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Between 1883 and 1887 Tchaikovsky produced 
his four Orchestral Suites. Chronologically they 
come between the Fourth and Fifth Symphonies 
and belong to the period of the “Manfred”? Sym- 
phony. They are, therefore, products of his full 
maturity. With the possible exception of the finale 
of the Third, all the music in the first three Suites 
is lightweight and very similar to the many salon- 
like type of pieces that Tchaikovsky wrote for the 
piano. These he regarded as of little value and took 
little trouble over them; yet in the orchestral Suites 
the composer lavished tremendous care on similar 

music. Much of their appeal comes from his subtle 
and colorful orchestration. He took the same pains 
over the Fourth Suite which, however, comes into 
a different category, since it is based not on Tchai- 
kovsky’s own material but on Mozart’s—the com- 
poser he revered above all others. 

Tchaikovsky prefaced the score with these words: 
“A large number of Mozart’s mast admirable small 
works are, incomprehensibly, very little known not 
only to the public, but even to the majority of 

musicians. The author of this Suite, ‘‘Mozartiana’, 
wished to give a new impulse to the performance of 
those little masterpieces, whose succinct form con- 
tains some incomparable beauties.”’ The Fourth 
Suite dates from 1887, when Mozart was far less 
known and appreciated than he is today. In the ‘ast 
century it was by no means uncommon for one com- 
poser to help to popularize another by transcribing 

his works. Liszt did this on numerous occasions and 
his paraphrases and pot-pourris certainly drew 

attention to the original authors of the music con- 
cerned. Tchaikovsky being a great master of the 
orchestra was in the position to perform this service 

for Mozart. He chose for his purpose pieces that 
hardly anyone knew at the time and relatively few 
know today. Three of them are piano compositions. 

The choice of the Gigue in G (K. 574) for the 
first movement is, in a sense, a surprising one, since 

although it is very good Mozart, it is not very typical. 
In this late piano work Mozart was mainly concerned 
with counterpoint and the Gigue opens as if it were 
to be a fugue. The form is binary with each of the 
two parts repeated; in the second Mozart makes an 
expressive excursion into the minor using some 

striking harmonies. Tchaikovsky orchestrated it for 
double woodwind, four horns, two trumpets, tim- 
pani and strings. The second movement is the 
Minuet in D (K. 355). This again falls into two parts, 
which are both repeated. The stately dance has its 
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1. First movement: Gigue (Allegro) (1:46) 

2. Second movement: Menuet (Moderato) (4:49) 

3. Third movement: Preghiera (Andante non tanto) (4:03) 

4. Fourth movement: Theme and Variations (Allegro giusto) (15:13) 
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1. First movement: Capri e Taormina (Barcarola e Siciliana) (6:33) 

2. Second movement: Lamento (6:57) 

3. Third movement: Intermezzo (1:55) 

4. Fourth movement: Tarantella ‘‘Puro sangue”’ 

(Con passaggio della processione) (8:06) 

atmosphere clouded by chromaticism and again 
there are some striking harmonic effects—note, for 
instance, the dissonance at the beginning of the 
second part. A smaller combination of instruments 
is used, trumpets, two of the horns and the timpani 
being dropped from the ensemble that played the 
first movement. 

Preghiera, the third movement derives from the 
late Motet Ave Verum Corpus (K. 618), but only 
indirectly, for Tchaikovsky took as his basis Liszt’s 
transcription. Consequently the result, unlike the 
first two movements, is far removed from Mozart, 

although Tchaikovsky still suppressed his own per- 
sonality. Particularly un-Mozartian are the harmon- 
ium-like chordal progressions for woodwinds that 
open the piece and punctuate the melody, and also 

the colorful harp writing. All the same this is a most 
attractive piece in itw own right. Besides the harp, 

Tchaikovsky brings back for this movement the 
second pair of horns and the timpani. 

For the finale Tchaikovsky took Mozart’s 
Variations on “Unser dummer pdbel” from Gluck’s 
Pilgrims of Mecca (K. 455) and orchestrated it for 
the same instruments as the Gigue, plus cymbals 
and glockenspiel. One suspects that the theme 

appealed to Tchaikovsky because it has a certain 
Russian quality about it. In the ten variations and 
finale that follow the theme Tchaikovsky’s per- 

sonality is often more evident than elsewhere in this 

Suite. Following the eighth variation there is‘an 
elaborate cadenza for a solo violin leading into the 

slow ninth, which is virtually a little concerto move- 
ment for the same instrument. The treatment does 
not in the least sound like Mozart, nor does that of 
the eighth variation, which brings the glockenspiel 
to the fore, doubling the pizzicato of the first 
violins. Both here and elsewhere we come very close 
to the world of Tchaikovsky’s ballet music. 

In Rossiniana Respighi adopted a very similar 
attitude towards Rossini as Tchaikovsky’s towards 
Mozart; and rather more understandably since both 
were Italians. Already in 1918 Respighi had pro- 
vided Diaghilev with the ballet La Boutique Fantas- 
que based on keyboard pieces-by Rossini. Although 
far less known than this, Rossiniana is a more adven- 
turous and colorful score, making use of a full 
orchestra with lavish percussion. It was written in 

1925 and according to the score derives from ‘“‘Les 
Riens,” although no such composition appears in 
Rossini’s catalogue. The title suggests that Respighi 
found these pieces among the many album 

collections containing some of the hundreds, or 
more likely thousands, of little pieces that Rossini 
turned out. Since, apart from the /ntermezzo, the 
movements of Rossiniana are substantial, Respighi 
obviously extended Rossini’s ideas and used more 

than one of them in each of the outer movements at 
least. The score describes the transcription as being 
a free one. 

The first movement, Capri e Taormina is sub- 

titled Barcarola e Siciliana and consists of two pieces 

not merely welded together but in later stages 
superimposed upon each other. They are fairly 
similiar in rhythm, the first being in 3/8 time and 

the second in 6/8, and the combination of the two 
is made easier by the fact that the Barcarol//e 
is based largely on a four-note bell-like motive, like 
the chimes of a clock. The Siciliana is not a char- 
acteristic specimen of its genre as far as its rhythm 
is concerned, the usual pattern of three uneven 
notes followed by three even ones never appearing 

at all. The Lament is a very impressive movement 
that appears to grow entirely out of the little phrase 

played by the lower strings after the three intro- 
ductory strokes on the tam-tam. We get it in num- 
erous forms and during the middle section, with its 
marked triplet rhythms, the phrase becomes partly 
inverted and shorn of its last note. The music itself 
is simple, but the orchestral effects and coloring are 
extremely subtle. Respighi was a great master of 
the orchestra, and one who revelled in the beauty of 
sound for its own sake. 

The little /ntermezzo is again slender in so far as 
its material is concerned with and achieves most of 
its effect through its restrained and delicate orches- 
tral coloring. The celeste has a prominent part to 

play. The final Véritable Tarantelle—as Tarantella 
“Puro sangue’’ is translated in the $core—presents a 
vivid picture of merrymaking, until the dance is 
halted to make way for what is obviously a religious 
procession. The entry of this is preluded by the 
chimes of a bell, which is heard again as the pro- 

cession disappears into the distance. This episode 

over the dance is resumed once more, castanets, 

xylophone and other percussion adding greatly to 

the gaiety and colorfulness of the music. 
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