript copies
from 1778-1780 of antiphons and other short
sacred vocal pieces, all unpublished and several
previously thought to be lost. Cherubini was
also well-known as a teacher and administra-
tor; he spent the last twenty years of his life as
director of the Paris Conservatoire. Several of
the didactic works he produced in this capac-
ity are in the collection including an elegantly
bound presentation copy of his famous Cours
de contrepoint et de fugue of 1835.

In 1817, Beethoven referred to Cherubini
as the greatest living composer; in 1805 he
named him Europe’s leading dramatic com-
poser. Cherubini’s admirers and friends
included Bellini, Chopin, Donizetti, Liszt,
Mendelssohn, Rossini, and Schumann. Later
composers who studied his music included
Brahms, Bruckner, Wagner, and Weber.
Considering the estimation of his colleagues
there is a dearth of scholarly research about
Cherubini and his works are suprisingly unfa-
miliar to modern concert goers.

The Cherubini Collection builds upon the
Music Library's historic collection of first and
carly editions of cighteenth- and nincteenth-
century composers, a collection that is central
to the Music Department’s academic pro-
grams. The Cherubini Collection will be a
major resource for students and scholars of
Cherubini, likely the most comprehensive in
North America.

—Sarah Adams
Keeper of the Isham Memorial Library
Loeb Music Library

Heilig mit zwey Chdren und einer Anette zur
Einleitung von Carl Philipp Emanuel Bach.
Hamburg im Verlage des Autors; Leipzig aus der
Breitkopfischen Buchdruckerey, 1779.

he Loeb Music Library has long collected
Trcsourccs for study of the Bach family of
musicians. In addition to a rich collection of
secondary sources, the Loeb Library holds
more than 750 microfilms of manuscripts of
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compositions by members of the family and a
substantial collection of first and carly printed
editions of musical scores.

Among the recent additions to the collec-
tion is this first edition of C.P.E. Bach’s setting
of the German Sanctus, Heilig. The most
famous and prolific of ].S. Bach’s musical sons,
C.P.E. Bach made major contributions to the
musical world of his time with his keyboard
works and also his choral works for Lutheran
worship. The text of Heilig is Martin Luther’s
translation of the Sanctus; Bach’s setting man-
ifests some of his most accomplished choral
work, notable for its antiphonal chorus and
instrumental sections. Bach declined requests
from noble courts and musical ensembles to
perform the piece before it was published and
vigorously urged his music printer, Breitkopf,
not to show the manuscript score to anyone.
Heilig was performed soon after publication to
significant approbation and it is considered by
many to have established C.P.E. Bach as a
composer of church music among his contem-
poraries.

A general feature of C.P.E. Bach's compo-
sitional style is his tendency to modify past
practices, to simplify musical procedures that
had come to be regarded as excessively intri-
cate. This view is manifest in a letter Bach
wrote to his publisher Johann Gottlob
Immanuel Breitkopf: “. .. if I can hope for
100 subscribers, which will become apparent
within 4 weeks, I want to come out with my
Heilig; this Heilig is an attempt to inspire far
greater attention and sentiment through
entirely natural and ordinary harmonic pro-
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gressions than one can attain with any amount
of nervous chromaticism. It is to be my swan
song of this type, and thereby serve the pur-
pose that I may not be forgotten too soon after
my death.” (The Letters of C.P.E. Bach.
Translated and edited by Stephen L. Clark
[Oxford: Clarendon Press, 1997], p. 125.)

Noting that the double chorus and fugue
contained in the work would feature twenty-
eight parts, Bach asked his publisher for “large
royal paper” and wondered “what would 350
copies probably cost” in the same letter. The
resulting publication is unusually large for a
musical score of its time, measuring forty-six
centimeters high. The number of subscribers,
while exceeding the one hundred Bach hoped
for, was relatively low. The list at the front of
the publication shows 267 subscriptions from
people in most of the major German cities and
ranging abroad to Vienna, Hungary, Warsaw
and Moscow. Princess Amalia of Prussia, a
composer herself and a well-known patron of
the arts, subscribed, as did the music theorist
and composer Johann Philipp Kirnberger,
music historian Johann Nikolaus Forkel and
the writer and composer Johan Anton Sulzer.
After initial publication and performance, the
score sold well and Bach reported, in 1787,
having very few copies left.

C.P.E. Bach’s Nachlass formed a central
part of the archive of the Sing-Akademie in
Berlin. It was evacuated to Ullersdorf Castle in
Silesia during World War II and then disap-
peared. With its re-discovery in Kiev, Ukraine
by Professor Christoph Wolff of the Harvard
Music Department, a resurgence of interest in
the composer’s work has begun. The Nachlass
includes many autograph manuscripts not seen
by scholars since the 1930s that should spur a
near-total revision of assessments of the com-
positional processes and intentions of the com-
poser. Microfilm copies of these manuscripts
will reside in the Isham Library at Harvard. A
new critical edition of C.P.E. Bach's works has
been launched, to be published by the Packard
Humanities Institute. This project, located in
the Institute offices in Cambridge, Mas-
sachusetts, will bring together international
collaborative efforts of Bach scholars in close
association with the Bach-Archiv Leipzig and
Harvard University. The Bach resources at
Harvard, including first and early editions rep-
resented by the Heilig score, are sure to be cen-
tral to a wealth of new scholarly and musical
production.

—Virginia Danielson
Richard F. French Librarian
Loeb Music Library

RECENT ACQUISITIONS:
THE HARVARD THEATRE COLLECTION

AROUND THE WORLD | in 80 Days | or | @ Wager Won
By: Jules Veme | Cole Porter | Oreon Welles Typesaipt, 1946

he critics scarcely knew what to make of

Around the World, the new extravaganza by
Orson Welles and Cole Porter, at its opening
night at the Boston Opera House on April 28,
1046. Elliot Norton, the best known of the
Boston theater reviewers, would only tempo-
rize: “This show shouldn’t be reviewed. It 1s
more suited to inventory than criticism at this
point. It is a jumble of good and bad, old and
new, weird and wonderful.”

The first performance in Boston had actu-
ally been delayed by a day, on account of the
technical problems posed by a production that
required fifty-cight stage hands. In a later
reconsideration of the show, Norton
explained:

There are 40 scenes in “Around the
World," requiring 32 scparate settings,
Most of them are hung from the fly
gallery of the stage, then drawn up or
lowered as required. Hanging them
required four or five days. Getting to
understand when to raise or lower
took longer, for they move not singly
but in groups. At the premiere perfor-
mance, they were going up and down
at random, creating the most fascinat-
ing air of confusion and making it
impossible to discover whether
‘Around the World" was really good,
bad, or indifferent.

Under the banner of Welles’s Mercury
Theatre, the show was to preview for a weck
each in Boston, Philadelphia, and New Haven,
and then opened on Broadway on May 31,
1946 at the Adclphi Theatre, where it played
to full houses for seventy-five performances,
then closed.”

Around the World was based, of course, on

Jules Verne's novel: Phileas Fogg, a wealthy

and meticulous bachelor, makes a wager with
members of his London club that he can cir-
cumnavigate the globe in cighty days. He 1s
attended by Pat Passepartout, his American
valet, and trailed by Detective Inspector Dick
Fix of Scotland Yard, as well as his servant’s

1 The hits of that scason were Jerome Kern and Oscar
Hammerstemn Il's Show Boar {/.u'-‘.:ﬂcld Theatre,
January §. 418 performances), Arlen and Mercer's St
Lowsis Woman (Martin Beck Theatre, March 30),
Harold Rome’s Call Me Mister (National Theatre,
April 18, 734 performances), and Irving Berlin's Amnie
Get Your Gun (Impenal Theatre, May 16, 1,147 per-

formances). Coincidentally, Around the World was pre-
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